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Yenilgi Gunltgl ya da Kutsal Yenilgi | Ahmet Ergenc

Esref Yildinm daha 6nceki sergilerinde cesitli siddet
bicimlerine (bilhassa da devlet siddetine) maruz kalan
ama bunu ifade etme aygitlarindan yoksun figlrlerin
hikayelerini anlatmisti. Hic Kimsenin Oliimii ticiinci
sayfa haberi olarak gecilen 6lim haberlerine, Sagol ise
‘sipheli’ asker 6lumlerine ve Roboski’de oldirilenlere
ve bu baglanti tizerinden de vicdani reddin 6zgurlestirici
ihtimaline odaklanmisti. iki sergideki ortak hamle suydu:
algi mekanizmalarina ‘gérinmeyen’ olarak kaydedilen,
daha dogrusu kaydedilmeyen seyleri gorilir kilmak.
Dinyayi algi mekanizmalarinin yoénettigi ve politikanin
da en temel hamlesinin bir algi mekanizmasi insa etmek
oldugu distnuldigunde, algi mekanizmasina girmeyen
seyleri gostermek son derece politik bir hamle. Zizek
Siddet adli kitabinda, siddet yukll bir dinyada radikal
politik eylemi “distnilemeyecek olani dusuntlebilir
kilan” ve siddet mekanizmalarina yol acan disinme
biciminin kendisini bozan bir eylem olarak tanimliyor.
Buradan hareketle soyle de diyebiliriz: radikal politik
sanat gorilmez (ya da gorulemez) olani goérinir (ya da
gorulebilir) kilar.

Bu gorandr kilma hamlesini Esref Yildirnm’in yaptigi
portrelerde de gorlyoruz. Yaptigi bir portre Ermeni
yazar Zabel Yesayan’a ait, bir digeri Osmanli’daki
ilk feminist olusumun kurucusu Nezihe Muhiddin’e,
digeri de Cumbhuriyet yazininda ‘kaybolan’ ilk kadin
yazarlardan Vildan Uzel'e. Bu U¢ figir de resmi
tarihten silinmis figirlerdir. Yesayan etnik coklugu yok
sayan milliyetciligin, Nezihe Muhiddin erkek-egemen

politik aklin, Vildan Uzel ise yine erkek-egemen
kultirel  kanonun  kurdugu algi-mekanizmasinin
disinda kalmistir. Bu figurler bir ‘disunsel’ siddetin
magdurudurlar. Buna, yine Zizek’ten alinti yaparak
‘sistemik siddet’ de diyebiliriz. Sistemik siddet, gozle
gorulur siddetten daha sinsi bir mekanizmadir, sistemin
isleyisinin drettigi daha goérinmez ve daha yaygin bir
siddet taridar. Bir anomaliden ¢ok sistemin dogal bir
sonucudur, bu nedenle de ‘gérinmez’ olmasi hi¢ zor
degildir. Bu portrelerin buyik 6lcekli olarak yapilmasi
da bu yok sayma siddetini, bu sistemik siddeti gérinar
kilma cabasina fiziksel bir yogunluk da katiyor.

“Gorinmeyeni gosterme” hamlesi ve siddete
odaklanma egilimi “Yenilgi Gunlugu” adli bu sergi icin de
belirleyici konumda. Adini Turgut Uyar’in siirinden alan
sergide, yine bilhassa da devlet siddetine maruz kalan
ama maruz kaldigi siddete esdeger bir ifade giiciine
sahip olmayanlarin temsilleri var. Kisisel tarihi bir
devlet siddeti tarihcesi gibi olan Veli Saclk’in bir eylem
esnasinda ofkeyle haykirirkenki halinin ya da Silopi'de
bir akrep aracinin bir evin duvarini yikarak iki cocugun
o6lumune yol agcmasini gosteren resimler, bu serginin
guincel-politik ajandasini  olusturuyor. Ozellikle de
Silopi’deki yikik evin temsili, Martha Rosler’in 1960’larda
Vietnam savasina dair yapti§i isleri hatirlatiyor. “Savasi
Eve Getirmek” adli bir dizi iste Rosler, ideal Amerikan
ev manzaralarinin icine savas goruntulerini koymus
ve bu kontrast icinde, gorinmeyen bir savasl asiri
gorundr kilmisti. Tarih tekerrtr ederken, Rosler yillar

