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Sanat Yarismalari Kime Yarar Sagliyor?

Sanat ortamina genc sanatcilar dahil etmek, genel kaniya gére elbette
oncelikle sanat piyasasini olusturanlarin istegidir; o piyasayi canlandiracak
olan o genc¢ sanatcilardir ¢clinki. Galeriler ya da miizayede evleri, bu ortama
giren sanatclyi dikkatle izler ve onun kendi kadrosu icinde bulunmasinin ne
kadar “yararli” olabilecegine karar verir. Yine bu genel kani cercevesinde,
yadsimaya hic gerek yoktur ki genc, yeni ve farkli sanatcilar ortaya
cikartabilmek adina diizenlenen yarismalarin birincil amaci budur.

Ote yandan bazi ézel sirketler ile devlete bagli sanat ve kiiltir kurumlari
da bu tip yarismalar diizenlerler; onlar da genc, yeni ve farkli sanatcilari
secerlerken, yine “yarar” kavramini gozetirler. Fakat onlarin “yarar”
disinceleri, sanat piyasasini canlandirmak ve boylece ona yeni bir finans
kaynagi olusturmak ile dogrudan iliskili olmayabilir. Ornegin 6zel bir sirketin
dizenledigi yarisma, o sirkete sanat ve sanatcilar yardimiyla bir prestij
kazandirirken, yani orada finans sorunu daha dolayli yolla ele alinirken,
devlet kurumlari ise daha cok, belirledikleri ya da uygun bulabilecekleri bir
sanat tavrinin giiclenmesine yonelik siyaset cercevesinde hareket ederler.
Sonucta, sanatcinin secimini yontem olarak benimseyen hicbir etkinlik, onu
diizenleyenin 6ngordigu “yarar” kavramindan bagimsiz degildir.

O halde, bu belirtilen kosullarda sanatciyi nereye yerlestirmek gerekir?
Ozellikle 19. ylizyildan bu yana, sanatin ve sanatcinin “dzerk yapisini”
kusatan bu zorlayici alanlara karsi radikal tepkiler ortaya konulmusken...
S6z konusu radikal tepkilere kosut bicimde bu yarismalara katilmamak,
dogallikla sanatcilarin 6zgiirce aldigi bir muhalif karar olarak gérilebilir.
Oysa dte yandan bu, yarismaya katilan sanatcilarin izledigi siyasetin, timuyle
muhalif tavirlardan yoksun oldugunu da gostermez; tersine, sanatcinin one
stirdigu bir muhalif tavrin, “baska turld” isletildigini gosterir: Zorlayici
alanlarin tam da “icinden” konusmak... Ve bu zorlayici alanlarin disinda,
sanatcinin secebilecegi hichir hazir “karsit alanin” kalmadigini saptayarak...

Genc sanatcilar sunu kesinlikle iyi 6grenmislerdir (ya da sezmektedirler):
Her sergileme mekéani, bu ister bir yarisma sergisinin kuruldugu mekan
olsun, ister herhangi bir sergi organizasyonunun mekani olsun, onlar icin
yalnizca siyasetleri dogrultusundayapitlarini gosterecekleriyerlerdir. Bugiin
6nemli bir oranda, pek cogu icin bdyledir. Bir galerinin, bir sirketin, bir
devlet kurumunun vb. “yarari” dogrultusunda, o sergi alaninin kendilerine
verildigini asla akla getirmeksizin, hatta hic umursamaksizin, salt birer
sergileme ve kendi tavirlarini aktarabilme alanidir oralari (juri Uyelerinin
kim oldugunun ise hic énemi yoktur). Ayrica bu genc sanatcilarin yine
pek cogunun psikolojisi, tnli “Paris Salon Sergileri"nde “secimi yitiren”
sanatcilarin psikolojisinin de cok disindadir. “Yitiren” sanatci ne kendisini
bedbaht hisseder ne de sanatina bir glvensizlik duyar; Honoré Daumier,
Salon’a “secilmedigi” icin yasama kiisen sanatcilarin o komik resimlerinden
birini yapmak isteseydi, glinimiizde tek bir model bile bulmakta zorlanirdi.

Who Do Art Competitions Benefit?

The consensus is, of course, that introducing young artists to the art scene
is the will of the ones who create the art market; because it's those young
artists who will revive that market. Galleries or auction houses carefully
watch newcomers and decide how “beneficial” it would be to include them
in their roster. In keeping with this consensus, there’s no denying the fact
that this is the primary objective of the competitions that are organised to
bring out young, fresh and different artists.

Meanwhile, some private companies and state-run art and culture
foundations also organise these types of competitions; they, too, look out
for the “"benefit” in choosing young, fresh and different artists. Their idea of
“benefit”, however, may not be directly connected to the notion of reviving
the art market and create for it a new financial resource. For example, while
a competition organised by a private company would earn that company
prestige through art and artists, state-run foundations mostly act around
a political frame through which they support an art attitude they choose or
one they find appropriate. After all, an event that adopts the artist’s choice
as method cannot be independent from the notion of “benefit” its organiser
foresaw.

