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ilk Raunt First Round Marcus Graf

Turkiye'nin 6nde gelen 6zel sanat koleksiyonlarindan biri
olan Banu - Hakan Carmikli Koleksiyonu; 30 yildan fazla
bir stiredir uluslararasi ve yerel cagdas sanat tretimlerini
organik ve tematik bir baglam isiginda bir araya getirerek,
kavramsal ve bicimsel acidan derinlesme serivenine
devam ediyor. ilk Raunt; sosyo-politik meseleleri odagina
almis 68 Turkiyeli sanatcinin, farkli estetik anlayislariyla
cesitli disiplin ve medyumlarda imza attiklari 80'e yakin
yapit araciligiyla, koleksiyona dair kapsaml bir izlenim
edinme firsati olusturuyor. Pentlr, desen, fotograf, video
ve enstalasyonlarin yan yana getirildigi secki, Turkiye'deki
guncel sanat pratiginin ge¢cmisine ve bugtinine dair bir anlati
sunuyor.

Koleksiyoncunun kiiratérlagini Gstlendigi ilk Raunt,
Turkiye'de cagdas sanatin gelisimini yansitmasinin

yani sira buglinin sanatina ev sahipligi yapmanin
zorluguna dair bir yolculugu temsil eden niteligiyle, klasik
koleksiyon sergilerinden ayriliyor. Sergi, glincel Uretimlere
odaklanmasinin yaninda, kariyerlerinin basindaki geng
sanatgilar ve sanat Uretim pratikleri 1980'lere kadar
uzanan Turkiyeli sanatgilari tek bir ¢cati altinda topluyor. Bu
dogrultuda, 80'li yillarda Turk sanatinin gecirdigi evrimde
dnem taslyan tecrtbeli sanatgilarla, kariyerlerinin basinda
olan geng sanatcilarin calismalari yan yana sergileniyor.
Cesitli disiplinlerden ve farkli medyumlar ile Gretilmis
yapitlara ayna tutan sergi, ulusal sanat sahnesindeki farkli
sanatsal yontem ve séylemleri de ele aliyor.

Sergi; siirselligin politikayla, bireyselligin toplumsallikla
karistigl kavramsal bélimlendirmelerden olusuyor. Kimlige
iliskin meseleler, feminizm, sosyo-politik ve jeopolitik konulari
ele alan eserler, Galata Rum Okulu'nun dért katinda farkli
odalarda sergileniyor. izleyici ise, her katta ve her odada
Turkiye'de cagdas sanatin ge¢misinden ve bugininden
calismalari bir arada goérebiliyor. Yer ve zaman kavramlarina
atifta bulunarak, izleyiciyi sanat tarihinde yolculuga cikaran
ilk Raunt, estetik acidan dikkat ceken ve diisiinsel baglamda
gUclu guincel yapitlarla iliski kurabilme firsati olusturuyor.
Sergide yer alan pek cok yapit, ilk kez bu sergi kapsaminda
istanbul'da kamuya acik bir sekilde gésteriliyor. Sergi, icerdigi
cok sayida sanatgl ve yapitin yani sira, sergilenen yapitlarin
geleneksel olmayan, radikal yapisindan 6turu zorlayici, hatta
kimi zaman kavramasi gug olarak algilanabilir. Ancak, her ilk
raunt gibi, bu sergi de Turkiye'deki glincel sanatin etkileyici ve
ilgi cekici dunyasinda kompleks ve ¢cok katmanl bir arayisin
baslangici olma anlayisini tasir. Bu baglamda sergi, sanati
kesfetme ve koleksiyon yapma serlveniyle benzerlik gosterir.
Tipki bir sonraki b6limun neler getirecegini bilemediginiz,
farkli odalarin bilinmeyene giden yolu sekillendirdigi, her
seyin mumkun oldugu ve hicbir seyin gérindugu gibi
olmadigy, sonu olmayan bir hikaye gibi. Biri zili mi ¢aldi? Bu,
ilk rauntun habercisi.

Presenting 95 works by 75 Turkish artists from the Carmikh
Collection, First Round means a chance to get an insight

in the collection as well as in the history and present of
contemporary art in Turkey. For over 30 years, the Carmikli
Collection brings together international and Turkish artists in
a pluralist mix of disciplines, media and aesthetics. Focusing
on socio-political matters and consisting of artists from
different generations and countries, it counts today among
the leading private art collections in the country. First Round
is more than a classic collection exhibition, as it is curated
by the collectors with the aim to reflect on the development
of contemporary art in Turkey as well as on their journey
through the challenging world of collecting today's art.

Besides having a focus of the current production, the show
presents Turkish artists, which were already important for its
evolution back in the 1980’s next to young ones that stand at
the beginning of their careers. Also, through the selection of
various disciplines and media, the show mirrors the variety
of artistic methods and strategies within our scene. So,
ranging from painting and drawing to photography, video
and installation, First Round gives an insight in the richness of
contemporary art's practice.

The show is divided into numerous conceptual divisions,
where poetics meet politics and the personal merges with
the social. Artists dealing with identity issues and matters

of feminism as well as socio-, and geo-political topics are
displayed in separate class-rooms over the four floors of the
Private Galata Rum School. From floor to floor and room to
room, the exhibition visitor can walk through the history and
present of contemporary art in Turkey. Like a path through
the story of art or a journey through space and time, First
Round opens-up the chance to get in touch with aesthetically
appealing and intellectually challenging works of today's art.
The pieces of the collection will be shown publicly for the first
time within a coherent exhibition. So, just like first rounds in
life and every beginning of an interpersonal process, visitors
will have the possibility to widen their intellectual horizon

as well as enrich their knowledge about contemporary art.
Due to the high number of artists and artworks as well as the
unconventional and radical being of the presented pieces,
the exhibition can appear as overwhelming and sometimes
even be difficult to grasp. Though, like every first round,

the show understands itself as the start of a complex and
multilayered quest through the fascinating and rewarding
world of today’'s art in Turkey. In this sense, the exhibition
resembles the adventure of discovering and collecting art.
Like the beginning of a never-ending story, where you never
know what the next chapter will bring, the different rooms
form a path into the unknown, where everything is possible,
and nothing is as it seems. Did someone ring a bell? That is
the signal for the first round. So, let the match begin!
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1. Hakan Onur
Tiirkiye/Hayat Agaci
2000

MDF tahtasi, Isikli hortum
lamba

137x309x2,5cm
Turkey/Tree of Life
2000

MDF, led
137x309x%x2,5cm

6. TUNCA

Arca ll

2017

Asitsiz kagit Uzerine fizen
99 x199,5cm

Arca ll

2017

Charcoal on acidfree paper
99x199,5cm

11. Halil Altindere
Homeland

2016

HD video

9'48"

2. Firat Engin
Anavatan
2017

Yatak, Neon
190 x 140 cm
Homeland
2017

Bed, Neon
190 x 140 cm

7. Antonio Cosentino
Atilgan

2018

Teneke, pleksiglas
305x100x 120 cm
Bold

2000

Tin, Plexiglass
305x100x 120 cm

12. Guido Casaretto
Monte Grigio

2017

Keten Uzerine akrilik
ve yagliboya
335x160x 70 cm
Monte Grigio

2017

Acrylic and oil on linen
335x160x 70 cm

3. Guines Terkol
Evim Kalbimdir
2017

Kumas Gzerine dikis
200 x 300 cm
Home is my Heart
2017

Stitch on fabric

200 x 300 cm

E:;'.:;ﬁ., ST
EEE}&.;'