Zabel Yesayan (2014)
Tuval Gzerine karisik teknik / Mixed media on canvas
210x 128 cm



sonra benzer bir ¢calismay! Irak savasi icin yapmisti.
Esref Yildirnm’in Silopi resminde ise savas sanatc¢inin
muidahalesine gerek kalmadan ‘eve gelmis’ durumda,
tek yapilan sey bir haber gorselini tabloya donistiirmek.
Sergideki bu siddet ajandasina katledilen bir geyigin
ya da vingle yerinden sokilen bir agacin gorintisi
de eklenince, buradaki politik hassasiyetin cergevesi
tamamlaniyor: insana, hayvana ve dogaya uygulanan
siddetin temsilleri ya da insanmerkezci, militer ve
erkek egemen ‘liberal’ kapitalizm ile ling egilimli bir
milliyetciligin birlesmesinin feci sonuclari. Bu temsiller
aslinda isin ‘yenilgi’ kismini, reel-politik dizlemdeki bir
nevi ‘caresizlik’ hissini olusturuyor. Fakat bu sergide,
onceki sergilerde o kadar da belirgin olmayan bir Gtopik
ihtimal ya da kurtulus ihtimali daha var. Bu ihtimal de
“yenilgi guinltgu”’nd bir “kutsal yenilgi’ye donasturiyor.

Kutsal yenilgi lafi, Turgut Uyar’in siirinin en sonunda
karsimiza cikiyor ve Uyar’in siirinin her ne kadar
karanlik ve teslimiyetci gibi olsa da, bir Utopik ihtimali
barindirdigini agikca gdsteriyor. Uyar’in siirinde bu
utopik ihtimal zaten hep vardir. Once disariya isaret edip,
bogucu siyasi (ya da kiltirel) manzarayi gdsterip, sonra
icerideki ya da disaridaki bir oteki bolgeye, bir kurtulus
ve ferahlama ihtimaline isaret etmek Turgut Uyar’in
poetikasinin bir parcasidir.  Geyikli Gece’de buyulu
ormana kagis (“gider geyikli gecede uyurduk”) ya da
Blyiik Saat'te uygarligin saatini birakip evrenin saatine,
blyuk saate gecis (“ben glines saati kullaniyorum”) gibi.
Ya da Tel Cambazinin Tel Ustiindeki Durumunu Anlatan
Siirdir'de “benim bir gizli bildigim var” diye bir ulasilmaz
ic bolgenin ilan edilisi gibi. Boyle bir Gtopik yon olmasa
magduriyetci bir arabesk tona saplanir kalirdi o poetika.

Esref Yildirim da Turgut Uyar’in yaptigi gibi 6nce bogucu
manzarayi gdsteriyor ve sonra bir ttopik ihtimale isaret
ediyor. Galerinin bir duvarini kaplayan orman manzarasi
bu Gtopik ihtimalin alanini olusturuyor. Sagaltic

bir kurtulus olarak dogayla temas. Bu manzaranin
Ustiinde birkag vyaprakla birlikte uyuyakalan (bir
anlamda yapraklari ‘yastik yapan’) birini gosteren kisa
video bu kurtulus ihtimalinin gostergesi. “Haberlere
Bakamiyorum” adh videodaki figirin bir agaca
sarilmasi (ve bir orman havyani gibi orada kalmasi) yine
uygarhgin karsiti olarak, bir uygarlik-éncesi manzaraya
siginma ihtimalini ifade ediyor. Anarko-primitif bir siyasi
bakisin yansimasi olarak da goértlebilir bu. 90l yillarda
¢clkan A-Politika adli ‘anarsist’ dergide savunulan
haklardan biri de ‘haber almama’ 6zgurliguydi. Eger
‘haber’ denilen sey ideolojik bir anlatiysa, ki dyle, haber
almayi reddetmek, ‘prefer not to’ diyen bir katip Bartleby
politikasi sergilemek de Utopik bir hareket olabilir.