So, in light of these conditions, where should one place the artist? Especially
considering the radical backlash against these coercive reaches that
surround the “autonomous structure” of art and the artist since the 19th
century... Not participating in these competitions, in parallel with these
radical backlashes, can naturally be seen as an averse decision taken freely
by the artists. This, on the other hand, does not imply that the artists that do
participate lack averse attitudes. Quite the contrary: It shows that the averse
attitude the artist presents is managed “differently”. To speak from “within”
the coercive reaches... And by ascertaining there is no ready “counter-
platform” to these coercive reaches that the artists can choose...

Young artists have definitely learned this well (or they sense it): Every
exhibition space, whether it's a space where a competition is being held or
whether it's the space of any other organisation, is a place where they will
display their work only in line with their political beliefs. This is true to a
major extent for most of them. These are spaces they see, without even
thinking, or caring, that they have been given them for the “benefit” of a
gallery, a corporation or a state-run foundation, as places they can simply
exhibit and convey their attitude (and the identity of the members of the
jury is not important at all]. Moreover, the psychology of these young artists
is far from the psychology of the “election loser” artists at famous “Paris
Salon Exhibitions”. The “losing” artist neither feels nebbish, nor does he/
she start doubting his/her art. If Honoré Daumier wanted to paint one of his
funny paintings featuring artists who have become miserable because they
weren't “chosen”, he would have a hard time finding one model today.



Boyle bir durum, bugiin bize “eski” siyasi ayrimlarin 6nemini yitirdigini ve
sanatci tarafindan, her sanat mekaninin 6zgiirce “séz sdyleme” alanina
doniistiirildigiini gosteriyor. Oyle olunca da ticari sanat kurumlarinin, salt
“maddiyarar” dislincesinden ayrilmalari ve bu yeni yapiya ayak uydurmalari
gerekiyor. Bunu sezebilen ve yapabilen kurumlar, “eskinin” ticari amaclarini
gozden geciriyorlar ve kendilerini séz konusu ticari amaclarin disinda,
yeni bir siyasi rasyonalite d&hilinde konumlandiriyorlar. Artik bu noktada
bagimsizligr yegleyen sanatci ile “maddi yarari” yegleyen kurumun baglari,
“sanatsal” ve “ticari” olarak iki kutuplu bir iliski icermiyor; karsilikli bir
hareketle “birbirlerinden yararlanma” haline geliyor ki bu iliski piyasanin
maddi kosullarinin disina tasan bir tavir yaratiyor.

Genc sanatcilar her an bir yarismayla, herhangi bir organizasyonla, gecici
olarak edindikleribirtakim mekanlarlaya da sokaklari kullanarak kendilerini
var edebilecek, tavirlarini (muhalif ya da degill sergileyebilecek alanlar
bulabiliyorlar ve oradan oraya sicrayarak hayli dinamik bir hareket yetenegi
saglayabiliyorlar. Bu ylizden belki de bu tip yarismalar, genc sanatcinin elde
edebilecegi bir “ayricalik” beklentisinden, o yarismayi diizenleyen kurumun,
maddiyatin bile disinda elde edebilecedi bir “ayricalik” beklentisine
donusmeye basliyor. Acikcasi, kurumun her tir maddi beklentisinin yani sira
(clinki bir ticari kurum, bunun disinda yer alamaz), sanatciya bir “6zgurlik
alani” acabilme cabasi... Belki de “eski” siyasetin iki kutuplu diinyasindan
uzaklasmak, iki kutup icin de kendi varolus durumlarindan uzaklasmak
anlamina gelebilir.

Fakat deneyimledigimiz siyasi yap! icinde, en yeni ve sasirtici siyasi
tavirlarin “apolitikler”, yani “eski” siyasi kutuplari terk edenler tarafindan
ortaya konuldugunu unutmayalim. Her yerde boy gosterebilen, bir tercih
yapmaksizin her yeri 6zgiirce ve umursamazca kendi “kullanim alanina”
katabilen genc sanatcilari, bu yeni siyasi yapiyla degerlendirmekte ve
onlarin muhalefet bicimlerinin anlasilmasinda “yarar” vardir.

Son olarak da su belirtilmeli: Bu yarismada jiri, bundan oncekilerde de
oldugu uzere, elbette piyasaya yeni ticari acilimlar ve olanaklar saglamak
adina bir secim yapmadi (bdyle bir kriterin “eskimis” oldugu malumdu).
Jirinin amaci, giinimiiz sanati acisindan gecerli-gecersiz, moda-demode
gibi karsitliklarin disinda, ayrica onay goérmis ya da gormemis siyasi
uzantilarida biryana birakarak, sanatcilarin 6zgiirce “so6z séyleme” giiclerini
tartismak oldu. iste ortaya jiirinin goriislerinden bir “siralama” cikmissa, bu,
kutuplar-disi siyasi soylemler lizerine, uzun tartismalarin sonucudur. Baska
bir acidan jirinin, sanatcilari ve galerileri iki kutup olarak gérmedigini de
bir kez daha vurgulamali: Sanatcilarin bir galeriyi “herhangi bir yer” olarak
ve ticaretten bagimsiz, ézgiirce kullanmayi 6grendiklerini akilda tutarak, o
galerinin de bu duruma gore yeni bir konum almasi gerektigi, jirinin basta
gelen tutarlilik noktasiydi.

