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Goremedigimiz Tiim Isiklar
Derya Yucel

“Bir tarih yazmayi denesek hosuna gider miydi?”
“Hicbir sey bundan daha ¢ok hosuma gidemezdi! Ama hangi tarih?”
“Evet. Haklisin, hangisi?”

Gustave Flaubert, “Bouvard et Pécuchet”
Londra, 1976 (01).1899), 5.123

Ogrenme ve bilme, bilme ve anlama, anlama ve yorum arasinda tarih, hafiza ve sanat,

anlam Ureten makineler olarak harekete bagimlidir. Ve hareket etmeyen bir makine
anlamsizdir. Flaubert'in modernist 6nermeye karsi kuskuculugu iceren, Beckett ve

Frankfurt Okulu'ndan yaklasik yiiz yil dnce kaleme aldigi Bouvard ile Pécuchet de iki karakterin
bu makinelerin diizenlenme mekanizmasina karsi glivenlerinin sarsilmasini konu edinir.
“Bilgi”nin insasi ve tarihin/hafizanin celiskilerine yonelik Flaubert'in bu erken kehanetine
ragmen, tarihe bugiinden bakmak, bugiiniin kosullari cercevesinde yargilamak da hala
glinim{ziin en ¢ekici ama en lanetli yanidir. W. Benjamin’e gore tarih, simdiki zamanin
olusturdugu bir kurgulamanin nesnesidir ve yansittigini iddia ettigi gercekle ilgisi her
zaman sorgulanabilir. Asin hassas donemimizin keskin isiklar altinda ge¢mis, giindemdeki
bir alintiya dénisiir. Bugiin, analiz ve elestiri hem tarih hem sanat anlatisinin ayrilmaz bir
parcasidir ve tipki tarih/hafiza olgusunda oldugu gibi sanatta da pasif, kirllmaz, kusursuz ve
tarafsiz bir temsil beklemek miimkiin degildir. Ancak glinimiz gercekliginin algilanmasinda
fantazyalarin ve imgelerin anlamini kavramak bir tiir “bilme” stirecini tetikleyebilir. Sanat,
olgular yigini karsisinda parlayip séniiveren o isildama anini yakalayabilir, 1sigin titrestigi bir
gelecedi kavrayabilir, akisin icinden bir “an”i tohum gibi icinde barindirabilir.

Géremedigimiz Tiim Isiklar'da Burcu Yagcioglu, Deniz Giil, Hera Buyiktasciyan ve TUNCA'nin
sanatsal pratikleri dahilinde cerceve icine aldiklari, resmi tarihlerden bireysel hikayelere,
hafizanin katmanlarindan gorsel sistemlere “bilgi"nin muglak sinirlarini arastiriyor... Ve bu
sinirlarda gezinen hikayeler anlatiyor. Basligini, Anthony Doerr’in ayni adli kurgusal-tarih
romanindan alan sergi, hafiza, gelecek, bilgi, kavrayis ve umudun metaforu olarak “isigin’,
gorilup ulasilamayan, hissedilip dillendirilemeyen, kavranip anlatilamayan yanina dair bir
sezgi olusturmayi amacliyor.

Hera Biiyiiktasciyan'in, Bitmek Bilmeyen Bir Boylam adli kinetik enstalasyonu, ahsap kaidenin
Uzerinde Ust Uste duran ve ritmik bicimde ayni sekilde hareket eden iki bronz elden olusur.
Buytik elin avucundaki kiicuk elin tuttugu kiremit parcasi, materyalin de agirligiyla, tizerinde
ileri geri hareket ettigi zemini asindinr. Kalem tutmayi, yazmayi veya ¢izgi cizmeyi 6greten

bir ebeveynin eylemini animsatan hareket, tarihe, dolayisiyla topluma sinmis olan baski



ortintilerinin de bir sembolii olarak izlenir. El, hem bir kilavuz hem tahakkiim simgesidir,
hem 6gretir hem yonlendirir, unutmanin baskiyla, baskinin hatirlamayla olan isbirliginden
dogan tarihe direnmenin miimkunltgindn altini gizer. Olaylari ve olgulari, zaman ve mekan
icinde siniflandiran tarih, ayni zamanda simdinin ve gelecedin deneyimlerini de organize
edebilir. Kiiglik el iz birakir, tamamlayamadigi dairesel dongiisiiyle toplumsal hatirlama-
unutma mekanizmalarina atifta bulur. Kendi iradesi disinda gerceklesen hareketi ile el,
biraktigi izi her giin daha fazla kanirtarak derinlestirir. Sergide yer alan diger bir calismasi
Geo-graflar (yeri-yazarlar)'da Hera Blyuktasciyan'in siklikla kullandigi Bizans ikonografisi,
Vaftizci Yahya figiriiniin elindeki asasiyla merkezinde oldugu triptik deseninde bir kez
daha gortinir. Atribiik olarak bilgelik ve kilavuzluk metaforu ile asanin dikeyligi, karsisinda
konumlandigi Bitmek Bilmeyen Bir Boylam adl enstalasyonun mekanik hareketini saglayan
direk ile iliskilenir. Bu merkez desenin sag ve solundaki desenler de sanat¢inin Hindistan
yolculugunda, Amritsar'da karsilastigi bir sahneden izler tasir. Sikh'lerin “Tanri’nin Tapinagr”
dedikleri Altin Tapinagi cevreleyen suni goliin tizerini her glin toz zerrecigi kalmayana dek
arindiran temizleyicilerden yola ¢ikan desende bir sandalin Gzerindeki figlrlerin altinda
katmanlarca birikmis kitaplar, tarihin olusturdugu bilgi atiklari olarak belirir.

Tarih, eylem ve hatirlamanin sonucuysa, hatirladigimizdan baska tarihler yok mudur?
Eylemin gerceklesmedigi baska bir tarihi hatirlayabilir miyiz? Burcu Yagcioglu'nun

En lyi Yaptigim Seyde Berbatim - Ve Sanki Bu Hediyeyle Kutsanmisim isimli diptik deseni,
sanatcinin kisisel tarihinden akan imgeleri, ickin bir bellegin izleri olarak ortaya cikarir,
sanatsal eylemin hatirlama ve bireysel tarihlerin kaydini tutma guicline vurgu yapar.

Adini, Nirvana grubunun, bir zayifligin, kusurun ya da eksikligin glice dontsmesini imleyen
bir parcasindan alan desen, sanatcinin ¢cocukluk anilarinda yer bulan bir evin istinat duvari
ve bu duvari kaplayan sarmasik imgesinden dogar. Topragin ya da yapinin kaymasini
engellemek tizere yapilan ve islevselligi olan ancak hep saklanan, 6rtiilen ve gizlenen bir
ylizey olarak istinat duvari, hem bir sinir, hem de birlesme noktasidir. Gereklilik iceren ancak
saklanan varhgi gibi duvar, bu desenlerde de goriinir olarak imgesel anlamda yer bulmaz.
Sanatg¢inin ilk kez uyguladigi bir yontem olan ve bu desenlerin de estetik temelini olugturan
silme eylemiile belirsizlesen duvar imgesi, desenlerin icinden ¢ikarak, cerceveleri heykele
donustirir. Desenleri cevreleyen beton hem bir sinir, hem de bir baglanti noktasi haline
gelerek varligini ortaya koyar. Tutundugu duvardan diismiis bir sarmasik ve sirk kaplanlarinin
cevreledigi ates bu iki desenin ana imgelerini olusturur. Alev cemberlerinden atlayan sirk
kaplanlari gibi, cagimizin semptomlarinda acikli bir fenomen olarak tarih ve bilginin yapay
isiklari altinda izlenen birey, ge¢misin yiikiini hem tasir hem ona yaslanir.