Bu politik durus ve uygarlik hallerinden dogaya dogru
gegcisin icerdigi ‘sekiler panteizm’ aklima uzak bir
baglantiyla Allen Ginsberg’d ve meshur Uluma’sini
getiriyor. Uluma'da feci bir uygarhk Kkrizini, Molok
adini verdigi endustriyel-askeri kontrol makinesinin
kotaluklerini kayda gegirdikten sonra, her seyi, burnu
bir kutsal ilan etmisti Ginsberg: "Her sey kutsaldir!
Ruh kutsaldir! Deri kutsaldir! Burun kutsaldir!” Ve bu
kutsalligi gozetmeyen her sey de endustriyel-askeri
canavar Molok’un bir parcasi olmaya adaydir. Kutsal
yenilgi, bdylece Ginsberg gibi edebiyatcilarin 60’larda
surdurdugu radikal ve Utopik politikaya baglaniyor.
Bunu isterseniz Molok’un yerine ‘abluka’yl koyarak yine
Turgut Uyar’abaglayabilirsiniz. Bliylik Ev Ablukada’da su
dizeleri goriyoruz: “Asfalti biz doktik biz onardik degil
mi / Yapilari on iki katli yapmak bizim akhmizdi (Abluka
burada basliyor ¢unkt).” Bu abluka halinin kodlarini
¢ozmek, olagan gibi gorinen (ya da olaganlasan)
uygarlik manzaralari igindeki krizi gostermek, politik
sanatin olmazsa olmaz bir parcasidir herhalde. Ozellikle
de dev insa faaliyetinin biitin yasam alanlarini ve olasi
kacis alanlarini kaplamaya basladigi bugtnlerde.

Esref Yildirm’in iglerinde ‘buginin kaydinr
tutmak (ve kayda girmeyenleri kayda almak) 6nemli bir
yer teskil ediyor. Glncel halin ister istemez bakan kisiyi
maruz biraktigi siddetli gériintti ve seslerin ‘buyutulmas’
ya da vurgulanmis kaydi bu tutumun énemli bir parcasi.
Ama dedigim gibi, bir de alternatif kayit meselesi var.
Guncele ve medyaya teslim olmayan, diinyaya dair kendi
okumasini sunan (ki Jacques Ranciere’e gore butin
sanatsal midahaleler ‘dinyanin bir okunusunu’ sunar)
bir kayit. iste bu kayit cabasi sergide “Yenilgi GUnlugu”
adini taslyan uzun bir oérgi-serite donusiyor. Uzerine
iplerle cimlelerin islendigi bu serit, disaridaki ablukaya
verilmis bir i¢c-cevap gibi. Sergi boyunca devam edecek
meditatif bir yogunlasma seridi olarak da gorilebilecek
olan bu is, kendi alanini ve kendi sentaksini yaratiyor.
Bu acidan, Agnes Richter’in ceketiyle uzaktan bir
akrabalia sahip. 1890’da ‘akil hastanesi’ne kapatilan,
eski bir terzi olan Richter bir ceketin Usttine ginligini
islemis, sabirla, tek tek. Ve sonucta ortaya ‘okunamaz’
kelimelerden olusan bir tuhaf yazit ¢cikmis. Bir art-brut
koleksiyonerinin ‘kesfettigi’ bu ceket artik ‘okunamaz’
ve ‘yoruma kapall’ bir sanat objesi olarak sanat
tarihine gecmis durumda. Richter’in bu ‘bozuk’ hamlesi
ablukaya ya da Foucault’'nun ‘biyidk kapatiima’ dedigi
seye verilmis bir yaratici cevapti: kapatma hamlesinin
ulasamayacag! yerler ve okuyup yargilayamayacagi
cumleler de vardir. Esref Yildinrm da bu ulasilamayan
muphem ve gizli alanlara isaret ettigi icin, var olani
gostermekle kalmayip, baska ihtimali de sezdirdigi
icin cok katmanl bir politik durus gosteriyor. Yenilgi
s6zcugundeki pesinen-maglup, kendine-kapali ton da
bdylece yerini Gtopik bir ferahlama ve acgilmaya birakiyor.
Sozclkler de imajlar gibi esnektir, nemli olan onlari
nasil bir anlam cercevesine yerlestirdiginizdir.