8. Sarkis

Interpretation

Ulrich & lise Kénigs Opus
No.1

2010

Kagit Uzerine suluboya, neon
132 x200 cm
Interpretation

Ulrich & lise Konigs Opus
No.1

2010

Watercolor on Paper, Neon
132 x 200 cm

~
T
s

Ed
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13. Manolya Celikler
Help

2016

Harita Uzerine dikis
Degisken boyut

Help

2016

Stitch on map
Variable dimension

4. Ahmet Duru
Dipsiz Bir Kuyu
2017

Karisik malzeme
16 x21 x40 cm

A Bottomless Pit
2017

Mixed media
16x21 x40 cm

5. TUNCA

Kras Kras

2017

Kuzgun padalyasi, demir
dokim gaga

Kras Kras

2017

Stuffed Raven

9. Serkan Demir

Yol Hazirhig

2017

Seramik form ve cuval
23x23x20cm

Road Trip

2017

Ceramic form and sack
23x23x20cm

14. Mehmet Giileryuz
Cadir

2016

Kagit Uzerine ekolin
50x 70 cm

Tent

2016

Ecolin on paper

50 x70 cm

10. Volkan Aslan

To Leave or To Stay
2017

Karisik teknik
Degisken boyut

To Leave or To Stay
2017

Mixedmedia
Variable dimension

15. ipek Duben

Sinir

2013

Sentetik ipek Uzerine foto
transfer, ahsap, tel, iplik
43 x 288 cm

Border

2013

Mixedmedia

43 x 288 cm

16. Bedri Baykam
Danton Kanini Bos Yere
Kaybetmedi

1985

Tuval Gzerine karisik teknik
150 x 210 cm

Danton Has Not Vainly Bled
His Blood

1985

Mixed media on canvas
150 x 210 cm

21. Metin Celik
Post-Apocalyptic

2017

Tuval Uzerine yaghboya
Kagit Uzerine fluzen
90 x 180 cm, 25 x50 cm
Post-Apocalyptic

2017

Oil on canvas

Charcoal on paper

90 x 180 cm, 25 x50 cm

26. Serra Behar
isimsiz

2016

Ecza dolabi, tesbihler
60x40x 15cm
Untitled

2016

First-Aid Chest
60x40x15cm

17. Ferhat Ozgiir
Demokrasi Kulesi
2017

Secim sandiklari, metal raf

130 x 284 x 127 cm
Tower of Democracy
2000

Ballot box
130 x 284 x 127 cm

22. Hera Buyiiktasc¢iyan
The Invisibles - Box
2013

Ahsap, video

150 x 45 x 23 cm

The Invisibles - Box
2013

Wood, video

150 x 45 x 23 cm

27.Vahap Avsar
Tekmil

2010

Video

422"

18. Ferhat Ozgiir

Kurt

2017

Ahsap secim sandik parcalar
483 x 248 x 145 cm

Wolf

2017

Ballot box

483 x 248 x 145 cm

23. Songiil Boyraz &

Peter H6ll

Allah Korusun

2003

Boyali kanvas kapli can simidi
262

God Forbid

2003

Mixedmedia

@ 62

28. Gulstin Karamustafa
Sahne

1998

Dijital baski ve projeksiyon
110x 130 cm

Stage

1998

Print, Projection

110x 130 cm

19. Extramiicadele
Cumbhuriyeti Tiirkiye
2016

Tuval Uzerine akrilik
55x80cm

Turkey of the Republic
2016

Acrylic on canvas
55x80cm

24. Sener Ozmen
Rezerve
2015

Piring plaka Gzerine dikey

CNCyazi

120 x40 x 30 cm
Reserve

2015

CNC Cut on Brassplate
120 x40 x 30 cm

29. Kemal Tufan
Lounge Il

2013

Metal, ahsap

100 x23x23cm
Lounge Il

2013

Metal, Wood

100 x 23 x23 cm

20. Erdal Duman

Su Akar Yolunu Bulur
2016

Cam tup, su

150 x 27 x7 cm

Nature will take its course
2016

Glasstube

150x 27 x 7 cm

25. Berat Isik

Kusursuz Asiklar

2016

Duvar saati, bigak, motor
75x40x25cm

Perfect Lovers

2016

Mixedmedia
75x40x25cm

30. Balkan Naci islimyeli
Kan Lekesi Cilkmaz

1995

Video

1324"

Blood Stain Remains
1995

Video

1324"
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31. Ali Cabbar

Kanavice Demokrasi
2016

Kagit Gzerine pastel

60 x 85 cm (her biri)
Embroidered Democracy
2016

Pastel on paper

60 x 85 cm (each)

37. Neriman Polat
Kemer

2013

Fotograf
20x22cm

Belt

2013

Photograf
20x22cm

Mavi Gékyiizii / Olii Doga Il
2016-2017

30x25cm

Blue Sky/Still-life 11

40x40 cm

33. Fulya Cetin
O’nun Karisi
2011

Video

3'50"

His Wife

2011

Video

3'50"

38. Ayse Erkmen
Hipparkos'un Yildizlari
1992

Delikli metal plaka,
neon tupler

50 x 70 (her biri)

Stars of Hipparchus
1992

Metalplate,Neon

50 x 70 (each)

Kiz Kardes / Kargalar
2016

40x40 cm

Sister / Crows
40x40 cm

34. Berat Isik
Press

2016

Video

4'33"

39. CANAN

Ay, 3 Kiz ve Cin

2015

Tal Uzerine kumas, payet, ip
200 x 250 cm

Moon, 3 Girls with Demon
2015

Fabric, thread and paillette
on tulle

200 x 250 cm

Kursun Askerle Oynamak /

Olii Doga
2016-2017
30x25cm

Playing with the Tin Soldier /

Still-life
2016-2017
30x25cm

35. Ergin Cavusoglu
Downward Straits

2004

Dort kanalli video ve

ses enstalasyonu

Video

3'00" (video), 13'25" (audio)
Downward Straits

2004

Four-channel video and
audioinstallation

Video

3'00" (video), 13'25" (audio)

40. Giilcan Senyuvali

Adimi Séyle Serisi

Tuval Uzerine akrilik, yaghboya,
kolaj ve dikis

Say my Name

Acrylic, collage and stitch on
canvas

Mutlu Aile 111 7 Olii Doga I
2018

40 x40 cm

Happy Family 111 7 Still-life 111
40 x40 cm

36. Pinar Ogrenci
Mawtini

2016

Video

8'46"

Mutlu Aile 11 / Oli Tavsan
2016-2017

40 x 40 cm

Happy Family/Dead Rabbit
40 x 40 cm

Liseli Kiz / Hyena
2016-2017

30x25cm

Highschool Girl / Hyena
2016-2017

30x25cm

41. ipek Duben
Serife9-10- 11

1981

Tuval Uzerine yagliboya
130 x 80 cm (her biri)
Serife9-10- 11

1981

Oil on canvas

130 x 80 cm (each)