Emre Zeytinoglu

A situation such as this is proof that the “old” political differences have
lost their importance and that every art space has been turned into a “free
speech” zone by the artist. This brings with it the need for the commercial
art companies to part company with the idea of “financial benefit” and
adapt to this new structure. The companies that are able to anticipate this
and adapt accordingly, review the commercial motivations of the “old”
and situate themselves outside said commercial motivations and within
a new political rationality. At this point, the connection between the artist
that prefers freedom and the company that prefers “financial benefit” no
longer incorporate a bipolar “artistic” and “commercial” relationship; in
a reciprocal action they start “benefitting each other” and this creates an
attitude that falls over the borders of the financial provisions of the market.

Young artists always find spaces to exhibit their attitudes (averse or
otherwise), whether it be a competition, an organisation, a space they
temporarily obtain or simply the streets; and they develop this dynamic
ability to move around by jumping from place to place. Maybe that’s why
these kinds of competitions transform from a “privilege” that the young
artists can expect to gain, to a “privilege” the organising company can expect
to gain, even in a non-financial sense. This is, quite simply, an effort by the
company (apart from the financial expectations, because no commercial
company can be without it) to open a “free space” for the artist... Perhaps
parting company with the bipolar world of “old” politics means parting
company with their own existential status for both these poles.

However, we mustn't forget that, in the political structure we have
experienced, the newest and most surprising political attitudes have been
put forward by the “apoliticals” i.e. the ones that have parted company with
the “old” political poles. There is “benefit” in evaluating these young artists
(who can show up anywhere and freely and listlessly transform it into their
own “usage area”) within this new political structure and understand their
opposition style.

In conclusion, it must be said that the jury in this competition, as the ones
before it, did not make their selections in order to provide new commercial
expansions and opportunities for the market (it was clear that such criteria
were “old”). The objective for the jury was to discuss the artists” power of
freedom of “speech” with regards to today’s art, leaving aside contradictions
such as valid-invalid, fashionable-unfashionable, and also disregarding
political appendages, whether they are approved or not. Such that if a
“ranking” has surfaced through the opinions of the jury, this is the result of
long discussions on non-polar political discourse. It must be emphasised
once again from another aspect that the jury did not view the artists and
the galleries as two poles: The consistency test for the jury was to keep in
mind that the artists learned to use the gallery as “any other place”, freely
and non-commercially, and the need for the gallery to re-situate itself in
accordance with this.

Duygu Nazli Akova
1981, istanbul

Kozmosta Kaos/Chaos in Cosmos, 2014
Video 4'24", Ed. 5

Politik temali isleri ile siyasi otoriteye bir elestiri yoneltmeyi
amaclayan Duygu Nazli Akova, calismalarinda fotograf, video ve
yerlestirme kullanarak gerceklestiriyor. Bu tirler arasi cogulluk
ve izleyici algisini merkeze alan deneysel anlatim dili ile, insan
haklari, temel hak ve 6zgirlikler, toplumsal esitsizlik, tiketim,
kent yasami, gé¢, medya, adalet gibi olgulari irdeler. Fotokolajin
ekolazer efektiyle devingen bir bicim aldigi “Kozmosta Kaos”
adli videoda; bu olgularin sosyal, kiltirel ve ekonomik
sonuclarina gondermede bulunur. Bugiin kaosa doniismis olan
bir zamanlarin kozmosu Istanbul'da, bireye ve topluma verilen
rol; zaman, mekan, 6zne ve nesne kavramlariyla ic ice gecerek
belirsiz bir hal aliyor.

Yiksek Lisans egitimini Marmara Universitesi, Giizel Sanatlar
Enstitiisi, Fotograf Ana Sanat Dali'nda “Savas Fotografinda
Gerceklik” konulu teziyle 2011 yilinda tamamlamistir. 2012 yilinda
Almanya/Beelitz’'de European Exchange Academy programina
kabul edilmistir. 2012'den itibaren Yildiz Teknik Universitesi
Sanat ve Tasarim Ana Sanat Dali'nda Sanatta Yeterlik 6grencisi
olarak egitimini siirdiirmektedir. Istanbul Kiiltir Universitesi
Sanat ve Tasarim Fakiiltesi iletisim Tasarimi- Gorsel iletisim
Tasarimi/Fotograf Bolimi'nde Arastirma Gorevlisi olarak
calismaktadir ve calismalarini istanbul'da siirdiirmektedir.
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Hiiseyin Arici
1990, Nallihan

Tuval Uzerine Yagli Boya, Oil on Canvas, 2014
Yerlestirme/Installation
75x100x50 cm

Sanatcinin, yagli boya ile yaptigr resimler, yillardir gézinin
onlinde nesnelere donisirken, ayni zamanda sanat anlayisinin
da metalasmaya basladigina kanaat getirdigi bir sirecin
baslamasina neden olmustur. Bu siirecte sergileme alanina
girildigi anda duvarda asili duran resimle, baska bir sebepten
dolayr orada bulunan  bir nesnenin (érnedin bir yangin
sondiricu) arasindaki farklarin ne olabilecedi konusu tzerine
odaklanmaktadir.