Sergide bir gunltk daha var: “Toplandilar” adli
bu defterde bir his ortakliginda birlesenlerin ctimleleri
toplaniyor. Toplanma lafinin, Turgut Uyar’in siirinde

cagristirdigi ruh ve fikir ortakhgr kurma, disaridaki
tehdide karsi bir i¢ kalkan olusturma hissi bu gunlik
vasitasiyla sergiye de sizmis oluyor. Sevim Burak’in
belirsiz ve korkutucu gulclerin istilasini (ya da Yasa’'nin
sembolik diizeninin baskisini) belirsiz bir uzamda ve dili
bozarak anlatti§i ilk kitabi Yanik Saraylarda ‘geldiler’
lafi Grkdtlcu bir isaret olarak tekrarlanir. Buradaki
‘toplandilar’t o ugursuz ‘geldiler’ kelimesinin karsiti, o
siyasi-kultirel-tarihsel bogulma hissinin telafisi olarak
okumak da miumkin. Serginin yaptigi sey de bodyle bir
sey zaten: siddetin tasiyicisi olan kuvvetlerin ‘gelisine’
karsi bir ¢ikis intimali gostermek. ice kapanip kelimeleri
bir seride islemekten, ormanin ferahhgina dogru
gitmeye, bir ajaca sarilmaya ya da yapraklarla uyumaya
kadar uzanan bir c¢ikis ihtimali. Utopik siyasetin (giiya)
tikendigi bu glya ‘post-politik’ cagda kicik Utopya
ihtimallerini bdyle sakince gdstermek 6nemli bir hamle.
Yenilgi gunlugundn teslimiyetci ¢agrisimlarinin icinden
bir kutsal yenilginin, medya ve devletin hegemonik
goblgesinin icinden bir ‘geyikli gece’ ihtimalinin ¢ikmasi
bu hamle sayesinde mumkin oluyor.



Nezihe Muhiddin (2014), Tuval Uzerine karisik teknik / Mixed media on canvas, 194 x 148 cm

Diary of Defeats or the Holy Defeat | Ahmet Ergenc

In his previous exhibitions, Esref Yildinrm narrated
stories of those who had been exposed to various forms
of violence (in particular, state violence) but remained
with no means to express it. Nobody’s Death focused on
the third page news (coverage about forensic incidents
such as murders and accidents in the third page of
mainstream Turkish newspapers) whereas Salute!
addressed cases of ‘suspiciously’ died soldiers and
the Roboski victims (Kurdish villagers killed in the air
bombardment of the Turkish armed forces in 2011), at
the juncture of which Yildirim questioned the liberating
possibility of conscientious objection. The repeated move
of these exhibitions was to make visible what is recorded
as ‘invisible’ or, rather, what is not recorded within the
mechanisms of perception. Considering the fact that the
world is governed by these mechanisms of perception
and that the most fundamental effort of politics is to
build perception mechanisms, disclosing things that
are excluded from these mechanisms of perception is
an utterly political move. In Violence, Zizek describes
radical political action in a violence-ridden world as the
one which “makes the unthinkable thinkable,” subverting
the very form of thought that produces mechanisms
of violence. In a similar vein, we can claim that radical
political art renders the invisible (or imperceivable)
visible (or perceivable).