Hatirlama, tarih bilinci ve tarih yaziminin bir uyaricisi olmustur. Hatirlamanin ilk araci
mekanlastirmadir ve mekan(lar) toplumsal bellek pekistirme islevinde basroldedir. Ozellikle

anit-mekanlar, tarihin gostergeleri olarak islev gorir ki 6lllerin anilmasi, hafizanin,
dolayisiyla tarihin toplumsal ortakliklar yaratmasinda 6nemli bir olgudur. TUNCA'nin

isimsiz desenleri, Auschwitz'in (ic kilometre batisinda bulunan Brzezinka (Birkenau)
bolgesindeki kamp icinde olusturulmus bir ani duvarindan yola cikar. Sanatginin,

bolgeye yaptigi gezilerde ziyaret ettigi bu ani duvari, 2. Diinya Savasi doneminde
kamplarda hayatini kaybetmis veya yasamis insanlarin sahiplerine ya da yakinlarina
ulasamamis esyalari arasindan ¢ikan fotograflardan olusturulmustur. TUNCA, hatirlamanin
hatirlanmasina katkida bulunarak, kendine 6zgu plastik diliyle bu duvar yeniden meydana
getiririr. izleyicinin mesafesi ise bir bagka katman olarak isler. Uzak bir bakisla detayl

olarak goriinir olan bu isimsiz yiizler, yakinlastikca netligini kaybetmeye, belirsizlesmeye
baslar. Yuz, kimligin tanimlandigi en 6zgiil alansa, bu portreler tipki ortak hafizalar gibi
ortak kimliklerin yaratilmasina yonelik cabanin muglakligini animsatir. Ge¢misin 6luler
kuyusundan cekip ¢ikarilan portreler, yabanci olani degistirip yeni bir bicime sokar, birlestirir,
yarayi sagaltmak ve eksiyeni bitiinlemek icin kirihp dagilmis olani yeniden goriiniir hale
getirir. Kendisini hatirlatan bir nesnenin (fotograf) animsama fragmanlari olarak, bu ani
duvarindan mekana sacilircasina ¢ogalan desenlerde, yikim, yitim, eksiklik ve stirekli olarak
artan bir hatirlama sitmasi icinde kivranan bir tarihin icinde zamana karsi, zamana uymayan,
umutlu bir dilekle zamana etkide bulunmaya girisen bir yén de vardir.

Tarihin dogurdugu en haksiz durum, ge¢mise karsi bagnaz, belirtiler karsisinda sagr,
korkular karsisinda kor, unutmanin 6li denizinde kayip olmanin bilincini tagimaktir.

Deniz Giil'in Bir Cigdem Tarlasinda Zikrini Siirerken Devam Ediyorduk Askimiza Oylecek
isimli 3'12" stireli videosu “Yalan!” kelimesiyle baslar ve izleyici, sanat¢inin kaleme aldig
metni bir monologa doénistiiren karakterin zihninde gezinir. Gorilen, genis bir uzam
olarak ¢igdem tarlasinin ortasinda gercekligi mechul ve ucucu bir sahnenin faniligidir.
Figlirtin keskin mimikleri ve bedensel jestleri gorsel-isitsel olarak toérensel bir sahne yaratir.
Bir tiir ritGielin tanigi haline gelen izleyici, yabanciyr 6nce bulanik, anlamsiz bir ses gibi
duyar ama bir siire sonra o sesi (kelimeler-ciimleler) yakin, cinlayici ve aydinlatici olarak
anlamlaryla kavramaya baslar, ya da sanar. Bellek, tanidik bir kelimeyi ¢ekip se¢meye
zorlanir, duyuldugu sanilan sesi, ciimleleri ayiklamaya calisir. izleyici de kurgusal bir

dilin, teatral bir 6fkenin ve dramatik bir atmosferin icine cekilir. Video, bilginin ve tarihin,
kirilgan ve kaotik tarlasinda yoniini ve anlamini yitirmis bir simdinin sembolu olarak
izlenir. Tarih cok uzun zaman iktidar ve kazananlar tarafindan yazilmistir. iktidar da kendini
onaylatmak icin menseye ihtiya¢ duyar. Bu nedenle tarih, kanitlar sever. Deniz Gul'Gin
sergide yer alan ve glindelik nesnelere yeni anlam katmanlari aktardigi Don-Atlet isimli
heykelleri de mekanda tarihsel kanitlar gibi konumlanir. Sanatcinin, sertlestirilmis erkek

ic camasirlarindan meydana getirdigi, don ve atletleri birer heykele donustirdug isleri,
arkeolojik birer buluntu gibi miizeolojik bir sergileme formunda izlenir. Erkek i¢c camasirlari,



ister siyasi ya da toplumsal ister ekonomik ya da kiiltirel, iktidar ve tarih yazimi iliskisinde
patriarkal sistemlere isaret eder.

Tarihin asir bollugu icinde kimi zaman tarih diginin pesine diisen sanat, oldugu iddia edilen
gercekliklerin o ince 6rguili agindan kurtulup yeniden kivilcimlar sacan bir 151§1 yakalayabilir
mi? Tarihin tekinsiz bahcesinde cesur ve basibos bir atesbdcedi gibi yoniini bulabilir mi?
Sondiguni gordigu 1s1g1 imrenerek bekleyebilir ve bu umudu aktarabilir mi? Anlami-anlam
disini Ureten sanat, tarihlere karsi tarihler yazabilir mi?

“Tarafsizca yargilayabilmek icin blitiin tarih eserlerini,
blitiin anilar, biitiin gtinliikleri ve blitiin el yazmasi
belgeleri okumalan gerekecekti, cinku en kiiglik

bir hata ya da eksiklik sonsuza dek digerlerinin
olusmasina neden olacakti... Vazgectiler.”

Gustave Flaubert, “Bouvard et Pécuchet” *
Londra, 1976 (01).1899), 5.121

Gustave Flaubert, “Bouvard ile Pécuchet / Bilirbilmezler’, Cev. Tahsin Yiicel. Can Yayinlari, Istanbul. 1990



All The Light We Cannot See

Derya Yicel

“Would you like us to try and write a history?”
“Nothing better! But what about?”
“Yes, indeed, what about?”

Gustave Flaubert, “Bouvard et Pécuchet”
London, 1976 (first edition 1899), p.123

Between learning and knowing, knowing and understanding, and understanding and
interpreting, history, memory and art are dependent on movement, as machines that
produce meaning. A machine that does not move is meaningless. Bouvard et Pécuchet,
Flaubert’s novel that juxtaposed scepticism with the modernist proposal a century before
Beckett and the Frankfurt School, is about two characters that lose their trust in machines.
Despite this early act of prophecy penned by Flaubert, which pointed at the contradictions
inherent in the construction of “knowledge” and history/memory, to look at history from the
present, and to judge it within the framework of today’s conditions remains a highly attractive
yet cursed pursuit. According to Walter Benjamin, history is the object of a fiction formed in
the present tense, and its relation to the reality it claims to reflect can be questioned at any
time. Under the bright lights of our hypersensitive period, the past turns into a quotation
imposed on our agenda. Today, analysis and criticism are irreplaceable parts of the narratives
of both history and art, and precisely like the phenomenon of history/memory, it is impossible
to expect a passive, shatter-proof, perfect and impartial representation in art. However,
comprehending the meaning of fantasies and images in the perception of contemporary
reality could trigger a particular process of “knowing”. Art can capture that moment of
illumination that flashes against the pile of phenomena, it can grasp a future where light

will flicker, it can contain a“moment” from within the flow in itself, like a seed.

In All the Light We Cannot See, Burcu Yagcioglu, Deniz Gul, Hera Bliyliktasciyan and Tunca
investigate the cloudy boundaries of “knowledge” from official accounts of history to
individual stories, and from the layers of memory to visual systems... And tell us stories
that trail these boundaries. The exhibition takes its title from Anthony Doerr’s eponymous
historical novel and aims to evoke an insight regarding the seen but inaccessible, felt but
unutterable, understood but inexpressible aspect of “light”, as a metaphor of memory,
future, knowledge, comprehension and hope.