Ankara’'da yasamakta ve Hacettepe Universitesi Giizel Sanatlar
Fakiltesi Resim Bélimi'nde egitimine devam etmektedir.

The paintings Huseyin Arici has made with oil painting have
not only transformed into objects in front of his eyes over the
years, but at the same time have started a process in which
his understanding of art has also begun to commodify. In this
process, he focuses on what the differences might be between a
painting hung on a wall, and an object that happens to be next to
it for any other reason (like a fire extinguisher) upon entering an
exhibition space.

Arici lives in Ankara and continues his education at Hacettepe
University Faculty of Fine Arts Faculty Department of Painting .

Cemal Nazim Arslan
1987, izmir

isimsiz/Untitled, 2014
Pleksiglas tizerine yagli boya
QOil on plexiglass

15x20cm (her biri/each)

Cemal Nazim Arslan’in neo romantik resimleri giinimiz
duygu dinyasinin dogayla 6zdes bakis acisini ifade eder.
Pleksi malzeme Uzerine firca ile uygulanarak yapilan bu
resimlerde doga insansizdir. Yinelenen bir konu olarak doga,
yapitta goriinirligiyle ve kullanilan acik koyu renk algisiyla
dramatik bir atmosfer olusturur. Arslan’in cektigi fotograflardan
esinlenerek yarattigr doga algisi ruhani bir durumu ve ice doniik
bir bakis acisini yansitmaktadir.

Arslan, Dokuz Eyliil Universitesi Giizel Sanatlar Fakiiltesi Resim
Bélimi'nde egitimine devam etmektedir.

Cemal Nazim Arslan’s neo-romantic paintings reflect the view of
the contemporary emotional world in line with nature. In these
paintings made by brush on plexiglass, the nature is without
man. Nature as a subject once again, with its visibility in the
work and the usage of light and dark color perception, creates
a dramatic atmosphere. Inspired by photographs he has taken,
perception of nature reflects a spiritual condition and an inner
point of view.

Arslan continues his education at Department of Painting,
Faculty of Fine Arts, Dokuz Eylil University, izmir.



Sedat Ayhan
1987, izmir

Fight for Surrealism/(Strrealizm icin Miicadele), 2014
Tuval tizerine yagli boya/0il on canvas
100x150 cm

Sedat Ayhan, simgesel diizenin kurucu onciligiinden kacmayi
hedefler. Kullandigi bilincten yoksun ve hastalikli figlrler,
6znenin yer alacagi olasi asirilik dncesi siirecin simgesidir. Bu
edimle gizli kalmis ve zaten orada olan bir bilincdisini aciga
vurmaktan cok, bilincdisi tUretmeye calisir. Figirler lzerinde
olusturulan deforme ve kayma seklindeki tekrarlanan hareketler
gercekle iskalanan karsilasmanin gorsel karsiligidir.

Ayhan, izmir'de yasamakta ve calismaktadir. Halen Dokuz
Eyliil Universitesi Giizel Sanatlar Fakiiltesi Resim Bolimii'nde
o6grenimine devam etmektedir.

Sedat Ayhan aims to escape the constituent leading of symbolic
order. The ailing and consciousness-deprived figures are
symbols of a process leading to the rampancy that the subject
will be placed in. With this act, the artist tries to produce the
unconscious, rather than reveal a concealed and already existing
unconscious. The deformation and continuous drifting motions
on the figures are the visual counterpart of the missed encounter
with the truth

Ayhan lives and works in lzmir. He continues his education
at Dokuz Eylil University Faculty of Fine Arts Department of
Painting

Sevinc Calhanoglu
1988, istanbul

Yaslaliklin Sikelen Aagc/Accidentally Chopped Tree, 2014
Yerlestirme; fotograf, ses kaydi, agac kitiugi, metin
Installation; photograph, sound recording, tree log, text

Sevin¢ Calhanoglu'nun 'Yaslaliklin Sikelen Aagc’ adli isi Ugiinci
kopri icin yanlislikla kesilen agaclardan birinin kesik gévdesini
baglamindan kopararak tekrardan ayni baglama hareketin gel-
git noktalari Gizerinden oturtmayi deniyor. Ait oldugu alandan iki
kez koparilan kiitigin uciinci kopusu galeride sergileniyor. Bir
bakima ‘gezidevinimi’ diyebilecegimiz deneyimi elinde kalanlarla
irdeleyen Sevin¢ Calhanoglu ayni donemde denk geldigi sesleri
ve metinleri birlestirerek rastlantisal siirecin paradoksal dilini
yiizeye tasimayi deniyor. islerinde farkli materyallerle metinler
arasi gecisliligi somutlastirmaya calisiyor.

Calhanoglu, Bogazici Universitesi Tarih Bolimi'nde ‘Yildiz
Sarayi-Miize Eserlerinin Sergilenme Bicimleri” adli tezi lizerine
calisiyor. Ceviri yapiyor ve siir yaziyor. Kisisel lretimi disinda,
kurucularindan biri oldugu bagimsiz uretim ve paylasim alani
‘licodabirsalon’ ile ev sergileri diizenliyor.