Such a move to make visible can also be observed in the
portraits by Esref Yildirm. In one of them he depicts
Zabel Yesayan, an Armenian writer; in another Nezihe

Mubhiddin, founder of the first feminist organization in the
Ottoman Empire; and yet another Vildan Uzel, one of the
first female writers who got ‘lost’ in the literature of the
Republican era. These three figures are all erased from
the official historical narrative. Yesayan was excluded
by the nationalist discourse which denied recognition to
ethnic plurality, and Nezihe Muhiddin by the patriarchal
political mind, while Vildan Uzel was left out of the
mechanisms of perception of a male-dominated cultural
canon. These figures are victims of an ‘intellectual
violence. Or with reference to Zizek once more, we can
call it ‘systemic violence.” Systemic violence functions
in a more insidious way than overt violence. It is a less
visible and more generic form of violence produced as
a function of the system. Because it is a natural result
of the system, and not an anomaly, it is not difficult for
it to remain ‘invisible.” The fact that these portraits are
produced on large scales also adds physical intensity to
the effort to expose the systemic violence of denial.

The endeavor for “showing the invisible” and tendency
to focus on violence are also crucial for this exhibition
titled “Diary of Defeats.” Taking its title from Turgut
Uyar's poem, this exhibition includes representations
of those who are exposed to state violence and deprived
of the power of expression that might be equivalent to
the violence they are exposed to. Works showing Veli
Saclilik, whose personal history is like a history of state
violence, screaming out with anger during a protest, or
the depiction of an armored police vehicle in Silopi—



destroying the wall of a house, and killing two children
inside—give this exhibition its current political agenda.
Especially the image of the destroyed house in Silopi
echoes Martha Rosler's work about the Vietnam War in
the 1960s. In a series of work called "Bringing the War
Home," Rosler inserted war images into idyllic American
domestic scenes and made an invisible battle visible by
the resulted contrast. History repeating itself, Rosler
created a similar work years after the original one, and
this time focusing on the Iraq War. As to Esref Yildirim's
Silopi image, the war is already ‘at home’ without artist’s
intervention; the only thing he does is to transform a news
image into a painting. Through adding further images into
the exhibition’s agenda of violence, such as of a mauled
deer or a tree removed from the ground by a crane, the
framework of the prevailing political sensitivity is fully
formed: we witness the representation of violence towards
humans, animals and nature, or the tragic results of
merging the human-centered, militarist and patriarchal
‘liberal’ capitalism with nationalism inclined to lynching.
These representations constitute the ‘defeat’ part of the
exhibition and the sense of ‘helplessness’ somehow on
the level of politics. However, the exhibition also offers
a utopian possibility or a possibility of emancipation in
a more explicit way than the previous exhibitions. And
this possibility turns the "Diary of Defeats" into a "Holy
Defeat.”

The term ‘holy defeat’ appears towards the end of Turgut
Uyar's poem and clearly indicates that Uyar's poetry,
though quite dark and submissive, contains a utopian
possibility. This utopian possibility is already out there in
Uyar's poem. A constitutive part of Turgut Uyar’s poetics
is to point outwards at first and display the suffocating
political (or cultural) landscape, and then to bring into
focus an alternative zone inside or outside whereby a
possibility of emancipation and relief is present. Such is
the case with the escape to a magical forest in Geyikli

Gece [The Deer Night] ("we’d take off to sleep inside the
deer night"), or with Blylik Saat [The Big Watch] where
the chronometer of civilization is abandoned in favor of
the big, cosmic watch (“I'm using the sun watch”). Or still
with Tel Cambazinin Tel Ustiindeki Durumunu Anlatan
Siirdir [So Is the Poem Telling the Situation of the Walker
on the Tightrope] in which the protagonist claims an
unreachable inner zone, saying “there is a secret that
I know.” Without such a utopian aspect, Uyar’s poetics
would get stuck in a victimized, arabesque tone.