Hera Biiyiiktasciyan’s kinetic installation titled An Unending Longitude, is formed of
two rhythmically moving bronze hands placed above a wooden pedestal. The piece of
tile held by the smaller hand placed in the palm of the larger hand, forced by the weight



of the material, corrodes the surface, as it moves back-and-forth. This movement,
reminiscent of the act of a parent teaching a child how to hold a pencil, or to write or

draw, can also be viewed as a symbol of the patterns of oppression embedded in history,
and therefore society. The hand is both a guide and a symbol of oppression, it both teaches
and orients, it underlines the possibility to resist history, itself born out of a collaboration
between forgetting and repression, and repression and remembrance. History classifies
events and phenomena in time and space, and it can also organize the experiences of

the present and future. The small hand leaves a trace, and refers to social mechanisms of
remembrance-forgetting with the circular trajectory it fails to complete. The hand, with

a movement it realizes beyond its will, deepens the trace it leaves with each passing day.

In another work in the exhibition titled Geo-graphers Byzantine iconography, an artistic
genre Hera Blyuktasciyan often refers to, appears once again in a triptych drawing featuring
John the Baptist carrying his staff in his hand in its centre. The vertical staff, as a metaphor
of wisdom and guidance is related to the pole that enables the mechanical movement of the
installation titled An Unending Longitude which it faces. The drawings to the left and right of
the central drawing bear traces of a scene the artist encountered in Amritsar during her trip
to India. The artist was inspired by the cleaners who, every day, cleanse the holy tank that
surrounds the Golden Temple, known as “The Abode of God” to the Sikhs, until not a single
speck of dust is left. In the drawing the piles of books that are pictured beneath the figures
in a boat, appear as waste-knowledge created by history.

If, then, history is an outcome of action and remembrance, are there no histories other

than those that we remember? Can we remember another history where no action takes
place? Burcu Yagcioglu's diptych drawing titled I'm Worse at What | Do Best — And for This
Gift | Feel Blessed reveal the images that flow on from the artist’s personal history as traces

of an inherent memory, emphasizing artistic action’s power to remember and register
individual histories. Taking its name from the Nirvana song that marks how a weakness,
fault or deficiency can turn into a force, the drawing is born of the image of the retaining
wall of the house in the artist’s childhood memories, and the ivy that covered that wall.
Retaining walls, built to prevent the earth or the building from sliding, functional but always
to be hidden, form both a boundary and a connection. The wall is necessary but is hidden,
and so in these drawings, too, it is not included as a visible image. The act of erasure, applied
for the first time by the artist in these works, and forming the aesthetic foundation of these
drawings, renders the image of the wall obscure, and emerging from within the drawings,
transforms the frames into sculptures. Concrete, surrounding the drawings, makes its
presence felt by becoming both a boundary and a point of connection. Ivy fallen from

the wall it clinged to, and a fire surrounded by circus tigers, form the main images of these
two drawings. Like circus tigers jumping through hoops of fire, the individual observed as

a sorry phenomenon suffering from the symptoms of our age under the artificial lights
of history and knowledge, both bears and leans on the load of the past.

Remembering has been a stimulant of both historical awareness and historiography.

The first instrument of remembering is spatialization and space(s) play a leading role in
consolidating historical memory. Monumental spaces particularly serve as markers of
history; and the commemoration of the dead is a significant event in creating memory,
and therefore history forming a social common ground. TUNCA's Untitled drawings depart
from a memorial wall formed within an extermination camp in Brzezinka (Birkenau), three
kilometres west of Auschwitz. This memorial wall, which the artist visited on a tour to the
area, has been formed of photographs retrieved from the belongings of people who were
murdered, or held at these camps. TUNCA, presenting a contribution to the remembering
of remembrance, recreates a wall with his unique visual language. The distance the viewer
must keep to the work operates as a further layer. These nameless faces, detailed when seen
from afar, become vague and indistinct as one approaches the work. If the face is the most
specific field where identity is defined, these portraits then reminds us of the uncertainty
of the effort to create common identities, like common memories. Portraits drawn from the
past’s well of the dead, transforms the alien and gives it a new form, combines it with other
forms, and renders visible once more that which was broken and dispersed in order to heal
the wound. In drawings that multiply as if they were scattered from this memorial wall
across the space as fragments of reminiscence of an object (photograph), we also find

an aspect that, amidst a history agonising in destruction, loss and a deteriorating fever

of remembering, that goes against time, refuses to comply with time and seeks to spark

an influence on time with a hopeful wish.

The most unjust condition engendered by history is to remain bigoted towards the past,
deaf to signs, blind to fears and lost in the dead sea of forgetting. Deniz Giil's 3'12" video
titled Bir Cigdem Tarlasinda Zikrini Siirerken Devam Ediyorduk Askimiza Oylecek begins with
the word “Lie!” and the viewer tours within the mind of the character that transforms a text
written by the artist into a monologue. What the viewer sees is, in the middle of the wide
space of a crocus field, the mortality of a scene of obscure and fleeting reality. The figure’s
sharp mimicry and bodily gestures create a ceremonial scene in the visual and aural
domain. The viewer becomes a witness to a ritual, and hears the stranger first as a muddled,
meaningless sound, but soon begins to hear the close, ringing and illuminating words and
sentences in that voice —or it least thinks so. Memory is forced to draw out a familiar word,
it seeks to weed out the sound, or sentence it thinks it has heard. The viewer is then drawn
into a fictitious language, a theatrical anger and a dramatic atmosphere. The video is viewed
as a symbol of a present time that has lost its orientation and meaning in the fragile and



chaotic field of knowledge and history. For a very long time, history was written by rulers,
and by victors. Power, too, requires an origin to seek affirmation. This is why history is fond
of evidence. Deniz Gul's sculptures titled Don-Atlet which are part of the exhibition and
transmit new layers of meanings to everyday objects are positioned in the space as pieces
of historical evidence. Male underwear has been solidified to form sculptures, and these
works are shown in a museological presentation, as if they were archaeological finds.
Whether political or social, economic or cultural, male underwear points towards
patriarchal systems in the relationship of power and historiography.

Amidst the hyperabundance of history, art, from time to time, pursues the non-sensible -
yet can it escape the finely woven web of alleged realities and recapture a sparkling light?
Can it find its bearings in the uncanny garden of history like a stray yet courageous firefly?
Can it covet the light it has seen go out, can it convey the hope? Art produces both the
sensible and non-snesible, yet can it write anti-histories against histories?

“In order to form an impartial judgment upon it, it would have been
necessary to have read all the all the histories, all the memoirs,

all the newspapers, and all the manuscript productions,

for through the least omission might arise an error, which might
lead to others without limit.They abandoned the subject.”

Gustave Flaubert, “Bouvard et Pécuchet”
London, 1976 (first edition 1899), p.121



H ' “Tarihten almamiz gereken en bliyiik ders nedir, biliyor musun?
Ta r ’ h y An ' a t’ Ve Sog u k Ba nyOl a r Tarihin zaferi kazananlar tarafindan yaziliyor olmasi. iste ders budur.
ézgﬁ I KI I I n 9 a rs I an Kazanan kim ise, tarih hakkinda karar verecek olan da odur.”

Anthony Doerr, G6remedigimiz Tiim Isiklar

Tarihsel anlatiya bilgi saglamada nesnellik, cogu zaman dogrudan gorgu tanikligi bellegi
ile iliskilendirilir. Doerr’in roman karakterlerinden, Nazi Almanyasi’'nda yiiksek riitbeli biri
olan Herr Siedler’in yukaridaki sézleri, tarih yazimi ile ilgili iktidar sorununa vurgu yapar.
Bu tir bir iktidar sorununu bertaraf edip tarafsiz bir tarihsel yargiyi olusturabilmek icin
Flaubert'in karakterleri, Bouvard ile Pécuchet bitiin el yazmasi belgeleri, gtinlikleri, tarih
eserlerini okumayi onerir. Fakat sonra alayci tavirlarina uygun bicimde vazgecerler. Tarih
yazimi ¢ok tartigilan sosyal bilimler alanlarindan biridir. Ayni zamanda bellegin -hem
kisisel hem de kolektif- tarihle olan iliskisi de epey sorunludur. Fakat tarihsel anlatida,
kurmaca alanin 6tesinde bir nesnellige sahip olma iddiasi ile gérgii tanikhgi bellegi, 6zne
iktidar iliskisini zorlar.