46. Haluk Akakge
Teddy / Otoportre
2010

Tuval Gzerine akrilik
200 x 200 cm

Teddy / Self-Portrait
2010

Acryllic on canvas
200 x 200 cm

51. Nilbar Giires

Versatile (Bert and Ernie)
2016

Kumas uzerine karisik teknik
84,56 x 152 cm

Versatile (Bert and Ernie)
2016

Mixed media on fabric

84,56 x 152 cm

42. Sabire Susuz
Olmayan Kadin Ii

2015

Boyanmis giysi etiketi,
toplu igne

223x187 cm
Non-existing Woman Il
2015

MDF tahtasi, Isikli hortum
lamba

223 x 187 cm

47. Servet Kogyigit
Seviyor Sevmiyor

2012

Piring, gimas

Loves me Loves me not
2012

Brass, Silver

52. Huo Rf

Homotopia Serisi
Simon, Viktor, Bronimir
2016

Karisik teknik

53 x 30 cm (her biri)
Homotopia Serie
Simon, Viktor, Bronimir
2016

Mixed media

53 x 30 cm (each)

43. Eda Gizem Ugur

Hikaye |

2016

TUl perde Uzerine dikis, ahsap
radyo, ses kaydi

Story |

2016

Stitch on tulle, radio,

audio installation

48. Halil Altindere
Nurse

2011

C-Print

180 x 120 cm

53. ihsan Oturmak
Nizam

2015

Ahsap, demir, beton plaka
96 x125x 18 cm

Order

2015

Wood, Iron, Concrete9
6x125x18 cm

44. Kezban Arca Batibeki
Manzarasiz Bir Oda

2014

Ahsap pano uzerine
karisik teknik

170x 106 cm

Room with out a view
2014

Mixed media

170 x 106 cm

49. Selma Gurbuz

Travesti

2004

El yapimi Nepal kagidi

Uzerine murekkep

140 x 70 cm

Travesti

2004

Ink on hand made Nepal paper
140 x 70 cm

54. ihsan Oturmak
Yenilesim |

2014

Tuval tzerine karisik teknik
200 x 145 cm

Innovation I

2014

Mixed media on canvas
200 x 145 cm

45. Neslihan Baser
Sweet Dreams

2013

Tuval Gzerine karisik teknik
145 x 110 cm

Sweet Dreams

2013

Mixed media on canvas
145x 110 cm

50. Bubi

Dikisli Kolaj

1987

Kagit Uzerine iplik ve
karisik teknik

145x 170 cm

Collage with Stitch
1987

Mixed media on paper
145x 170 cm

55. Osman Ding
Afrika Afrika

2014

Metal

28 x 10 x 3 cm (her biri)
Africa Africa

2014

Metal

28 x 10 x 3 cm (each)



56. SENA

Vulva

2013

Kece Uzerine karisik teknik,
hamilelik testi ve imzali seramik
muhur

156 x 136 cm

Vulva

2013

Mixed media on felt

156 x 136 cm

57. Sukran Moral
Bordello

1997

Video

824"

58. Neriman Polat
Milk Allahindir
2007

Betebe uygulama,
cam mozaik
Degisken boyut
Miilk Allahindir
2007

Mosaic

Variable Dimension

61. Berna Tonyal
Yansima

2017

Yerlestirme
Degisken boyut
Reflection

2017

Installation
Variable Dimension

66. Elif Uras
Laissez Faire

Snow

Making Waves
2017

Siralti boya, seramik
20x 29 cm

62. Ali Sentiirk
Kapi Onii Diyaloglari
2013

Paspas Uzerine sprey akrilik

Degisken boyut
Doorstep Dialogs
2013

Acrylic on doormat
Variable Dimension

67. Yusuf Aygeg

Bir Kere Daha

2013

Tuval Uzerine yagliboya
170x 150 cm

63. Uluc Ali Kilig

Petsistence

2016

Plastik sise, cam boyasi, ahsap
117 x73 cm

Petsistence

2016

Plastic Bottle, Glasspaint

117 x73 cm

TELLE pACh L R

68. Nesren Jake
Ottoman’s Soup Serisi
2015

Metal kutu Uzerine

fine art baski

35 x 50 cm (her biri)

59. Burcak Bingél
Seyir

2014

Seramik

200 x 190 x 30 cm
Cruise

2014

Ceramics

200 x 190 x 30 cm

64. Damla Ozdemir
Besle Beni

2014

Ahsap ve fine art baski
130x 80 x 6 cm

Feed Me

2014

Fine art print, Wood
130x 80 x6 cm

69. Yusa Yalcintas
Pool

2017

Kagit tzerine kurukalem
72x133,5cm

60. Sakir Gokcebag
Fountain Alla Turca
2005

Hazir nesne
65x51x21cm
Fountain Alla Turca
2005

Ready made
65x51x21cm

65. Ali EImaci
Sevgimden Suphe
Edemezsin V - XII
2013

Kagit izerine murekkep
70 x 50 cm (her biri)
You Can’t Doubt
My Love V - XII
2013

Ink on paper

70 x 50 cm (each)

70. Onur Giilfidan

Kalbin Neredeyse Evin
Orasidir (Hansel & Gretel)
2016

Tuval Uzerine yagliboya
133x185cm

71. Huseyin Arici
Aldanmal Il

2016

Modelaj hamuru Gzerine
yagliboya

243

Do Not Deceived Il
2016

Mixedmedia

2 43

72. Erol Eskici
Ozneler-Gizem, Esra, Cigdem,
Burcu

2014

Tuval Gzerine akrilik
95x125cm

Objects-Gizem, Esra, Cigdem,
Burcu

2014

Acrylic on canvas

95x125cm

73. Alican Leblebici
Sick Dogs

2015

Tuval Uzerine akrilik ve
yagliboya

100 x 80 cm

Sick Dogs

2015

Acrylic and oil on canvas
100 x 80 cm

74. Sinan Demirtas
Yaramaz miyim?

2016

Kagit Gzerine karakalem
205x130cm

Am | Naugthy?

2016

Charcoal on paper
205x 130 cm



Banu - Hakan Carmikh Koleksiyonu'ndan Eserlerle “ilk Raunt”
“First Round” With the Works From The Banu - Hakan Carmikli Collection

Kultigin Akbulut

Turkiye'de (Osmanli'y1 da isin i¢ine katarsak) koleksiyonerligin
iki yz yildan uzun bir tarihi var. Her ne kadar bu tarih kesintili,
kirllgan ve kusaklarla aktarilamayan bir yapida olsa da sanat
tarihsel bir birikimden s6z edebiliriz. Sultanlardan pasalara,
Cumbhuriyet'le birlikte birokratlara, oradan doktorlara
ve muhendislere gecen 6zel koleksiyonerlik de su siralar
is insanlarinin birikimleriyle ilerliyor. 2000 yili sonrasi ise
uluslararasi sanatsal tartismalarini takip eden, guincele bakan,
henuz piyasasi olusmamis geng sanatgcilarla ilgilenen, politik ve
ekonomik anlamda risk almaktan ¢cekinmeyen bir koleksiyoner
kusaginin ortaya ¢ikmasina sahit olduk. Yirmi yillik sirede olusan
birikimin sonucu olarak bu koleksiyonlar artik cesitli vesilelerle
izleyicinin karsisina da ¢ikmaya baslad.