Just like Turgut Uyar, Esref Yildirim discloses at first
the suffocating landscape and subsequently designates
a utopian possibility. A forest view covering an entire
wall of the gallery provides a space for this utopian
possibility. Here, contact with nature is presented as a
therapeutic salvation. Above this view, a short video of
a person sleeping among a few leaves (or making the
leaves his ‘pillow’ somehow) is a sign of this possibility
of emancipation. The figure in the video “I Can't Stand
The News” wraps his arms around a tree and remains
there like a forest animal. It conveys the possibility of
taking refuge in a pre-civilization landscape, one that is
opposed to civilization. This act can also be regarded as
a reflection of an anarcho-primitive political view. ‘The
freedom of not receiving news’ was one of the rights that
were defended in A-Politika—an ‘anarchist’ magazine
published in the 90s. If what we call ‘news’ is in fact an
ideological narrative (which it is) it can well be a utopian
act to refuse receiving news, so much in line with Bartebly
the Scrivener politics of “I prefer not to.”

This political attitude and the ‘secular pantheism’ that
is contained within the transition from civilization to
nature brings to my mind, as a distant reference, Allen
Ginsberg and his famous work Howl. In Howl, Ginsberg
lives through a tragic civilization crisis and moves on
to declare everything, including the nose, holy. After

Vildan Uzel and Her Family (2016)
Tuval Gzerine karisik teknik / Mixed media on canvas
160 x 210 cm
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registering the evil of the industrial-military control
machine named Moloch, he declares: “Everything is
holy! The soul is holy! The skin is holy! The nose is holy!”
Anything that denies this holiness may easily be a part
of this industrial-military monster named Moloch. The
concept of holy defeat thus gets connected to the radical
and utopian politics pursued by writers of the 60s such
as Ginsberg himself. And you can smoothly alternate this
if you like, with Turgut Uyar’s work, simply by replacing
the term ‘Moloch’ with ‘abluka’ [blockade]. In his poem
Biylik Ev Ablukada [Big Home Under Blockade] we
read: “We paved the asphalt and we fixed it, didn’t we/
It was our idea to build structures with 12 floors (since
here’s where the blockade starts).” Decoding this state
of being under blockade and revealing the crisis within
the ordinary (or naturalized) scenes of civilization
are perhaps the indispensable parts of political art.
This is especially important nowadays, when gigantic
construction projects have begun to take over all free
space and possible escape routes.

Keeping a ‘record of the present’ (and recording
things which left unrecorded) is given a key place in
the works of Esref Yildirim. An important part of this
approach is the ‘magnified’ or accentuated recording of
violence-laden images and voices to which the onlooker
is unavoidably exposed by available circumstances.
As | put previously, though, we should also consider
the question of alternative recording. A recording that
doesn’t surrender to the news cycle and the media, one
that presents its own reading to the world (after all, every
artistic intervention presents “a reading of the world”
according to Jacques Ranciere). So in the exhibition,
this recording effort becomes a long knitted rope titled
“Diary of Defeats." The rope, on which the sentences are
embroidered in thread, is like an internal response to the
external blockade. This work can be seen as a meditative
rope of concentration that pervades the exhibition. It

creates its own space and syntax. In this respect, it has a
remote resemblance with Agnes Richter's jacket. Richter,
an ex-tailor detained at a mental institution in 1890,
stitched her diary on one of her jackets with patience,
word by word. The result was a strange epigraph of
‘unreadable’ words. This jacket ‘discovered’ by an art-
brute collector is now included into art history as an
‘unreadable’ and ‘uninterpretable’ art object. Richter’s
‘distortive’ act was a creative answer to the blockade or,
as Foucault puts it, to the ‘Great Confinement:’ there are
places that can’t be reached by confinement and there
are sentences which it cannot read and judge. To point
out these unreachable, ambiguous and hidden zones,
Esref Yildinm not only discloses what already exists,
he also hints at other possibilities and thus presents a
multi-layered political attitude. The pre-defeated and
self-contained tone of the word ‘defeat’ leaves its place to
a utopian relief and opening. Since words are as flexible
as images, what is important is how you place them in a
framework of meaning.