Sevinc Calhanoglu's work entitled ‘Accidentally Chopped Tree’
tries to re-contextualize the stump of a tree that has been
chopped accidentally while clearing the way for the third bridge
over the Bosphorus in Istanbul, by first taking it out of its original
context. The stump has been disengaged twice from where it
belongs, and the third disengagement is displayed at the gallery.
Examining what might be called the “Gezi kinesis” experience
with what is left behind, Sevinc Calhanoglu pairs up the texts
and sounds she has come across during that time in order to
resurface the paradoxical language of this coincidental process.
She tries to concretize the intertwinement between different
materials and texts.

Calhanoglu continues working on her thesis entitled “Yildiz
Palace- Exhibiting Manners of Museum Pieces” at Bogazici
University Department of History . She makes translations and
writes poetry. Besides her personal work, she organizes house
exhibitions with the independent production and sharing space
‘Uicodabirsalon’ as its co-founder.



Ege Domez
1993, izmir

Polyphemos, 2013
Metal
35x10x12 cm

Ege D6mez'in isleri, 'gorme ve yol alma’ kavramindan yola
cikarak, bireysel ve toplumsal gelisim sirecini sorgular.
Heykeltras, fiziksel yapilan hareket sireci ile beraber bellek,
distinme gibi zihinsel islevleri kapsayarak bilincaltinin
irdelenmesini konu eder.

Domez, konusunu bir Yunan mitinden alan bu calismasiyla
metal malzemenin keskin ifadesi ile yasamin sert yonini
ortaya koymaktadir. Mitolojide, Polyphemos'un Zeus tarafindan
korunan Kaptan Odysseus o&ncilugtindeki denizcilere karsi
cikisi ve sonucunda Odysseus'un goziine sapladigi sirikla kor
olusunun hikayesi anlatilmaktadir.

Démez, Antalya'da, Akdeniz Universitesi Heykel Bslimi'nde
lisans egitimine devam etmektedir.

Taking off from the concept of ‘seeing and proceeding’, Ege
Domez’s works question individual and social progress. The
sculptor takes on the subject of examining the subconscious
through the process of physical movement combined with
cognitive functions such as memory and thinking

With her work which is inspired by a Greek myth, Domez puts
forward the harsh side of life via the sharp expression of the
metal material. In mythology, Polyphemos defies the sailors led
by Captain Odysseus and protected by Zeus and as a result goes
blind when Odysseus thrusts a stake in his eye

Domez continues her undergraduate studies at Department of
Sculpture, Akdeniz University, Antalya

Psikozun Riiyasi/Dream of Psychosis, 2013
Fine Art kagid lizerine baski

Print on Fine Art paper

50x75 cm, Ed. 5

Nazli Erdemirel
1982, Van

Nazli Erdemirelin fotografin realist vizyonundan yaklasarak
strreal  kavramlarla  kurgusal altyapisini  olusturdugu
calismalari, psikotik hastaliklari olan insanlarin riyalarindan
olusuyor. Riya ve yaraticiligi, gercegdin paralel katmanlarinda bir
araya getirdigi calismalarinda bilincaltinin deneysel 6zgurligini
kullaniyor. Uyanik halde yiizeyin altina gomdigimiz seyleri
fotografin disavurum olanagiyla yeniden boyutlandiriyor.

Erdemirel, Dokuz Eyliil Universitesi Giizel Sanatlar Fakiiltesi
Fotograf Anasanat Dali'ndan 2013 yilinda mezun olmustur.
Sanatci izmir'de yasamakta ve calismaktadir.

Nazli Erdemirel lays the fictional groundwork of her works with

an approach to surreal concepts through the realist vision of
photography, which are comprised of the dreams of psychotic
patients. She uses the experimental freedom of the subconscious
by bringing together the parallel layers of reality with dreams and
creativity. She resurfaces the things we bury deep when we are
awake through the expressionist means of photography.

Erdemirel graduated from Department of Photography, Faculty
of Fine Arts, Dokuz Eylul University, lzmir in 2013. She lives and
works in lzmir.



Onur Karaalioglu
1985, Yalova

iceride/Inside, 2014
Tuval Uzerine yagli boya/Oil on canvas
50x100 cm

Onur Karaalioglu'nun calismalari mekanla sirekli iliski
icerisinde bulunan bireyin varolusuna dair sorgulamalari
goriinir kilmaya ydneliktir. Calismalarin temelinde yer alan
gerceklik, fotogercekci yaklasimin anlik gorintdleri tuval
ylzeyine aktarma cabasinin aksine, kurgusal sahnelerin
mekanik yanilsamalarini donistirdr.

Karaalioglu, Sakarya'da yasamakta ve Sakarya Universitesi'nde
Arastirma Gorevlisi olarak calismaktadir. Lisans ve Yiksek
Lisans egitimini Uludag Universitesi Resim Bolimii'nde
tamamlamis, Mimar Sinan Giizel Sanatlar Universitesi Resim
Bolimi'nde Sanatta Yeterlik yapmaktadir. Sanatcinin katildigi
bazi sergiler sunlardir: Summart Resim Calistayl ve Sergisi,
Moldova (2012); Artist 2013 Uluslararasi Istanbul Sanat Fuari
/ Galeri Soyut, istanbul (2013); 2. Yalova Uluslararasi Sanat
Bienali, Yalova (2013); Marmara Universitesi 6. Uluslararasi
Ogrenci Trienali, istanbul (2013).