Banu-Hakan Carmikh Koleksiyonu da bu yeni tarz
koleksiyonerligin 6nemli 6rneklerinden biri. 6 Mart - 12 Mayis
tarihleri arasinda Galata Rum Okulu'nda gerceklesen ilk Raunt
sergisi de koleksiyondan Turkiye odakli bir kesiti sunarak sanat
tarihimizin son yirmi yilindan fragmanlari 6ntimiize getirdi.
Mekanin dért katina kendini belli eden degil, hissettiren temalar
etrafinda yayilan sergi Turkiye'de Uretilen sanatin son ve halen
aktif olan bilesenlerini karsimiza getirmis oldu. izleyicinin
gosterdigi yogun ilgi de bu tarz 6zel koleksiyon sergilerini daha
fazla gbrecegimizin isaretine donustu.

Banu-Hakan Carmikli koleksiyonu Turkiye'den ve
dunyadan ¢ogunlukla gincel ve politik meseleleri ele alan
islere odaklaniyor. ilk Raunt sergisi de koleksiyona Turkiyeli
sanatcilarin yaptigi katkinin bir kesiti niteliginde. Sergide yer alan
67 sanatglya ait 74 isten sadece yedi tanesi 2000 6ncesine ait.
ipek Duben'in Serife resimleri, Stikran Moral'in Bordello videosu,
Gulsuin Karamustafa'nin Sahne isi gibi 2000 6ncesi 6rnekler
de aslinda buglniin sanatiyla derin baglari olan, hatta 2000
sonrasindaki tretimler icin belirleyici olmus, belki de onlara yol
vermis isler.

“illk Raunt” Hakan Onur'un bir Turkiye haritasini isikli
hortumla cevirdigi Turkiye / Hayat Agaci isiyle aciliyor. Serginin
birinci katinda (okulun ikinci katina denk dustyor) yer alan 2000
tarihli bu ¢alisma bir yandan serginin sinirlarini ciziyor ve islerin
cografi duzlemine isaret ediyor. Ancak daha 6nemlisi sergideki
islerin ele aldigi Glke, millet, sinir, kimlik, cinsellik gibi temalarin
daha da gorunur ve tartisihr oldugu icinde bulundugumuz
doénemin baslangicina isaret ediyor. 2000 yili neden 6nemli bir
tarih, diye sorabiliriz. Ve Onur'un isinden bu yana 18 yil boyunca
hayat agacinin kokleri nerelere uzandi, hangi dallar kesildi ve
su an nereye dogru biyumeye calisiyor, diye de soruyu devam
ettirebiliriz.

Onur'un isinden sonra serginin ilk katina adim attigimizda
karsimiza ¢ikan Firat Engin'in Anayurdu yerlestirmesi de bu
bolimuan meselesini daha da parlak bir sekilde agiyor. Anayurdu
neresidir, diye soralim. Antonio Cosentino’nun Atilgan’ina binip
yeni bir tlke ve diinya aramaya c¢iktigimizda anayurdumuz
neresi olur? Ya da Halil Altindere’nin Homeland videosunun
basroltinde olan Suriyeli rapgi icin yurt neresidir? TUNCA'nin Arca
2 isimli fuzen ¢izimi ev diye belledigimiz yerin kirli ge¢misiyle
yuzlestigimizde ne hissedecegimizi soruyor. Volkan Aslan'in To
Leave or to Stay enstalasyonundaki “karaya oturan gemi”si de
yeni yerler bulma arayislarinin imkansizligini ortaya koyuyor.
Peki, anayurdu, Ulke ya da ev neresidir? Gunes Terkol'un kumas
Uzerine yaptigl calismasinda dedigi gibi evimiz kalbimiz midir?

Bedri Baykam Danton Kanini Bos Yere Akitmadi resminde

Collecting in Turkey (including the Ottoman period) has a
long history, which has been lasting for more than two hundred
years. Even though this history has a non-continuous and fragile
characteristic, which cannot be handed down from the previous
generations, accumulation in the art-historical context could
be mentioned. From sultans to pashas, to bureaucrats with the
proclamation of the republic, to doctors and engineers, private
collecting keeps its presence today, thanks to the business people.
Since the beginning of the 2000s, a new generation of collectors,
who follow the international artistic discussions, look for what is
contemporary, who are interested in young artists having no place
in the market, and who doesn't hesitate to take risks have emerged.
As a result of the accumulation of twenty years, these collections
have been presented to the public at various occasions.

The Banu-Hakan Carmikli Collection is an important example
of this new style of collecting. The exhibition titled First Round,
held at Galata Greek High School between March 6 and May 12
included a Turkey-oriented section from the collection presenting
fragments from last twenty years of Turkish art history. The
exhibition spreading around the four floors of the space and having
been developed around the themes evoked, not coming through,
exposed the recent and active components of the art produced in
Turkey. The great interest of the viewers points out the fact that
more and more private collection exhibitions would be held in the
future.

The Banu-Hakan Carmikli Collection mainly focuses on the works
by local or international artists dealing with contemporary and
political issues. First Round presents a section exposing how the
artists from Turkey contributed to the collection. In the exhibition
bringing together 74 works by 67 artists, only seven of the works
were produced before the year 2000. These include Serife paintings
by ipek Duben, Bordello video by Siikran Moral, and Sahne by
Gulsuin Karamustafa, which have deep connections with today's art,
decisive of and opened a road for the art production after 2000.

First Round welcomes the viewers with Hakan Onur's work titled
Turkiye / Hayat Agaci, where he surrounded the map of Turkey with
strip light. This work, dated 2000 and presented at the first floor
of the exhibition (at the second floor of the school) both draws the
lines of the exhibition and points out the geographic context of
the works. But more importantly, points out the beginning of the
period we live in, where the themes handled by the works such as
homeland, nation, border, identity, and sexuality are discussed and
considered more. The questions that could be raised are: “why 2000
is an important year?”, “how far have the roots of the tree of life
reached in eighteen years, since Onur produced his work?”, “what
branches were cut, and where do they reach?”

Passing by Onur’s work, we come across with Firat Engin’s
installation titled Anayurdu, which clearly exposes what the section
deals with. What is called a homeland? Where becomes our
homeland when we get on Antonio Cosentino’s Atilgan and look
for a new country and world? Or where is homeland according to
the Syrian rapper starring in the video titled Homeland by Halil
Altindere? Two charcoal drawings titled Arca 2 by TUNCA ask us how
would we feel after facing the dirty past of where we consider home.
The installation featuring a stranded ship figure, titled To Leave or to
Stay by Volkan Aslan reveals the impossibility of finding new places.
But where is homeland, country, and home? Is homeland our hearts
as Gunes Terkol's fabric work suggests?

Bedri Baykam'’s painting titled Danton Kanini Bos Yere Akitmadi

devrimci durumdaki kargasayi ve akiskanligi ele alir. Klise bir
deyimle devrim kendi cocuklarini yer. Baykam'in resmiyle agilan
serginin ikinci kati da Turkiye'nin gecirdigi politik déntisiman
yansimasi olur. Acilimlar kapanir, kazanimlar geri teper ve basa
sarariz. O nedenle Gulstin Karamustafa’'nin 12 Eylul darbesini
imleyen Sahne isi aslinda ginimuzdeki gozetim toplumu
tartismalarina kadar gelir. Ferhat Ozgiir'iin secim sistemleri
Uzerine elestirel bir okuma olan Demokrasi Kulesi ve Kurt
heykellerine bakarken erken se¢im haberi alabiliriz. Ya da Vahap
Avsar'in askerligi sirasinda UstU olan kisiyle askerlik sonrasinda
arkadas olup videosunda asti olarak emirler yagdirdigi Tekmil isi
tam da su anki asker-siyasetgi iliskilerine denk duser. Demek ki
bir dénemin yansimasi olan bu islerin yolu bugtine kadar gelir.