Bruno Latour “Biz Hi¢ Modern Olamadik” adli kitabinda, Nietzsche’nin biiyiik sorunlart hemen
girilip ¢ikilmasi gereken soguk banyolara benzettigini sdyler. Belki de kisa bir sergi yazisinda

bu soguk hizlica girip cikmak simdilik en iyisidir. Ote yandan Nietzsche 1872 tarihli“Tarihin
Yasam icin Yarari ve Sakincasi” adli metninde, tarihyazimini sanata dénistiirmeyi ve béylece saf
sanatsal yarati olarak kabul ettiginde icgtidiileri koruyabilir hatta hayata gecirebilir oldugunu
soyler. Fakat aydinlanma ¢aginin etkisinde, béyle bir tarihyaziminin, zamanin analitik ve
sanatsal olmayan ézellikleriyle tezat olusturarak, béylesi bir déniisiimiin bu ézellikler igin
yanlislamayi temsil edecegini belirtir. Bu aslinda tarihsel animsama olarak bellegin modern
kimligin tutarhihdi icin kimi zaman bir tehdit unsuruna déntismesiyle iliskilidir. Yaratici eylem
sanatsal Uretime donisttigunde ortaya ¢ikan sanatsal imgelemden kaynakli ifadenin, tarihsel
animsama olarak tarihsel bellekle yer degistirmesi sorunludur. Teknolojinin olanaklariyla
cogaltihp hatta Uretilip, dagitilan imgelem kurgularinin, animsama tarafindan kurulacak
uyumlu bir alanin yerini alabilecegi fikri aslinda sadece bir yanilsamadir. Bunun olumsuz
ornegini Hitler Almanya'sinda net bir sekilde gorebiliriz. Doerr'in romanin merkezinde yer
alan radyo imgesi de bu durumun altini gizer. Yine de Nietzsche’nin modern kimligin
tutarhihgina bir tehdit unsuru olmasi nedeniyle tarihsel bellegin agirigindan kaginan anlayisa
panzehir olarak 6ne siirdligii sanatsal imgelem, tarih, bellek tartismalari agisindan énemlidir.
Kuratoriin metninde sozi edilen “olgular yigini karsisinda parlayip soniiveren o 1sildama
anini yakalayabilmek, 1sigin titrestigi bir gelecedi kavrayabilmek”icin -sorunlu da olsa-
tarihsel belledin yerine sanatsal imgelemi ortaya koymanin tasidigi olasiliklari hatirlatir.



I
Bir Cigdem Tarlasinda “Ufuklarin Kaynasmasi”

“Ben’le éteki arasindaki bu iliski, dnyargi kavramina, nihai diyalektik hamlesi saglar:
yalnizca kendimi 6tekinin gortis agisina yerlestirdigim stirece simdi ufkuna,

yani ényargilarimla yiiz yiize gelebilirim. Onyargi isler ve tarihselligin olusturucu kilan sey
yalnizca, ben ile éteki, ge¢mis ve simdiki bakis acisi arasindaki gerilimdir”

Paul Ricoeur, Hermeneutik ve ideoloji Elestirisi

Yavas yavas yukselen bir fisilti; “Kiirkiin varsa kac git”. Gokyuziiyle topradi bolen ufuk
cizgisinde beyaz elbiseli bir adam, dnce bizden uzaklasir gibidir, sonra bize dogru doner.
Sonunda iyice yaklasir. Tam karsimizdadir; “Kiirkiimii ye diye bagiryor bu cocuk...” U¢ dakika
on iki saniyelik bir siir, ben ile 6teki arasinda bir diyalog. Deniz Gil'tin “Bir Cigdem Tarlasinda
Zikrini Stirerken Devam Ediyorduk Askimiza Oylecek” adli videosu ufuk cizgisinde baslar.
Belirli bir bakis acisindan gorilen her seyi icine alan goris alani olarak ufuk burada hem
aktor hem sanat¢l hem de izleyici agisindan yeniden tanimlanir.

Gadamer'in ufuklarin kaynasmasi kavrami burada; metinle (g6riintiiyle) okuyucuyu
(izleyiciyi), ben ile 6tekini, gecmisle gelecegi, yasamla tarihi, 6znellikle nesnelligin farkli
ufuklarini, bir ufuk icinde kaynastirmak olarak karsimiza ¢ikar. Anlama ve yorumlama ufuklari
kaynasir. Metnin siirsel yapisindaki hayalglcii ve duyguyu birlestiren metaforlar, iceride ve
disarida olanin diyalektigi sanki tarihden bir hikayeyi aktarir.

“Dogudan bakacagim
Sireli diycekler bize
Ormenya Hududi Kiirkler,
Gocuklarimiz Kiirk'ttirler”

Kendi zamaninin ufku ile tarihsel bir ufkun arasindaki gerilimi, bu olaya karisan aktorlerin
tarihsel ve kiilttrel ufuklarini belirleyerek, yorumcunun —burada 6nce sanat¢inin ve sonra
izleyicinin- ufkuyla kaynastirir. Yazarin ufkuyla yorumcunun ufkunun birbiriyle kaynasmasi,
Gadamer'de ve Ricoeur'de her hangi bir olay1 anlamanin sarti olarak karsimiza ¢ikar. Bu
kaynasma bir tiir tez-antitez- sentez degildir. Burada sz edilen ufuklarin kaynasmasiyla
meydana gelen anlama, kendini ge¢misin ve simdinin strekli kaynastigi bir gelenek siireci
icine yerlestirme cabasi olarak distinilmustir. Simdinin ufku ve tarihsel gegmisin ufkunun
kaynasmasi ve baskasinin ufkunu anlama icin 6nceden zaten bir ufkumuzun bulunmasi

gerekir. Bu 6nyargisiz bir benimseme degildir. Ancak kendi kavramlarimiz yoluyla tarihsel
gecmisin kavramlarini yeniden kavrayabiliriz. iki ufkun birlesmesi ve anlama ediminin
gerceklesmesi icin kendi tarihsel ufkumuzu tanimak, elestirmek ve degerlendirmek gerekir.
Deniz Gul'in videosunda i¢ ile dis arasindaki ses, ge¢cmisin simdide devam ettigi bir akisin
stirekli olarak kesintiye ugramasi gibidir. Bu akisin kesilmesi ve yeniden baslamasi, bir diyalogun
kurulmasina benzer. Deniz Gil'lin videosunda anlatilan tarih, sanki gegmisin simdideki
stirekligini boler ve tekrar kurar. Akigi bolen ilk basta olumsuz gorilebilecek bu kesinti
varolan tarih anlatilarina alternatif, karsilikl konusma ihtimali tizerine disinmemizi saglar.

Benlik tamamen bulanik bir ufkun karsisinda ortaya cikar. Ozdesliginin, seffafliginin ve
sabitliginin yok oldugu yerde...

1}
Cizgilerin Arasinda Yasamak

“Haritacilarin yolu hep ayni olmustur: Kuglarin gég yollarini
gbstermek icin madgara duvarlarina cizdikleri ilk karalamalardan
bu yana cizgiler ¢izmis ve bu cizgilerin arasinda yasamislardir”

Maya Sonenberg, Cartographies

Modern diinyayi, belirli bir diizene sokmak icin ¢izilen cizgiler, haritalar, ayrimlar, tarihsel
anlatiy belirleyen siniflandirmalar ve hiyerarsiler, birer 6znesi haline geldigimiz Bati ve Bat
disi duinyalar icin olasilik kosullarimizi belirler. Kendi ¢izdigimiz gizgilerin arasinda kendi
yarattigimiz kimlikler haline déntiserek gecirdigimiz yasami (kimlik krizini de iceren) tersine
cevirecek olan tarihsel diistince ve yasam arasindaki ¢atlagi onarmaktir.