Onur Karaalioglu's works intend to make visible the existential
queries of the individual's ongoing relationship with space.

The reality that lies at the foundation of these works is the
transformation of the mechanical illusions of fictional scenes,
rather than an effort to capture instantaneous images of the
photorealistic approach.

Karaalioglu lives in Sakarya and works as a research assistant
at Sakarya University. He has completed his graduate and
undergraduate studies at Uludag University Department of
Painting , and continues his doctorate studies at Mimar Sinan
Fine Arts University. The group exhibitions he has taken part in
include Summart Painting Workshop and Exhibition, Moldova
(2012); Artist 2013 International Istanbul Art Fair/ Galeri Soyut,
Istanbul (2013); 2nd Yalova International Art Biennial, Yalova
(2013); Marmara University 6th International Student Triennial,
Istanbul (2013).

Yasemin Kilic
1985, Kocaeli
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Gebze-Harem, 2014

Yerlestirme; asetat kagidi lizerine mirekkep, led isik, ses kaydi
Installation; ink on acetate paper, led light, sound recording
105x58 cm, 2'59”

Sanatci, glinlik hayatinda karsilastigi, deneyim ettigi siradan
anlara ve bunlarin yarattigi duygusal diinyaya yogunlasir ve
calismalarinda bunlari ayristirmaya yonelik bir yaklasim izler.
Yerel kiiltlr, cevre, kent ve kadin calismalarina konu olan baslica
alanlari olusturur.

Kilic, Istanbul'da yasayip calismaktadir. Lisans derecesini
Yildiz Teknik Universitesi Bilesik Sanatlar Ana Sanat Dali'nda
tamamlamistir. Sanatcinin katildigi karma sergiler sunlardir:
Kazi resim /Baski resim Ogrenci Sergisi (2011), Schneidertempel
Galerisi, Istanbul (2011); Bitirme Sergisi, Yiiksel Sabanci Sanat
merkezi, Istanbul (2011); Galeri Suhendan , Art Textiles, izmir
(2014).

The artist focuses on the ordinary moments she encounters
and experiences in daily life and the emotional world that these
moments create while following an approach of dissociating
them. Local culture, environment, the city and woman are the
main subjects of her work.

Kilic lives and works in Istanbul. She has completed her
undergraduate degree at Yildiz Technical University Department
of Combined Arts . The group exhibitions she has taken part
in include Engraving/Printmaking Student Exhibition (2011];
Schneidertempel Gallery, Istanbul (2011); Graduation Exhibition,
Yiksel Sabanci Art Center, Istanbul (2011); Galeri Suhendan, Art
Textiles, Izmir (2014).



Horst’un Mutfagi/Horst's Kitchen, 2014
Tuval Uzerine yagli boya, iplik, pastel
Oil color, threads, pastel on canvas
82x146 cm

Emre Meydan'in calismalari mekan ve derinlik kavramlari
Uzerine kurulu. Uzun bir siire dis mekan goérinimlerini konu
eden sanatcl, son donemde ise ic mekanlara odaklandi. Issizligin
hakim oldugu bu uzamlarda gériiniirde hicbir figir yok. Fakat
geride biraktigi izler ile “insan” da resmin bir parcasi. icinde
yasanilan/calisilan ortamin zamanla nasil sekillendirildigi, diger
bir deyisle mekanin nasil kisisellestirildigi, bu izler vasitasiyla
goriindr hale geliyor.

2010'da Dokuz Eyliil Universitesi Giizel Sanatlar Fakiiltesi'nden
mezun oldu. 2013ten beri Hochschule fiir Kiinste Bremen'de
“Meisterschiler” olarak 6grenimine devam ediyor.

Emre Meydan's works are based on the concepts of space and
depth. After a long period of dealing with exterior spaces, the
artist now focuses on interior spaces. In these spaces which
are dominated by solitude, figures are non-existent. However
with traces it has left behind, the “human” is also a part of the
painting. The way space that has been used for working/living is
shaped over time. In other words, they way space is personalized
becomes visible with these traces.

Meydan graduated from Dokuz Eylil University Department of
Fine Arts in 2010. He has been studying as “Meisterschiiler” at
Hochschule fiir Kiinste Bremen since 2013.

Self/(Kendi), 2014
Video
500", loop, Ed. 3+1 A.P.

Mehmet Ogit'in islerinde yasamsal bilginin izleri gorilir.
Video calismalarinin temelinde dogrudan bir anlatim yoktur.
Fakat calismalarinda, bildigimiz bir hikayenin parcalari var
gibidir. Bu yiizden de hikayedeki bosluklari tamamlayip, hikayeyi
olusturmak bize kalir. Yasamsal bilgi lzerinden, izleyicisiyle
tamamlanan bu calismalar, cogul okumalar yaratarak, izleyici
ve sanat nesnesi arasindaki iletisimi, samimiyetle saglar ve
guclendirir.