Neriman Polat'in Kemer isimli fotografiyla acilan G¢uncu kat
da toplumsal cinsiyet okumalarina alan agiyor. CANAN'In Ay, 3
Kiz ve Cin isi mitolojik bir noktadan kadin ve doga iliskisini ele
alirken, Kezban Arca Batibeki'nin Manzarasiz Bir Oda ¢alismasi
kadinliga dair toplumca olusturulmus imgeleri karsimiza
getiriyor. Gulcan Senyuvali'nin Adimi Séyle Serisi de toplumsal
normlara dair imgeleri tersine cevirerek diger tarafa bakmamiza
olanak veriyor. Galata Rum Okulu'nun Ag¢ik Okul Kitiphanesine
kapisi kapali sekilde yerlestirilen ihsan Oturmak’in Nizam
ve Yenilesim 1 isleri de toplumsal cinsiyete dair meselelerin
kokenlerine ve o tartisma kapilarinin henlz agilmadigina vurgu
yaplyor.

Galata Rum Okulu'nun son katindaki b6lim de son bes
yil icindeki Uretimleri karsimiza getirerek sergiyi daha da
glinumduze yaklastiriyor. Neriman Polat'in 2007 tarihli MUlk
Allahindir yerlestirmesi son dénemde artan insaat/politika
iliskisinin ilk tartisiima dénemine goétarayor. Ali Sentark’an
Kapi Onl Diyaloglari makro 6lcekteki siyaseti evin énine
getiriyor. Sakir Gékcebag'in Fountain Alla Turca isi ve Nesren
Jake'in Ottoman’s Soup Serisi de sanatin son yiz yilda gecirdigi
dénusumu bu cografyadan nasil okuyabilecegimizi soruyor.
Bir kismini “genc sanatgl” organizasyonlarinda gérdugimuz
bu isimler sanatsal Uretimlerin igine sikistigl agmazi da
gosteriyor. Onceki katlarda direkt olarak politikaya, siyasete,
toplumsal cinsiyet sorunlarina dokunan islerden baska bir yone
savruluyoruz.

Sanat yazari Marcus Graf sergi icin kaleme aldig metinde
seckiye dair “Turkiye'deki glincel sanat pratiginin gegmisine ve
buglnutne dair bir anlati sunuyor,” diye belirtmis. Devaminda da
sunlari sdyliyor: “Koleksiyoncunun kiiratérlagini tstlendigi ilk
Raunt, Turkiye'deki cagdas sanatin gelisimini yansitmasinin yani
sira buglniin sanatina ev sahipligi yapmanin zorluguna dair bir
yolculugu temsil eden niteligiyle, klasik koleksiyon sergilerinden
ayriliyor.”

ilk Raunt, Grafin da belirttigi gibi glinceli yansitan bir sergi.
Bazi isleri yakin zamanli sergilerde gérmustik mesela. Ancak
glnceli yansitmasinin daha 6nemli sebebi de islerin bazilari
eski tarihli olsa da buglnka tartismalarimizi, buginkd tartisma
bicimlerimizi ve hangi asamalardan bugtine geldigimizi yansitan
islerden olugmasi.

O halde en basta sorduklarimizi tekrar soralim. ilk Raunt
sergisi Turkiye'de ‘80 sonrasi Uretilen sanata dair bir cesitliligi
Onumuze getirebildi mi? Ya da Uretilen sanata dair bir kesit
sunabildi mi? Ya da sundugu kesit homojen bir parcayi
yansitabilir mi? Koleksiyonda olmayan ya da koleksiyonda olup
da sergiye dahil edilmeyen islerle sergideki isler nasil bir bag
kuruyor? iceridekilerle disaridakiler arasinda ne gibi paralellikler
ve baglantilar var?

ipek Duben'in sergide yer alan Serife resimleriyle Nur
Kocak'in resimleri nasil konusabilir? Halil Altindere’'nin Nurse
fotografi TUrkiye'deki queer sanat Uretimleri icinde nerede
konumlandirilabilir? Gulsin Karamustafa'nin Sahne isini alip
sanatimizin ya da toplumumuzun 1980 darbesiyle olan bagini
nasil okuyabiliriz? Extramucadele’'nin Cumhuriyeti Turkiye
¢alismasi 2000 ortalarinda uretilen sembol tartismalarina dair
isler arasinda nerede duruyor? Bu sorulara verebilecegimiz
cevaplar cesitli. Cagdas sanatimiza dair tarihsel sergiler acildikca
cevaplarimiz daha da gesitlenecek. ilk Raunt isminden mtevellit
baslama gongunu calmis oldu.

deals with the revolutionist chaos and fluidity. In other words, the
revolution eats its own children. The second floor of the exhibition,
welcoming the viewers with Baykam'’s painting, reflects the political
transformation Turkey has experienced. Initiatives are ended,
acquisitions are kicked back, and we go back to the beginning.
That's why Gulstin Karamustafa’'s work titled Sahne, marking the
1980 Turkish coup d'état, can be related to recent discussions

on surveillance society. Decide to hold an early election could be
given as we view Ferhat Ozgiir's sculptures titled Demokrasi Kulesi
and Kurt, which suggest a critical approach to election systems.
Moreover, Tekmil, the video work by Vahap Avsar, including him
commanding someone who used to be his senior during military
service, reflects the relationship between soldiers and politicians.
In this case, these works reflecting their period have come to these
days.

The third floor, welcoming the viewers with Neriman Polat's
photography work titled Kemer, features the works dealing
with gender issues. CANAN's work, Ay, 3 Kiz ve Cin discusses the
relationship between women and nature in a mythological sense;
while Kezban Arca Batibeki's Manzarasiz Bir Oda exposes the public
opinion against womanhood. Gulcan Senyuvall's series titled Adimi
Soyle reverts the social norms and makes it possible for us to see
the things from different perspectives. ihsan Oturmak’s works titled
Nizam and Yenilesim 1, which are located in the Galata Greek High
School's library with its doors closed, underline the roots of gender
issues and the fact that society is not ready to discuss these issues.

The top floor including the works produced in the last five years
makes the exhibition closely connected to these days. Neriman
Polat’s installation titled Mulk Allahindir (2007) refers to the
period when the relationship between construction and politics
first discussed. Kapi Onu Diyaloglari by Ali Sentiirk brings macro
politics to the doorstep. Fountain Alla Turca by $Sakir Gékcebag and
Ottoman'’s Soup by Nesren Jake question how to understand the
transformation art has gone through in 100 years by looking at our
geography. These names, some of whom have been included in
“young artists” organizations, point out to the dilemma that artistic
practice has stuck in; take us to the different direction from the
works exhibited in the other floors, which deal directly with politics,
diplomacy, and gender issues.

In his text written on the exhibition, art writer Marcus Graf
states that the exhibition “means a chance to get an insight in the
collection as well as in the history and present of contemporary
artin Turkey.” And adds: “First Round is more than a classic
collection exhibition, as it is curated by the collector with the aim
to reflect on the development of contemporary art in Turkey, and
by representing a journey regarding the difficulty of collecting
contemporary art .”