Hera Buylktasciyan'in “Bitmek Bilmeyen Bir Boylam” adli calismasi, hep ayni yayi tamamlayan
iki bronz elden olusan hareketli bir heykel. Ustte duran el, sanki bir ebeveyne ya da dgreticiye
ait ve digerinin, icte kalan elin devinimini belirliyor, yon veriyor. Yazma eylemi 6nce ¢izgi
cizme becerisini kazanmayla baslar. ilk cizgi cizme denemelerinde, yol gosteren belki de
kontrol eden, sinirlari ve hareketi belirleyen baska bir elin varligi yadirganmaz. Ogretme-
o6grenme siireci icin en dogru yontem midir, tartisilabilir.

Bir ¢izgi ¢izdigimizde —ki bu durum haritalarda oldukga belirgindir- bir seyleri dahil eder, bir
seyleri disarida birakiriz. Bu dahil etme ve disarda birakma sosyal bilimlerin pek ¢ok alaninda



ele alinan kimlik krizini de beraberinde getirir. Sanatginin ¢izgi cizen ve ¢izeni yoneten elleri
iki nokta arasinda ayni yayi durmadan tekrar ederler. Bu durum tipki kalemin kagidin Gizerinde
birakacagi iz gibi dahil ettikleri ve disarida biraktiklari arasindaki siniri iyice derinlestirir.

Tarihsel dlislince ve yasam arasindaki ¢atlagi onarmak icin belki de Gadamer'in bahsettigi
sinirlari olan her sonlu simdi yerine ge¢mis ve simdinin birlikte aktigi bir zaman kavrayisi ve
icinde yasadigimiz gelenekler cercevesinde sekillenen kisisel ufkumuz disinda baska ufuklara
actigimiz bir tarih yazimindan yararlaniimalidir. Fakat burada tecriibe yapisina ait anlama
yetisi, hep ayni deneyimi tekrarladiindan, Gadamer'deki anlama ufkunu duzeltip, genisletemez.
Sanki hakim 6zne tarafindan belirlenmis ge¢cmis her sonlu simdi de kendini tekrar eder.

m
isimsiz“Anma Alanlari”

”

“Tarih belki artik hi¢cbir yerde, ama ge¢mis her yerde.

Pierre Nora, La culture du passé sunus yazisi

Tarihsel olmayan da tarihsel olan da bir bireyin, bir halkin ve bir kiiltiiriin saghdu icin esit dl¢tide
gereklidir diyen Nietzsche gibi, bir yerde bellegin fazlasi, baska yerde unutusun fazlasi var
diyen Paul Ricoeur de tarih, bellek ve anlati arasindaki iliskiye dikkat ceker. Ricoeur’tin
elestirisi, bagislamayla bellek yitimini birbirine karistirmadan, dogru bellegin siyaseti
Uzerinedir. Adaletin iyilestirici olmasini savunan Ricoeur, cogu zaman bellegin hassas
tanikhginin koéttye kullanimi baglaminda icinde bulundugumuz dénemdeki anma
cilginhgina stipheyle yaklasir. Ricoeur anma eylemini kétlilemez sadece anmanin

kotlye kullanilabilecegini sdyler. Burada lizerinde durdugu nokta Pierre Nora'yla aynidir.
Her ikisi de anma torenlerinin ve yeni hafiza mekanlarinin insasinin “ge¢mis”in kotiye
kullanima acik oldugunu iddia eder. Her tiirlG siyasal, ekonomik hatta turistik kullanim
icin bir arag halini alan magduriyet bellegin kalitlasmasina neden olur. Oysa bellek akici
bir yapiya sahip oldudu siirece bagislamayi, iyilestirici adaleti beraberinde getirebilir.

Tunca’nin “isimsiz” adli enstalasyonu anma mekanlarinin o katilasmis, dogrudan isaret

eden ve magduriyet durumunu kétiicul kullanimlara da acgabilen yapisini tersine cevirir.
Tunca'nin buyik bir aile fotografini andiran calismasi, “isimsiz” basghgiyla anonim bir gegmise
isaret eder. Bu portreler bitiind, ebadi dolayisiyla anitsal bir karakter kazanir. Fakat herhangi
bir adlandirma ya da icerige, hikayeye dair bir veri ortaya koymadigi icin Nora'nin ya da

Ricoeur’lin elestirdigi anma alanlarina déniismez. Belli bir hikayeyi, kahramanhk

ya da kurban olma durumunu anlatmadigindan izleyiciye kalan tek veri bu fotograflarin
ge¢mise ait oldugudur. Resmin buyiik boyutlu olmasi, ister istemez izleyicide geriye

cekilme ve uzaktan bakma hissi uyandirir. Bu nedenle ge¢mise ait bu imgeler bitiin tarihsel
referanslardan bagimsiz anitsallasir. Diger taraftan kagit tizerine flizenle yapilan bu portreler
bitiini malzemenin dogasi geredi dramatik bir etki kazanir. Bu etkiyi gliclendiren diger

bir unsur da odanin diger koselerinde yer alan kiiclik parcalardir. Anitsal hikayeden koparilan
bu parcalar -koparma eyleminin siddetini de duyumsatarak- kolektif bellegin dramatik
anlatisini tasimaya devam ederler.

Devasa bir aile albiim gibi gériinen bu biyik ebatli resim, evin salonudaki konsolun
Ustlinde duran aile bireyleri fotograflarina benzer. Bu fotograflar evin mahrem bir

yerinde degil de misafirlere acik olan kismina konur. Herkese acik olan bu fotograflar
iceride yasananlar yansitmaz. Verilmis pozlarin gerisinde farkl hikayeler yatar. Tipki konsol
Ustlinde duran aile fotograflari gibi bu resimde de aileye ait hikayenin tamami anlatiimaz.
Yakindan baktiginda net olmayan bu portreler bitiini bir ¢esit arka plan etkisi yaratir.
Tipki evin salonunda yasananlara sessizce bakan fotograflar gibi ge¢cmisten simdiye bakarlar.

Resimsel bir temsilde, arka plan 6ndeki hikayeyi desteklemek ve daha carpici hale getirmek
icin kullanilir. Bir evin salonunda, duvarda ya da konsolun tizerinde duran aile fertlerinin
fotograflari tiim sessizlikleriyle o salonda yasananlari daha belirgin hale getirir. Herhangi

bir evde duran aile fertleri fotograflar ile bugiin burada olmayanlarin bir aniti arasinda gidip
gelen bu resmin tamamini algilayabilmek icin geri cekilmek ve resimle aramizda bosluk
birakmak zorunda kalirnz. Tunca’nin resminde yer alan kiiglik portreler ge¢mis bir zamana
ait olduklarini hissettirir. Resmin tamamini kavrayabilmek icin resimle araniza koydugunuz
mesafeli bakis, imgeyi ge¢mise ait kilarken sizin baktiginiz yeri de simdiki ana birakir.

Resme yaklassaniz bile imgeleri tam olarak taniyip hikayeyi kuramazsiniz. Yaklastiginiz
zaman tam anlamiyla bir yari-diinyaya girersiniz. Yansimalarla dolu bir ara bolge, araf belki
de... Bir nevi liglincli boyutunu kaybetmis bir figlir olarak aile hatirasi. Herkese ait olabilen
ama hi¢ kimseye ait olmayan bu ani duvari, kisisel deneyimin dar alanindan ¢ikan bir birlik
degildir. Ayni zamanda ortak bellege ait olup olmadigina dair de bir kanit sunmaz. Fakat
kesinlikle gegmise aittir. Simdi burada olmayanin bir arsivi, bir tlr tarihsel koruma biirosu’
gibi bir bellek alani olusturur.

1 Tarihsel Koruma Biirosu, Paul Auster'in Kehanet Gecesi adli romaninda yer alan, diinyanin dért bir tarafindan
toplanmis telefon rehberlerinden olusturulmus bir yeralti arsividir.
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imgelerin Sag Kalisi

“Erkek: Hirosima'da higbir sey gérmedin.
Kadin: Her seyi gérdim.”

Alain Resnais, Hirosima Sevgilim

“Unutusu iki agidan degerlendirecek noktaya geldim. Oncelikle kesin unutus var:
silinmenin, tiim izlerin, beyindeki izlerin, yapidaki izlerin vb. silinmesinin getirdigi unutus.
iz olan her sey yok olabilir.”