There is also another diary in the exhibition: sentences
connected through an affinity of feeling are compiled in
the notebook titled "Toplandilar” [They Got Together]. In
Turgut Uyar’s poetry, the feeling that arose from building
a spiritual and intellectual affinity as well as forming an
inner shield against the threatening exterior world is
resonated in the word ‘getting together’, and what leaks
into the exhibition through this diary is exactly this feeling
as such. In her first book, Yanik Saraylar [Scorched
Palaces], Sevim Burak describes the invasion of obscure
and frightening powers (or the pressure of the Law’s
symbolic order) in an ambiguous space and with a style
that defies language. In the book, she repeatedly uses
the expression ‘they arrived’ as a dreadful sign. ‘They got
together,” though, can be read as the exact opposite of
that eerie ‘they arrived,” as the recovery of that political-
cultural-historical feeling of suffocation. The exhibition

moves in an analogous way: to present a possibility of
the way out against the ‘arrival’ of violence-ridden forces.
A possibility that might be followed in getting remote
and stitching words to a rope, heading towards the
freshness of the forest, holding a tree or sleeping among
the leaves. In the current ‘post-political’ era where the
utopian politics has (supposedly) come to an end, figuring
out these minor possibilities in such a serene way is a
critical move. And it is this move by which a ‘holy defeat’
may flourish from within the submissive ties of the ‘diary
of defeats’ and the ‘deer night’ may arise from within the
hegemonic shadow of media and the state.



"oyle saniyorum her sey biter
bir dogurgan htcre ve
bir yanlislik daima kalir.”

Turgut Uyar, Yenilgi Ginlugu




"beklemek bir tepenin mutlulugunu
bir acinin yakip gecmesini beklemek..."

"To wait for the bliss of a peak
To wait for the sting of a passing hurt..."
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"Toplandilar"” (They Got Together)

Kolektif giinlik / A collective diary,

Yazarlar / Authors: Asli, Ozan Ezgi Berberoglu, Erol Ciftci,

Enis Malik Duran, Gilen Eren, Ceren Findik, Esra Saglik, Serden Salman,
Tugba Surmeli, Pinar Tasyumruk, Pelin Temur, Umut, Elif Yildirim.

“gacesizlik degil yenilgi. ([soncadan dudlecek)
heckesin iginde yirekle bulustugu bir yerdi™®

*Tucgut Uyas "Yenilgl Gunlogo”

gikacdify suzd yedigd 3 aanlf!lll sireydl, Biz de
oldukca eglendic Hayat delu, iginden hayat Figkiran,
bieir bicir kGguk sevipld bir sey sonugta_ Evlerine
kadar ¢ylik ptbim, sonca gitmem gerektigini soyledifimde
tke bicazeik UzQlud, ema iki dakika sonra kesin
kamik bir ‘seyler yepsrstic- En azindan Benim ganimo
guzellesticdl, daha oo olsun
fiplomam nazicmig, mektup geldi
GOlen: Bugdnm gocuk Zand
Gocukiarda konuguyorus biz
Esimis bu
Unuf disinda: 0a arada gizim

atélye. steda sv. acade Ofretmencilik
Hae ghinun gorkis ayct  selodiyl titturmall’
Cecen: degizimin habercisi  tutkolu digler, . kalemin
dugh. kagido sevdali- comantize ciddiyef ‘bic kenaca
atiisiy dedisten. manik, cogkulu.

Esra: hadi. solgun pembz suf. yumugak, acaba byku
koku i

Pinar: Sabanh erkenden halktim, digacida beden dersi
yaptik

Paglar her zamanki gibl konusuyerde, yetam bucass Halim
simdilerde bir bebek kokusu, bir 12lik hucast