As Graf mentioned, First Round is an exhibition reflecting what is
current. Some of the works in the exhibition were included in recent
exhibitions. However, the most important reason why the exhibition
reflects what is current, even though some of the works are not
recently produced, is that the works deal with current discussions,
current ways of discussing, and the phases we go through.

In this sense, let's ask the questions that we asked in the
beginning. Has First Round presented us the diversity regarding art
after the 80s? Could it give insights into the art produced in Turkey?
Could the insights given reflect a homogeneous piece? How the
works in the exhibition connect with the works that don't belong to
the collection, or that are not included in the exhibition although
being a part of the collection? What are the analogies or the
connections between what is inside and what is outside?

How could Serife paintings by ipek Duben interact with Nur
Kocak's paintings? How could Halil Altindere’s photograph work
titled Nurse be positioned in the field of queer art in Turkey? How
could Sahne by Gulstin Kara Mustafa give insight into our art's and
society's relationship with the 1980 Turkish coup d'état? Where
could Cumhuriyeti TUrkiye by ExtramUcadele be positioned among
the works dealing with discussions regarding symbols during mid-
2000? These questions have various answers. The more historical
exhibitions regarding contemporary art in Turkey are organized, the
more various the answers become. First Round, resulting from its
name, has rung the starting gong.



ilk Raunt: Kurdun Ettikleri
First Round: The Deeds of the Wolf

Mahmut Wenda Koyuncu

Galata Rum Okulu’'nda Banu-Hakan Garmikli giftine ait “ilk
Raunt” adli koleksiyon sergisi isminin de cagrisimlari ile bize
icinde yasadigimiz olaganustu haller adina bir seyleri tartisma
imkani veriyor. Bunlardan birincisi koleksiyonerin dénem
acisindan tutumu, bir digeri ise sergide bize gosterilen imgesel
dizenlemenin gun acgisindan neleri hatirlattiklari ile ilgilidir.

Koleksiyona baktigimizda, dncelikle, Tirkiye'de bircok
alanda oldugu gibi elestirel sanat zeminin de gittikce erozyona
ugradigini ciplak bir sekilde goérebiliyoruz. Bunu, sergideki
calismalardan degil, son birkag yildir rastladigimiz sanatsal
Uretimlerin ne'liginden anlayabiliyoruz. Bu donemdeki
sanatsal pratikte gbzledigimiz: sanatin hayata ve politikaya
mudahil olma arzusundaki dusus halinin belirginligidir.
izlenen seyir, genel itibari ile politik ve kiltirel mevzulardan
uzaklasmak seklindedir. Sergilere veya aktivitelerdeki imgesel
skala: Sanatcilarin gincelden uzaklasip daha antropolojik,
varolussal veya mitsel imgelere siginmasi gibi 6zetlenebilir.
Gundelik hayattan alinip yoruma ve mudahaleye dayall
Uretme pratigi, yerini, arkaik formlar, anistirmalar, kavramsal
ve sanat ici tartismalara dayal bir egilime terk etmis
gozukuyor.

ilk Raunt’a Yaklasirken

Sanatsal Uretimde muhakkak ki donemsel dalgalanmalar
mUmkundir, zaman, mekan ve disince seyrine gore estetik
rota farkli mecralara kayabilir. Ancak yasanilan zamana
taniklik hatta midahil olma gerekliligi, son donemki sanatsal
pratiklere baktigimizda, tersine, bir nevi yabancilasma halinin
yasandigini gosteriyor. Bir tur kabuguna ¢ekilme olarak da
tanimlanabilecek durum’a karsi ilk Raunt sergisi bu manada
derslerle dolu bir ¢calisma olarak karsimiza ¢cikmaktadir.
Koleksiyonerin buradaki tutumu stratejik bir sicramanin, bir
tdr uyari lambasi roltine buriinmenin cesaretlendirici, sezgisel
islevselligi ile nitelendirilebilir.

Mevcut geriye ¢ekilmenin sebeplerine sadece pazar/piyasa
parametrelerinin talepkarhgi, kurumsal diizenin hegemonyasi
veya kuresel capta tematik sapmalar ya da kuramsal/
akademik duzeyde bir tartismanin eslik ettigi séylenemez.
Yasanan durum guncel sanat gibi politik, dinamik bir alaninin
kendini var eden muhalif gelenekten uzak dismesi ile izah
edilebilir ancak. Bunun en bastaki sebeplerinden bir tanesi,
toplumsal kesimler Gzerinde yaratilan korku atmosferinin
sanat alanindaki aktorleri de etkisi altina almasiyla alakalidir.

Baska bir deyisle iki binli yillarin ortalarindan itibaren stren
neo liberal bahar havasi, son birkac yilda, yerini birokratik
devletin klasik resmi reflekslerine terk etmis bulunmaktadir.
Guncel sanat alani da bu yalanci bahar icinde 6nlenemez
yukselisiyle kendi libidinal enerjisine muazzam bir yatirim
yapmisti. Oysa gincel/cagdas sanat alani, kendi megruiyetini
ve ristanu ispatlama sirecinde hakim sanat anlayislari ve
resmi mekanizmalara karsi amansiz bir micadele 6rnegi
gosterebilmisti. Simdiki sinizmine karsit radikal bir gelenege
dayanarak buyUimustu.

Yaratici/muhalif tretimin glin gectikge 6nanin alinmasi
ve daha az rastlanir olusu bizi ister istemez sosyo-psikolojik
bir analize muhtacg kiliyor. Ciinku glncel/cagdas sanat tam
da kendini butun kurumsalliklardan radikal bir sekilde
azade ederek var etmisti. Dolayislyla serginin, daha dogrusu
koleksiyonerin buradaki tutumu demek daha gercek bir yere

As the title indicates, The First Round exhibition that is based
on the collection of the couple Banu & Hakan Carmikli opens
up a platform of debate on the states of exception in which we
are currently living in. The collection also reveals indirectly the
ways in which critical art practice has been recently exposed to
gradual erosion, a phenomenon that is also observable in othe
cultural fields in Turkey. We detect this erosion not through the
works within the exhibition but the quality of overall works we
have come across in the last couple of years in Turkey. There
is an apparent tendency towards a retreat in artistic practices’
willingness to intervene into life and politics, an observable
distantiation from political and cultural actuality. The visual
spectrum we find in recent exhibitions or art events has been
basically restricted to anthropological, existential and mythologic
iconographies. The practices based on interpretations on
and interventions in the daily life have been replaced by an
inclination towards archaic forms, associations or conceptual
and epistemological references on art.

Towards the First Round

Periodic fluctuations within the field of artistic practices
are surely something expectable: courses of time, space and
thoughts might easily condition aesthetic routes. But on the
other hand, in relation with the requirement of witnessing
the present and even intervene into it, we detect a state of
alienation. The First Round exhibition comes to the foreground
as an insightful production working against this sort of
withdrawal. Collectors’ approach in the show can be linked to a
strategical leap, an encouraging and instinctive functionality that
we can define as operating as a warning light.

The reasons behind the existing retreat cannot be solely
explained by the demanding character of the market paradigm,
the hegemony of the institutional system, thematic slippages
on the global scale or an ongoing, specific theoretic/academic
debate. This occurrence can only be linked to the departure of
a political and dynamic field, such as contemporary art, from
the tradition of dissent, which was actually the primal cause of
its existence. The atmosphere of fear that has been imposed on
social segments seems now to condition also the minds of the
main agents of the art scene.