Paul Ricoeur, Jean Blain réportaji, Bellek, Tarih, Unutus

Hirosima Sevgilim filminin basinda daha kadin ve erkegi gérmeden seslerini duyariz.

Bir otel odasinda Hirogima'yl, savagin yikimlarini ve unutmayi konusurlar. Ricoeur unutusun
karsisina bellegi koymaz fakat unutus alanini tanimlarken, silinme unutusuyla bir kenarda
saklanan olarak niteledigi unutus arasindaki rekabeti vurgular. Bergson'daki imgelerin sag
kalisi kavrami, silme unutusunun yani sira bir sag kalis unutusunu belirtir. Biz hatirlamasak
bile imgeler sag kalir. Bu nedenle ge¢mis ucucu degildir, oldugu yerde durur. Duyularin
cagnisimi, istemsiz bellek yoluyla Burcu Yagcioglu'nun simgesel ve metaforik sekillerinin
olusturdugu kendine has bir diinyadan s6z etmek mimkiindir. Ayni anda pek ¢ok seyi
cagnstinr. Adlandirma bu ¢agnsimlar icin belirleyici verilerden biridir. “Ve Bu Hediyeyle
Sanki Kutsanmisim” ve “En lyi Yaptigim Seyde Berbatim” adli calismalarinda izleyiciyi
dogrudan kendi mahkemesine davet eder. Adlandirmanin dogrudanligina karsin kagit
Uzerinde yer alan imgeler animsamalar ya da riiyalar gibi timuyle tamamlanmamis,

parca parca hikayeler anlatir. Resmin ylizeyi bir bellek alanidir. Cizmek ve silmek eylemleri,
hatirlamak ve unutmak edimlerine benzer. Resmin kimi alanlarinda, tipki biz hatirlamasak da
sag kalan imgeler gibi, sanki silinse de varligini siirdiiren imgeler vardir.

Manzara ve bosluk, silinme unutusuyla, bir kenarda saklanan unutusun arasindaki rekabeti
duyumsatir. Malzeme de zihinsel sireglere eslik eder. Beyaz akrilik boyanin kapaticiligi, ayni
zamanda silme eylemini de bosluk hissini de 6ne ¢ikartmaya yardimci olur. Bu unutus
alaninin kime ya da neye gore oldugunu goreceli hale getiren diger bir unsur yangin yeri
imgesi ya da atesin varligidir. Bdylece silmeye, unutusa dair izleyenin zihninde, birden ¢ok
sOzlin, imgenin Ust Ustte belirmesini tetikler.
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] [} “You know the greatest lesson of history? It's that history is
H’Story’ Narra tlve and COId Ba ths whatever the victors say it is. That’s the lesson.
62 gﬁ I KI I I 9 a r sl an Whoever wins, that’s who decides the history.”

Anthony Doerr, All the Light We Cannot See

The issue of objectivity in providing information to build a historical narrative is directly
related to the memory of eye witnesses. The words quoted above belong to Herr Siedler,

a high-ranking officer in Nazi Germany and a character in Doerr’s novel, and they emphasize
the issue of power in historiography. In order to overcome such a problem of power and

to form an impartial historical judgment, Flaubert’s characters, Bouvard and Pécuchet
propose that all manuscripts, journals and history books are read. However, later, in keeping
with their cynical attitude, they give up. Historiography is a field of science that has been
intensely debated. The relationship of memory - both individual and collective — and history
is also quiet problematic. However, in historical narrative, the claim to possess an objectivity
beyond the field of fiction, and the memory of the eye witness challenge the relationship

of the subject and power.

Bruno Latour writes, “Nietzsche said that the big problems were like cold baths: you have
to get out as fast as you get in” and history is a heading that brings along considerably
big problems. In a brief exhibition text, it is perhaps best for now to quickly jump in and
out of that cold bath. On the other hand, Nietzsche, in a 1872-text titled “On the Use and
Abuse of History for Life” writes that only when history undertakes to be turned into an art
work and thus to become a purely artistic picture can it perhaps maintain the instincts or
even arouse them. However, under the influence of the Age of Enlightenment, [s]uch
historical writing, (...) would go completely against the analytical and inartistic trends of

our time; indeed they would consider it counterfeit. This is actually related to memory, as
historical remembering, at times turning into a threat for the sake of the consistency of
modern identity. The substitution of historical memory by the expression based in artistic
imagination that appears when the creative act is transformed into artistic production is
no doubt problematic. The idea that fictions of imagination that are mass-produced and
distributed with the means of technology can replace a harmonious field formed by
remembering is in fact merely an illusion. A negative example can clearly be seen in
Hitler's Germany. The image of the radio, placed in the centre of Doerr’s novel, underlines
this condition. Nevertheless, artistic imagination, proposed by Nietzsche as the antidote
of the approach that shuns the wright of historical memory, since it poses a threat to

the consistency of modern identity, is important in terms of the discussion of history



and memory. In order to “capture that moment of illumination that flashes against the pile
of phenomena, [and] grasp a future where light will flicker” as mentioned in the curator’s
text, it reminds us of the - although problematic - possibilities contained by replacing
historical memory by artistic imagination.

|
The “Fusion of Horizons” in a Crocus Field

“This relation between the self and the other gives the concept of prejudice

its final dialectical touch: only insofar as I place myself in the other’s point of view

do | confront myself with my present horizon, with my prejudices. It is only in the tension
between the other and the self, between the text of the past and the point of view

of the reader, that prejudice becomes operative and constitutive of historicity.”

Paul Ricoeur, Hermeneutics and the Critique of Ideology

A whisper that slowly becomes stronger; “If you have your fur, go away”. A man in white,

at the horizon that separates the sky and the land, first seems to move away from us, but he
then turns back towards us. Eventually he comes close up. He stands before us; “Eat the fur.
The boy shouting..” A three-minute twelve-second poem, a dialogue between | and the
other. Deniz GUl's video titled “Bir Cigdem Tarlasinda Zikrini Strerken Devam Ediyorduk
Askimiza Oylecek” begins at the horizon. The horizon, as a field of vision that comprises
everything from a certain viewpoint is redefined here from the viewpoints of the actor,
artist and viewer.

Gadamer’s concept of Horizontverschmelzung, or the fusion of horizons, appears here as an
integration of the different horizons of text (image) and reader (viewer), | and the other, past
and future, life and history, subjectivity and objectivity. The horizons of understanding and
interpreting merge. The metaphors that combine imagination and sentiment in the poetic
structure of the text seem to transmit a historical narrative at the peak of the dialectics of
the interior and exterior.

“Dogudan bakacagim
Sireli diycekler bize
Ormenya Hududi Kiirkler,
Cocuklarimiz Kiirk'tiirler”

The artist fuses the tension between the horizon of her time and a historical horizon,

by determining the historical and cultural horizons of the actors of this incident, with

the interpreter’s horizon — here, first and foremost the artist’s and then the viewer's.

The fusion of the writer’s horizon and the interpreter’s horizon appear, in the works

of Gadamer and Ricoeur, as the condition of understanding an event. This fusion is not

a variation on thesis-antithesis-synthesis. The understanding that takes place with the
Horizontverschmelzung referred to here has been conceived as the effort to place oneself
within a process of tradition that engenders the constant fusion of the past and present.

In order to fuse the horizon of the present and that of the historical past, and to understand
the horizon of another, we need to have a horizon in the first place. This does not constitute
an unprejudiced acceptance. We can re-grasp the historical past, only by comprehending
its concepts through our own concepts. For the merging of two horizons, and the realization
of the act of understanding, we must get to know, criticize and assess our own historical
horizon. The voice between interior and exterior in Deniz Gil's video is positioned in the
unity and separation that constantly takes place between the past and present, and the
dialogue that forms history itself. The self appears before a completely muddled horizon.
Where its identity, transparency and stability disappears...

1
Living Between the Lines

“It has always been this way with the mapmakers: from their first scratches
on cave walls to show the migration patterns of the herds,
they have traced lines and lived inside them.”