Ogiit, istanbul'da yasayip calismaktadir. Halen  Marmara
Universitesi Giizel Sanatlar Enstitiisii Resim Bolimii'nde Yiiksek
lisans programina devam etmektedir. Sanatcinin katildigr karma
sergilerden bazilari sunlardir: “Atesin Distiigii Yer”, insan
Haklari Vakfi 20. Yil Sergisi, Tiitiin Deposu, Istanbul, (2011),
“Gerilimler”, Saison Video, Lille, Fransa (2010), “Kimlikler
Litfen”, Cer Modern, Ankara, (2010), “28. Guinlimiiz Sanatcilar
istanbul Sergisi”, Aksanat, Istanbul, (2009).

It is possible to see the traces of information about life in

Mehmet Ogiit's works. There is no direct narrative in the
foundation of his videos. However, there seem to be parts of a
story we know. This is why it falls to us to fill in the gaps and
create the story. Through this vital information, these works that
become complete with their viewers, make plural studies while
procuring and strengthening the communication between the
art object and its viewer in a frame of sincerity.

0giit lives and works in Istanbul. He continues his graduate
studies at Marmara University Insitute of Fine Arts Department
of Painting . The group exhibitions that the artist has taken part
in include “Atesin Distigu Yer”, Human Rights Foundation
20th Anniversary Exhibition, Titin Deposu, Istanbul (2011),
“Gerilimler”, Saison Video, Lille, France (2010), “Kimlikler
Lutfen”, Cer Modern, Ankara (2010), “28. Gunumuz Sanatcilari
istanbul Sergisi”, Aksanat, Istanbul (2009).



Bul Kizi Ver Parayi/Find the Girl Give the Money, 2014
Video, ve kagit lizerine suluboya, Video and watercolor on paper
Siire: 2'05”

Cagla Meknuze Kirant ve Ece Ozgiile, islerinde siyasi tarih ve toplumsal hayata
niifuz etmis normlari dolayisiyla normalin insasini irdeliyorlar. Resmi tarih ve
giindelik hayatta muktedir kesimin kilik-kiyafet ile cisimlesen varligina dikkat
cekiyorlar.

‘Bul Kizi Ver Parayi’ adli video calismasinda, Anadolu'da kadinin 6zel hayatinin
basortiisii araciliiyla ifsasi konu ediliyor. Konuyla ilgili detayli arastirilma
yapildiginda basértisiiniin bebek, cocuk, genc kiz, nisanli, yeni evli ,eski evli,
kocasi gurbette evli, cocuklu kadin, cocugu olmayan kadin, kocasi ile arasi acik
kadin, bosanmis dul, kocasi dlen dul, evlenmek isteyen dul, evlenmek istemeyen
dul gibi ayrintili bir siniflandirmaya aracilik ettigine sahit oluyoruz. Videoda kart
tanitan kadin eli etiketlemedeki rizayi, kart secen erkek eli ise ataerkil toplumdaki
muktedir erkegi temsil ediyor. Kartlarin elbette bu oyunda herhangi bir inisiyatifi
bulunmuyor.

Cagla Meknuze Kirant and Ece Ozgiile examine in their work, the norms and the
formation of norms that have infiltrated political history and social life. They draw
attention to the materializing of formal history and daily life through the appearance

and fashion of the powerful.

The video entitled ‘Find the Girl Give the Money' is about the disclosure of the
Anatolian woman'’s private life as a result of their headwear. When elaborately
researched, we witness that the headwear mediates a detailed categorization
between babies, children, adolescent girls, engaged women, newlywed women,
women married to someone abroad, women with children, barren women, women
that are not in good terms with their husbands, divorced women, widows, widows

*Bu calismadaki gérsellerin olusturulmasinda, Ekber Yesilyurt'un “Anadolu'da Bas that want to be married, widows that do not want to be married. In the video, the

Baglama” adli kitabindan faydalanilmistir.

woman'’s hand which introduces the cards represents the willingness in labeling,

*The images in this work have been excerpted from Ekber Yesilyurt's book titled "Head while the man’s hand which chooses the card stands for the powerful men of the

Covering in Anatolia”.

patriarchal society. The cards, of course, do not hold any initiative in this game.

Ozgiile, izmir Isilay Saygin Anadolu ve Giizel Sanatlar Lisesi Resim Boliimii'nii 2012 yilinda bitirdi ve ayni yil, Anadolu Universitesi
Guzel Sanatlar Fakiltesi Cizgi Film-Animasyon Bolimi' ni birincilikle kazandi. Ayni bolimde 2. sinif 6grencisi olarak egitimine
devam ediyor.

Ozgiile has graduated form Izmir Isilay Saygin Anadolu ve Giizel Sanatlar Lisesi Department of Painting in 2012, and in the same year
was accepted to Anadolu University Faculty of Fine Arts Department of Animation in first place. She continues her education in this
department as a junior.

Kirant, izmir Ozel Tevfik Fikret Lisesi (2003), Galatasaray Universitesi iletisim Fakiiltesi [2007) mezunu. 2008-2011 yillari arasinda
NTV'de kiiltiir-sanat ve haber programlarinda muhabir, editor olarak tanitim departmaninda da prodiktor olarak gorev yapti. Calisma
hayatina freelance editor olarak devam ediyor.