In other words, the neo-liberal spring of the last decade is
now being replaced by the rebounding progress of the classical
reflexes of the bureaucratic state. The field of contemporary
art has also invested a lot in its own libidinal energy along with
its own rise within this false spring. But, at its initial stage of
self-legitimisation and maturation the field had been fighting
intensively against dominant art discourses and official
mechanisms. It had based itself onto a radical tradition which
posed itself against the cynicism that has held sway in the last
couple of years.

The restraints on creative/dissident practice and its
consequent infrequency begs an socio-psychological analysis,
since the contemporary art raised up by emancipating itself
radically from all sorts of institutionalisations. For that reason, in
order to grasp the specificity of the stance of this exhibition, or
rather the collectors, we need to remember how this tradition
has built up.

tekabul ediyor, buglin acisindan énemini kavramak igin bu
gelenegin nasil olustugunu hatirlamak énemlidir.

Yol Nerelerden Ge¢misti?

Doksanli yillarin puslu politik atmosferinden yakin déneme,
toplumsal/tarihsel/estetik sorunlarin butin boyutlar gtincel/
cagdas sanat pratigi icinde yaratici bir Uretimle kendine yer
buluyordu. Kimlik, cinsiyet, ekoloji, kiltirel-entegrasyon
sancilari, gelir adaletsizligi ve sinifsal geliskiler, sanat alanindaki
aktorlerin konumlanma bicimi, kentsel alanin sermaye
tarafindan tahkimi, barokratik/militer hegemonyanin varhg,
devletin ideolojik ve baski aygitlarinin farkli vechelerdeki siddeti
gibi son derece canli/hayati meseleler sanatsal Gretimin i¢inde
bolca ve kiskirtici bir varolusla temsil edilebiliyordu. Hatta
diyebiliriz ki, bu sanat alani kendini insa ederken neredeyse
batun malzemesini bu sorunlar ve kiyisindaki yorumlara
dayandirarak yapmisti. Neredeyse bu surecteki hicbir calisma
bir mekani sislemek mantigi ile yapilmamius, tersine, karsi
ideolojik bir tavir takinilarak sanatin hayata madahil olma
arzusu ile Gretilmisti. Bu dénemde bagimsiz, yatay ve kolektif bir
Uretme tarzi ile kendini sanat alanina kabul ettiren guincel sanat,
neredeyse butun disiplinleri ve engelleri dionysoscu bir senlik
havasiyla agsmisti.

Kokleri daha 60'l yillarda Altan GUrmanlara, Sarkislere, Fisun
Onurlara, Gulsin Karamustaflara; seksenlerde Hale Tengerlere,
Selim Birsellere, Erdag Aksellere, Cengiz Cekillere ve daha
bir cok muhalif olmalariyla tinlenen sanatgilara dayanan bu
sosyolojik gbvde sanat alaninin bagrinda saglam bir politik zemin
¢cikarmisti. Hakeza, slire¢ boyunca, glincel/cagdas sanat alani
diri bir enerji ile akademik alanin stabil/muhafazakar yaklasimini
asarak hem kuramsal/zihinsel kapasitesini derinlestirmis hem
de estetik tartismalarin ¢ceperini, yerelde, sinirsiz bir sekilde
genisletmisti. Muhakkak ki bu yaratici potansiyelin ortaya
¢tkmasinda kuresel ve bélgesel dinamikler de etkili oldu ki: bu
konuda ¢ok yazilip séylendi, sdyleniyor. Simdilik bu mevzuyu
baska bir makalenin konusuna havale ederek, Carmikli
koleksiyonun mahiyeti ve 6nemine deginmek ardindan da
sergideki enerjiyi sembolize ettigine inandigimiz eserlerin
analizine odaklanalim.

Uyari Lambasi Olarak Koleksiyoner

Tarkiyeli sanat tarihgilerine gére sanat koleksiyonerliginin
gecmisi cok eskilere dayanmaz. Profesyonel manada bu ugrasin
otuz kirk yil 6ncesinden baslandigi séylenebilir. Sayisi cok
olmamakla beraber son yillarda sanat eserlerinin ylUksek kar
saglamasi ve koleksiyonerligin populerlesmesi yeni zenginleri de
bu alana dahil etti. Hatta Ust-orta siniftan bir¢ok koleksiyonerin
de yavas yavas gorunur olmaya basladigi séylenebilir. Bu
ugras, sanat piyasasini kimi zaman canli kilmaya yariyorsa da
koleksiyonerlerin piyasa telasi ile sanat eserini salt bir yatirm
amaci olarak disunmesi, yapitlarin estetik ve entelektiel
kiymetini dusUruyor.

Dikkat ve bilgi eksikligi, koleksiyonerin, sanat¢inin ne
duslindigund, neyi tahayyul ettigini pek anlamaya yanasmadan
yapiti duvarini susleyecek ve kendisine prestij saglayacak bir
meta gozUyle bakmasi; sanata, sanatciya veya kamuya degil
sadece piyasanin isine yarar ancak. Estetik ve entelektuel bilgi
birikimi gerektiren koleksiyonerlik bir nevi kamu adina zihinsel
ve estetik korumacilik roll Gstlenmektir. Sadece para ve prestij
kaygisi icinde olan koleksiyoner, bir tek, sanatin ticarilesmesini
kolaylastirabilir.

Bir koleksiyoner dncelikle su olgunun farkinda olmak
zorundadir: sanat eserleri salt estetik/kulttrel nesneler olmayip
ayni zamanda birer dustince imgeleri'dir. Birer politik 5nermedir.
Yapitlarin Sosyolojik, siyasal, felsefi, psikolojik agidan okunmaya
muhtac olduklarini, ait olduklari zamanin ¢ok 6tesine gecen
zamandisi unsurlar barindirdiklarini ve hem distnce tarihi
hem de toplumsal tarihle i¢ ice okunmasi gereken nesneler
olduklar bilinmelidir. Toplumsal ve disinsel evrimin seyrini
sanat eserlerine veya donemin estetik algisina bakmadan analiz
etmek ne kadar eksikse bugtine ait meseleleri de o minvalde
dillendirmek yetersiz kalacaktir. Ki sanatsal Uretim, elestirel tarih

Where have we come from?

From the dark and hazy political atmosphere of the nineties
up until the recent past, all aspects of social/historical/aesthetic
debates had been touched by contemporary art practices.

Vital issues such as identity, gender, ecology, class conflicts,
income asymmetries, troubles related to cultural integration,
the positionings of agents of the field of art, the appropriation of
urban space by the capital, bureaucratic/militaristic hegemonies,
violence exerted by ideological and respressive apparatus of the
state had been represented by artistic practices, abundantly and
provocatively. We can even argue that this specific field of art
based itself almost solely on these and adjacent issues. In this
process, nearly none of the artistic practices aimed at decorating
space, just on thw e contrary, they assumed a counter-
ideological stance by their willingness to intervene directly

into life. The scene of contemporary art, in this period, proved
its self-sufficiency through its horizontal and collective mode

of production and surpassed all obstacles and other cultural
disciplines with its celebratory and Dionysiac energy.