Maya Sonenberg, Cartographies

Lines, maps and divisions made to impose a certain order upon the modern world,
classifications and hierarchies that determine historical narrative determine our conditions
of possibility for the West and non-Western worlds, of which we all have become a subject.
What can reverse the life we spend by transforming into subjects we have created ourselves
between the lines we draw ourselves (which also contains an identity crisis) is the reparation
of the crack between historical thought and life.

Hera BuyUktasciyan’s work titled “Bitmek Bilmeyen Bir Boylam/ An Unending Longitude”
is a kinetic sculpture formed of two bronze hands that constantly complete the same arc.



The hand that is placed above, appears to be the hand of a parent or teacher, and it
determines, orients the movement of the inner hand. The act of writing begins with the
acquisition of the skill to draw a line. In the first attempts to draw a line, the presence of
another hand that perhaps guides, or controls, that determines the boundaries and the
movement, is not regarded as strange. Whether this is the most appropriate method for
the teaching-learning process is open to debate.

When we draw a line, we include certain things, and leave others out - a situation quite
apparent in maps. Such acts of inclusion and exclusion bring about the “identity crisis”
treated in many fields of the social sciences. The hands created by the artist, both the one
that draws, and the one that directs the drawing hand, constantly repeat the same arc
between two points. This further deepens the boundary between what they include and
exclude, like the trace a pencil leaves on paper.

In order to repair the crack between historical thought and life, perhaps one must use
history, which is now being rewritten. However, since the skill to understand that belongs
to the structure of experience constantly repeats the same experience, it cannot rectify and
expand the horizon of understanding Gadamer refers to. The past, seemingly determined
by the sovereign subject, repeats itself in every instance of the present.

m
Untitled “Memorial Sites”

“History is perhaps no longer anywhere to be found, but the past is everywhere.”

Pierre Nora, introduction to The Culture of the Past

Like Nietzsche who, before him, proclaimed “(...) for the health of a single individual,

a people and a culture, the unhistorical and the historical are equally necessary”, Paul Ricoeur,
too, who stated, “In some places we could say that there is too much memory, but in other places
not enough. Likewise, there is sometimes not enough forgetting, and at other times too much
forgetting”, draws our attention to the relationship between history, memory and narrative.
Ricoeur’s critique is mindful of not confusing forgiveness and loss of memory, and focuses
on the politics of accurate memory. Ricoeur argues that justice should serve a healing
purpose, and in the context of the abuse of the sensitive attestation of memory, often treats
suspiciously the madness of commemoration that has permeated the period we live in.

Ricoeur does not disparage the act of commemoration, but states that commemoration
can be abused. The point he focuses on is the same point Pierre Nora makes. They both
argue that commemoration ceremonies and the construction of new memorial sites are
open to a potential abuse of the “past”. Victimhood becomes an instrument for all manners
of political, economic and even touristic purpose, leading to a rigidification of memory.

Yet only as long as it retains a fluid structure can memory accompany forgiveness and

a healing form of justice.

Tunca’s installation titled “Untitled”, reverses the rigid, direct structure of monuments

or memorial spaces that are prone to expose the victim’s condition to abuse. Tunca’s work,
which resembles a grand family photograph, points towards an anonymous past with its
“untitled” title. This sum of portraits assumes a monumental character due to its dimensions.
However, since there is no naming, or data involving content or narrative, it does not turn
into the memorial sites criticized both by Nora and Ricoeur. Since it does not narrate any
certain story, or communicate the condition of a hero or a victim, the only data left to the
viewer is the fact that the photographs belong to the past. The large size of the painting,
inevitably pushes the viewer back to view the painting from a distance. Thus, all these images
that belong to the past are monumentalized independently of all historical references. On the
other hand, this sum of portraits, drawn on paper with charcoal, create a dramatic effect
due to the nature of the material. Another element that consolidates this effect are the
smaller pieces in the other corners of the room. These fragments that have been torn off
the monumental story — also evoking the violence of the act of tearing off - continue to
convey the dramatic narrative of collective memory.

This large painting that appears as a gigantic family album, resembles the photographs
placed on the mantelpiece in the living room, in the part of the home that hosts guests.
They point to the story in the background of an entire field of life. In this sense, the image
that oscillates between family photographs on the mantelpiece and a monument to those
who are no longer here today, in that belongs to the past, also acts as a background that
emphasizes current events. However, this background may be in the distance - thus, one
may consider it ineffectual - but it also penetrates the present, the moment we are in now.
You must take a step back, and leave a gap between the painting and yourself to perceive
the painting in its entirety. This distant gaze is a space left for the present. Even if you do
approach the painting, you cannot fully recognize the images and construct the story.
Once you approach closer, you enter a half-world. An interzone full of reflections, perhaps
a purgatory... In a sense, a family souvenir as a figure that has lost its third dimension.

This memorial wall, that could belong to anyone but belongs to nobody, is not a unity
that has emerged from the narrow field of personal experience. Neither does it present



any evidence associating it with shared, common memory. Yet it inarguably belongs to
the past. It is an archive without register for that which is not here now, a memory space,
which resembles the bureau of historical preservation.

v
The Survival of Images

The man: “You saw nothing in Hiroshima. Nothing.
The woman: “l saw everything.

Alain Resnais, Hiroshima mon amour

“I came to an understanding of forgetting that has two poles.
First, there is profound forgetting. That is the erasure of forgetting, the erasure

of all traces in the brain. Everything that is a trace may be destroyed.”

Paul Ricoeur, Interview with Jean Blain, Memory, History, Forgetting

In the beginning of the film Hiroshima Mon Amour, we hear the voices of the woman and
the man before we see them. In a hotel room, they talk about Hiroshima, the destruction
caused by war, and forgetting. Ricoeur does not juxtapose forgetting with memory, but
in defining the field of forgetting, he emphasizes the competition between the forgetting
of erasure and the kind of forgetting he describes as “a forgetting kept in reserve”.

The concept of the survival of images in Bergson indicates, in addition to the forgetting

of erasure, also a forgetting of survival. The competition between what we remember
and what takes place in the present, is how the past continues to exist in the present.

In the world shaped by Burcu Yagcioglu’s symbolic and metaphorical forms, life and relations,
meanings, constitute the rich associations, the sea of possibilities of this world. Naming is
one of the most decisive data for these associations. In her works titled “And for This Gift

| Feel Blessed”and “I'm Worse at What | Do Best” she directly invites the viewer to her own
court of law. Despite the direct nature of the naming, the images on paper tell incomplete,
fragmented stories, like moments of remembrance, or dreams. Although the surface of
the painting, as a field of memory, allows the existence and appearance of the images

that survive, it cannot be reduced entirely to imagination, or images of perception.

”

”

The landscape and emptiness evokes the competition between the forgetting of erasure
and the forgetting kept in reserve. The material also accompanies intellectual processes.
The opaqueness of white acrylic paint assists in emphasizing both the act of erasure and

the sense of emptiness. Another aspect that relativizes this field of forgetting is the image

of the site of fire, or the presence of fire. This triggers, one upon the other, the appearance of
more than one utterance and image about erasure and forgetting in the mind of the viewer.