Enis: Siinag we bulut

Duna{ dinya, her gey hereket ediyor Sanirim igimde Bif
dongdyy kirmak Orereyim Insan tekduzeligl sdviyer.
Ancak Bir geyl sevdifinds hem olumbu hem olumsuz
yanlarinl aliyorsun. 80 sonbahac-kirsiliyor. :

gicar panikle
flra: susarak

Dzan: Insanlaca istemsdigimi dasdir soylememellymigim
Herkes iyimser bic 1ki yozldlek oneclyor Gergelte
olmayon seyleri oumaai, istemedifim gevlec: gilUmsayezek
vabul acmemi istivoer Kim Gdeyecek sonra od 1yimser
dinyanin fatucasini, Ben -Seni kitmamak igin iatekiecin
kabul ettifim sorece ben istemedifis bir jeyl yaparak
pedel OdUyorum. Bunu benden Litesgyin Karanlik bir geco
lstiyorum gimdi ve deliksiz bir ovyiu, Ldtfen

Erol: Asik aldugum raman, keybetmekten korktugusda. bas
uuatevaESSJI hlguauxvla-knrsylaslrfﬂﬂ keﬂﬂiﬁ‘f‘:i:ii““
bir geylsr dusinmeys gzligiyorum “Radin k‘v;ﬂ:tln
giyip makyaj ysptidimy nayAl stmek®. bent na veE
rahatlamamy sagliyec. Filri unutmuyorum NG SRNEE

ne ben kadin, el ele yurudok salaricakll parktd




"basarilmamis bir gegcmisten artakalan saskinlik
simdiki ¢iplak. yari aydinlanmis bir duvardaki
bir yenilgiden cikarilmis bir deney. bir yashlik"

" the leftover bewilderment of an unachieved past
the nude of today. on a wall dimly lit
an experiment dredged from failure. A senescence”



Tepe 9/ Hill 9 (2017), Tuval tzerine karisik teknik / Mixed media on canvas,120 x 200 cm

Yenilgi Ginligi / Diary of Defeats (2017), Orlon iplik / Acrylic rope, Degisken boyutlarda / Variable dimensions
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epe 9 / Hill 9, 2017 (detay/detail) /
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Tepe 7/ Hill 7 (2017), Tuval tzerine karisik teknik / Mixed media on canvas, 80 x 140 cm

Tepe 8/ Hill 8 (2017),Tuval uzerine karisik teknik, diptik / Mixed media on canvas, diptych, 80 x 40 cm (her biri / each)



Tepe 5/ Hill 5 (2017), Tuval Gzerine karisik teknik / Mixed media on canvas, 50 x 65 cm

Tepe 6 / Hill 6 (2017), Tuval Uzerine karisik teknik / Mixed media on canvas, 70 x 60 cm




Tepe 3/ Hill 3 (2017), Tuval Uzerine karisik teknik / Mixed media on canvas, 25 x 35 cm

Tepe 4/ Hill 4 (2017), Tuval Uzerine karisik teknik / Mixed media on canvas, 50 x 60 cm



Tepe 2 / Hill 2 (2017), Tuval Gzerine karisik teknik / Mixed media on canvas, 24 x 18 cm Tepe 1/ Hill 1 (2017), Tuval Uzerine karisik teknik / Mixed media on canvas, 18 x 13 cm
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At least forty-five people have lost their lives.

Bilanco / Balance Sheet (2017), Video yerlestirme / Installation, Degisken boyutlarda / Variable dimensions (Video: 12’45”"), Ed. 3+ 1 A.P
Video : Kayhan Kaygusuz

"ciliz cocuklara havalardan 6gutler atarak
ve 60 bin ile 70 bin arasinda bir sayida
Olumler atarak

uygundur"

" lofting down admonitions to the skinny kids
and deaths

of a number between 60 and 70 thousand

it befits me"

at least thineen people lives

Fourty-one people have lost their lives.

One hundred sixty three people from poisining have lost their lives.




"uzayip gelen resimlerin karanhgindan
ve rumeli beylerbeyinden

ve taksitle satislardan

kurtulmak.

kurtulmak!"

"to be rid.

of the darkness of paintings that drag onto now
and the governor of rumeli

and of payments in installments;

To be rid!"

Gelir-Gider Guinliigti / Accounting Book (2017)
Kagit tizerine karisik teknik / Mixed media on paper
21,5x31,5x5¢cm