Kirant has graduated from izmir Ozel Tevfik Fikret High School (2003), Galatasaray University Faculty of Communication (2007).
She has worked as a reporter and editor in NTV's culture-arts and news programs, while working as a producer in the advertising
department. She continues her work life as a freelance editor.
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6 Bottles of Tip-ex, 20 TL/(6 Kutu Tip-ex, 20 TL), 2014
Beyaz duvar iizerine Tip-ex, yerinde uygulama

Tip-ex on white wall, applied in situ

100x100 cm

Sanatci olarak, Unsal'in baslica ilgi ve arastirma alani “sanatci
beyani” denilen ibarenin gittikce artarak gecirgenlesen
sinirlaridir. ~ Yakin  zamanda bu  dislinceleri  konusma
performanslarinda sorusturma sebeplerinden biri, bir metni,
yazili ve provalanmis olarak performe etmenin bizim sanat
eserinden beklentilerimizin ve sanatcinin kendi eserlerinden
beklentilerinin sinirlarini ne derecede ortaya koyabildigini merak
etmesidir. Zaman, mekan, performans ve eylem arasindaki
iliskiyi arastirmak icin performans belgelendirilmesi, sanatci
kitaplari ve fotograflar birlestirilmistir.

Tip-ex (daksill, beyaz duvar izerine dogrudan uygulanir ve
kurudugunda goérinirlugini yitirir. Calisma, sadece cok yogun
1sik altinda goriinir olur. isin gériiniirligiini azaltmak icin Tip-
exli alanin sinirlari cizilmemistir.

istanbul'da yasamaktadir. Yiiksek lisans derecesini Parsons The
New School, Fotograf ve ili;kili Medya Tasarimi Bélimiinden,
lisans derecesini ise Princeton Universitesi Sanat ve Arkeoloji
Bolimiinden almistir. PiST /// (2012) ve 5533 (2013)'te kisisel
sergileri olmustur. Ekim 2014- Temmuz 2015 tarihleri arasinda
Beyrut, Ashkal Alwan'da Home Workspace Programi'na
katilacaktir.

As an artist, Unsal's primary area of interest and research is
the increasingly permeable boundaries of this very term. She
has recently explored these ideas in lecture-performances
as she’s curious to see if the performance of a text, scripted
and rehearsed, trace the boundaries of what we expect from
art works and what the artist expects from their own works.
Documentation of performances, both gestural and process-
driven, artist books, and photographs are combined to further
explore the relationship between time, space, performance, and
action.

Tip-ex is applied directly to the white wall, drying out to be
invisible. The work is only visible under specifically intense light.
The borders of the Tip-exed area are not delineated as to make
the work somewhat invisible.

Merve Unsal (b. 1985, The Hague) is an artist based in Istanbul.
She received her MFA from Parsons The New School for Design
in Photography and Related Media and her BA from Princeton
University in Art and Archaeology. She has had one-person
exhibitions at PiST/// (2012) and 5533 (2013). She will be attending
the Home Workspace program at Ashkal Alwan, Beirut, October
2014-July 2015.



Begiim Yamanlar
1989, istanbul

Geri Kazanilmis Zaman serisinden/From the series Time Regained, 2012
Ust iiste bindirilerek olusturulmus video gériintiileri
Superimposed video layers

1°35", loop, Ed. 6+1 A.P.

Bu calisma, bellek ve zihinsel durumun hiz ve tiiketim odakli
bir kiiltirde nasil bicimlendigi tzerine dusliniyor. Gecmisteki
imgeleri silmenin mimkin olup olmadigini sorunsallastirirken,
saf deneyim olarak simdinin gecerliligini sorguluyor. Gecici ve
mekansal kareleri farkli acilardan sunan Ust Uste bindirilmis
gorintilerden olusan video, dogrusal zamanin sonsuz bir
gelisim vaadi olarak algilanisi gibi siirekli olarak akiyor. izleyiciyi
cesitli kent manzaralarinin tGzerinde zaman ve mekanda hareket
ettiren videonun renkli karmasasi, hafif duyarsizlastirici bir etki
birakirken; Ust Uste binen imgeler, kurgulanmis simgelerin
ve kiltirel cagrisimlarin sirekli akisiyla sekillenen bellegin
karalama kagidi benzeri yapisina isaret ediyor.

Yamanlar, istanbul'da yasamakta ve calismaktadir. Bahcesehir
Universitesi Fotograf ve Video Bolimi'ni bitirmis ve halen
Sabanci Universitesi Gorsel Sanatlar ve Gérsel iletisim Tasarimi
Boliminde yiiksek lisans egitimine devam etmektedir.

‘Time Regained” considers how memory and mental status
is shaped within aspeed oriented and consumption based
culture. It problematizes the im/possibility of eliminating the
accumulation of past images and by doing so questions the
validity of present as pure experience. The superimposed
footage presenting multiple perspectives of temporal and spatial
fragments, streams continuously mimicking the perception of
linear time as a promise of never-ending progress. Rendering
the spectator mobile over space and time on the surface of
various cityscapes, its vibrant complexity introduces a subtle
desensitizing effect. The overlapping imagery resembles the
palimpsest-like structure of memory shaped by a constant flux
of constructed signs and cultural connotations.

Yamanlar lives and works in Istanbul. She studied Photography
and Video at Bahcesehir University in istanbul and is currently
studying Master of Arts, VACD at Sabanci University.