HERA BUYUKTASCIYAN, ‘YERI-YAZANLAR 2016, KAGIT UZERINE KARISIK TEKNIK, 29 X 109 CM
HERA BUYUKTASCIYAN, ‘THE GEO-GRAPHERS), 2016, MIXED MEDIA ON PAPER, 29 X 109 CM









TUNCA, ‘iSiMSiZ} 2016, ASITSIZ KAGIT UZERI YAGLI KOMUR KALEM, 60 X 60 CM
TUNCA, “UNTITLED’, 2016, OIL CHARCOAL ON ACID FREE PAPER, 60 X 60 CM

BURCU YAGCIOGLU, ‘EN iYi YAPTIGIM SEYDE BERBATIM;, 2017, KAGIT UZERINE BEYAZ AKRILIK VE KARAKALEM,
BETON GERGEVELER DIPTIK, 121 X 152 CM (CERGEVESIZ), 149 X 179 CM (GERCEVELI)

BURCU YAGCIOGLU, ‘I’'M WORSE AT WHAT I DO BEST/, 2017, PENCIL AND WHITE ACRYLIC PAINT ON PAPER,
CONCRETE FRAMES, 121 X 152 CM, (UNFRAMED), 149 X 179 CM (FRAMED)
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DENIZ GUL, ‘DON-ATLET (GUMUS DON); 2016, POLIOL VE TEKSTIL UZERINE SPRAY BOYA, DEGISKEN OLGULER
DENIZ GUL, ‘DON-ATLET (SILVER UNDERPANT)), 2016, POLIOL AND SPRAY PAINT ON TEXTILE, SIZE VARIABLE









DENiZ GUL, ‘BiR CiGDEM TARLASINDA ZiKRiNi SURERKEN DEVAM EDiYORDUK ASKIMIZA OYLECEK, 2016, VIDEO, 3'12",3ED + 1 AP



Biyografi / Biography

Hera Biiyiiktasciyan

Hera Biyiiktasciyan, (1984, Istanbul) Marmara Universitesi Giizel Sanatlar Fakiiltesi Resim
Bolimi’'nden mezun olan sanatgl, islerinde kimlik, hafiza, zaman ve mekan ile hayali bir bag
kurmak amaciyla “6teki” olma durumunu yokluk ve gériinmezlik kavramlariyla bir araya
getirerek vurgular. Yerel mitlerden, tarihi ve ikonografik unsurlardan yararlanarak, “dteki”
icin yeni bir anlati olanadi olusturur. “Istanbul: Passion, Joy, Fury”’, MAXXI Miizesi, Roma
(2015); 14. Istanbul Bienali (2015); 56. Venedik Bienali, Ermenistan Pavyonu, Venedik (2015);
“Yizyillarin Yuzyili¥, SALT, Istanbul (2015); “The Jerusalem Show’, Kudiis (2014) sergilerinde

yer almistir. Sanatcl istanbulda yasiyor ve calisiyor.

Hera Biiyiiktasciyan (1984, istanbul) was graduated from Marmara University, Faculty of Fine
Arts, Painting department in2006. Her practise locates the figure of the other between the
twinned spectres of absence and invisibility in order to weave connections between identity,
memory, space and time. She works as a storyteller, integrating metaphors from local myths,
historic and iconographic elements of different geographies to open up new narrative
scopes. Selected exhibitions include: Istanbul: Passion, Joy, Fury, MAXXI, Italy (2015); 14th
Istanbul Biennial, Istanbul (2015); Armenian Pavillion, 56th Venice Biennale, Venice (2015);

A Century of Centuries, SALT, Istanbul (2015); The Jerusalem Show, Jerusalem (2014) She lives

and works in Istanbul.
Deniz Gl

Deniz Gl (1982, izmir) mecralar arasi calisan bir kavramsal sanatcidir. Deniz Giil'tin gérsel
sanatlar ve edebiyat arasinda mekik dokuyan pratigi deneysel bir yaklasimla zihinsel kurgularin
diyalektigine odaklanir. Kamusal alan ve 6zel alan, merkez ve ceper, dil ve diistince, sozciikler
ve semboller gibi ikilikleri dikkatle inceler. Gul'Gin pratigini essiz kilan, farkli isleri arasinda
ordiigi baglantilardir. Sanatcinin sergileri, her projede degisik bir sekil alan ve digerleriyle
diyalog kuran bir distince sisteminin parcalardir. Deniz Gil'tin 2016'daki son kisisel sergisi
Loyelow, ayni zamanda sanatginin 2011'de baslattigi cok asamali bir yapit fikrinin bir parcasiydi:
“5 Kisilik Bufet” metni ile bir yerlestirme ve bir ses performansina, daha sonra Gil'tin ikinci kisisel

sergisi B..M.A.B.K.R!ye yol acan siire, sanatcinin 2016'da son kisisel sergisi Loyelow ile devam etti.

Deniz Gul (b. in Izmir in 1982) is a multimedia conceptual artist. Her practice, which
navigates between visual arts and literature, embraces an experimental approach with



a focus on the dialectics of mental constructions. Public and private spaces, centersand
peripheries, language and ideas, words and symbols, such are the binary relations

Deniz Gul dissects meticulously. The singularity of her practice lies partially in the thread

she deploys in her works. Her exhibitions are parts of an ongoing thinking that takes shape
in each project and dialogues with each other. Loyelow, her latest solo show which took
place at the Pill in 2016, follows the lead of a multi-phased project initiated by the artist in
2011 with her text 5 Person Bufet” which led to three artistic realizations and a performance,
and her second solo show B..M.A.B.K.R.

TUNCA

Mimar Sinan Universitesi Giizel Sanatlar Fakiltesi Resim Blim{’'nden mezun olan TUNCA,
tuval, heykel, enstalasyon, video, performans gibi cok yonli pratidi ile tarihsel bellek, kilttrel
kimlik ve politik olgular tizerinden sekillenen bir imgeler diinyasi kurgular. Sanatgi, toplumsal
ve politik olaylar Gizerindeki ideolojik kurgularin ve tarihsel yiicelticiligin asilmasini kendisine
mesele edinir. TUNCA, resmi tarihlerden bireysel hikayelere “hafiza"nin devasa katmanlari
arasinda gezinir, taniklik olgusunu, belgeselciligin ve isaret ediciligin 6tesinde, sanatsal
pratigi dahilinde cerceve icine alir.

TUNCA graduated from the Art Department of Mimar Sinan University’s Faculty of Fine Arts.
His multi-faceted practice includes canvas painting, sculpture, installation works, video and
performance; he constructs a world of images departing from historical memory, cultural
identity and political facts. Historical sublimation and ideological constructs of social and
political events are central issues in his practice. He investigates the monumental layers of
'memory’ranging from official histories to individual stories, and he frames, within his art

practice, the phenomenon of testimony beyond documentarism.
Burcu Yagcioglu

Burcu Yagcioglu 1981 yilinda istanbul'da dogdu. Mimar Sinan Giizel Sanatlar Universitesi
Resim Béliimiindeki lisans egitiminin ardindan Sabanci Universitesi Gérsel Sanat ve Gorsel
iletisim Tasarimi bélimiinde yiiksek lisansini tamamladi. 2008 yilinda Goldsmiths
Universitesi Glizel Sanatlar Béliimiinde ikinci yiiksek lisans egitimi icin Londra'ya tasindi.
Londra'da ve istanbul'da yasiyor ve calisiyor. Burcu Yagcioglu'nun pratigi desen, video,

kolaj ve resim gibi cesitli disiplinleri kapsar. Turler, doga ve kurgu arasi iliskileri ve degisimleri

arastiran calismalar tretirken gif animasyonlar, yemek kitaplari ve ansiklopediler gibi cesitli
gorsel sistemler ve triinlerle calisir. Enformasyon dolasimi, doga algilari ve verili kiilturel
hiyerarsiler calismalarinin odak noktasini olusturur. Son dénemde istanbul Modern,
Amerikan Hastanesi ve Sabanci Miizesi'nde karma sergilere katilan sanat¢i Ever Spring
Museum, Taichung, Tayvan ve Artvarium, Elgiz Cagdas Sanat Miizesi, istanbul'da kisisel
sergiler agmistir.

Burcu Yagcioglu was born in Istanbul in 1981. She studied BA in painting at Mimar Sinan
Fine Arts University and MA in Visual Arts and Visual Communication Design at Sabanci
University. In 2008 she moved to London to study MFA in Fine Art at Goldsmiths Collage.
She graduated in 2010 and she currently lives and works in London and Istanbul.
Yagcioglu's practice encompasses drawing, video, collage and painting. Her work explores
the interrelations, shifts and influences between species, natures and fictions. Working
with various visual systems and products, such as gif animations, cookbooks and
encyclopaedias, she creates works, which reflect on information flow, perceptions of
nature and given cultural hierarchies. Yagcioglu's works have been exhibited in many
galleries, instituions and galleries including Istanbul Modern Museum, American Hospital,
Sabanci Museum, Ever Spring Museum, Taichung and Elgiz Museum.
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