A throughly political ground was established by politically
engaged artists such as Altan Gidrman, Sarkis, Cengiz Cekil,
Fisun Onur and Gulstin Karamustafa in the seventies and Hale
Tenger, Selim Birsel and Erdag Aksel in the nineties. In this
process, the static/conservative stance of the academia was
challenged by contemporary art, and the intellectual/theoretical
capacities and the scope of local discussions about aesthetics
were considerably expanded. Surely, the emergence of this
creative potentiality was also conditioned by global and regional
dynamics; and much has been said about this aspect so far and
it is still being debated. Let's postpone this topic for another
forthcoming article and concentrate on the specificity and
importance of the Carmikli collection and a couple of artworks
that exemplify the characteristic energy of the exhibition.

Art Collector as a Warning Light

According to Turkish art historians, the history of art
collectors in the country is not that long. Professionally speaking,
it can be said to have started only thirty, fourty years ago. The
relatively high margin of profit on artworks and popularisation
of private collections motivated more people from the rich
segments of the society to build up collections. Even collectors
from the upper-middle class have become gradually visible in
the scene. This endeavour do perhaps feed the art market but
on the other hand, the speculative concerns of the collectors and
reduction of artworks into mere items of investment has harmed
the aesthetic and intellectual aspect of the art production.

Lack of attention and knowledge leads to the ignorance of
the thoughts and visions of artists and the equation of artworks
with prestigious wall ornaments. This benefits neither art, artists
nor the public --but solely the market. Collecting art necessitates
aesthetic and intellectual interest and knowledge and entails
a protective role in the name of the public. Collectors whose
concerns are simply money and status will only be accelerating
the ongoing commercialisation of art.

A collector should be primarily aware of this fact: art
works are not merely aesthetic/cultural objects -they are also
images of thought. They are political propositions. It should
be stated that artworks require sociological, philosophical
and psychological readings. They transcend their time since
they incorporate untimely elements in themselves. Therefore
they require a reading which should be informed by both the
history of thought and social history. To analyse the course
of social and intellectual evolution without considering the
artworks themselves or the aesthetic perceptions of the period
is a faulty approach and same goes for similar analysis of the
contemporary issues. Artistic practice is a crucial source for
critical and historical research. As it is not possible to grasp the
Renaissance without regarding the Ancient Greece, with respect
to human kind, nature, existence life and metaphysics, to grasp
and interpret Modernism without the Renaissance, it would
be not possible to analyse the present and the future without
considering the artistic aura of the age. At this point, we have



okumalari acisindan énemli bir kaynak sunmaktadir. Nasil ki;
insan, doga, varlik, yasam veya metafizik acisindan Antik Yunan'a
bakmadan, Ronesans'l, Rdnesans'a bakmadan Modernizmi
anlamak ve yorumlamak mumkun degilse, cagin sanatsal
aurasina bakmadan da ne buginu ne de yarini etit etmek
mumkiin olmayacaktir. iste tam bu noktada Carmikli koleksiyonu
cesaret ve umut veren bir dnermeler dizisi olarak karsimiza gikti.
Koleksiyonerin tavri ddnem acisindan sasirtici ve cesurcadir.
Belleksizlestirilmis bir zaman algisina karsi bir uyari i1sig1 olarak
gorinmeyenin Ustinu aydinlatma ¢abasidir.

Karsimiza ilk Raunt olarak cikan eser 6begi - ki bu 6bek
disinda, koleksiyonda mevcut bulunan ama gosterilmemis bir
cok baska calismanin da bulundugunu tahmin etmek zor olmasa
gerek- koleksiyonerlerin hangi tutkulara yatirim yaptig yoninde
net bir skala veriyor: Tirkiye modernlesmesinin politik/kulttirel
bellegi ve catlaklari. Bu ¢atlaklardan sizanlari biriktirmek nasil
bir tutku ile mUimkUdndr? Cinkd toplanan nesneler bir yikint
tarihinin materyalleridir. Yikintilar icinde kaybolmaya yUz tutmus
olani bugliinde deneyimlemek de W.Benjamin’e gotlrur bizi.

Benjamin'e gore, koleksiyoner, tipki alinti toplayanlar gibi,
nesneler dolayimiyla gegmise ait bir géruntlyd ve anlamlar
dizgesini yakalayip, koruyan tavri bakimindan bir tarihsel
maddeci gibidir. Koleksiyonerin ge¢cmisle ve tarihle kurdugu
bdylesi bir iliskiyi muhafazakar bir tavir olarak degerlendirmek
dogru olmaz. Aksine gelenek kirici bir tavir olarak ortaya ¢ikan
bdylesi bir gecmisle iliski bigimi, ge¢cmise dair olani muhafaza
etmek Uzere ge¢mise pasif bir 6zlem duyan tavir degil, gecmise
bugtini anlamak Uzere midahale eden bir tavirdir. Daha da
onemlisi, bu tavir gelenegi konformizmin tuzagina dusmekten
de kurtaran, bu anlamda gelenekle simdi arasinda dayanismayi
da saglar. Koleksiyoncunun bu tutkusunun asil amaci, nesneleri
yalnizca koleksiyoncunun kendi i¢ mekanina kapatmak degil, bir
zamanlar topluma ait olan bu zenginliklerin yitip gitmesini de
onlemektir.

Carmikli koleksiyonundan éniimuze dusen calismalar iste
tam da bu noktada bize uyarilar yapmaktadir. Buradaki uyari
belki en basta sanatci ve sanat piyasasindaki diger aktorleredir.
Sanatsal politik Uretkenligin gerekliligine isaret etmektedir. Sergi
isminin farklh cagrisimlar yaptigini basta belirtmistik. Koleksiyona
baktigimizda ve koleksiyonerin tutumuna baktigimizda evet,
bu, s6z konusu yikintilar: ilk rauntta kaybedenin hanesine
yazilmis olanin tarihidir. ilk Raunt'ta muzaffer olanin ayni
zamanda estetik olarak kafaya tutulma halidir de. Yikintilardan
kurtarilanlar bugin igin anlam kazandikga elestirel potansiyelleri
de fark edilmis olur.

ilk Raunt

ilk Raunt koleksiyon sergisinde bahsettigimiz bu meselelere
dair 6nemli bir imgesel harita mevcut. Sanatgilarin giincel, tarihi
ve kulturel alana dair radikal Uretimleri bize alternatif bir tarih
okumasi sunuyor. Hegemonya karsiti kamusal bir alanin hayalini
kurmak babinda, gecen ylzyildan devralinan toplumsal siyasal
mevzularin, dikte ettirilmis sdylem ve ezberlerin yabancilastirici
etkisini kritik eden eserler koleksiyonun ana gévdesini
olusturuyor. Serginin genel diyalektigini inceledigimizde
karsimiza modernlesme hamlesi icindeki bir cografyanin
beraberinde getirdigi yapisal U¢ buylk sorun ortaya ¢ikiyor:
Egitim, kalkinma ve milli idealler

Serginin tamami bize icinden gectigimiz endise dolu zamani
durdurma ya da en azindan yavaslatma bir el freni islevi
goruyor. Ancak asagida adindan bahsedecegimiz U¢ sanatcinin
calismalari iste batun bu gévdenin iskeletini teskil eden sembolik
bir resim sunuyor bize. Bu ¢alismalar: Neriman Polat'in Mulk
Allahindir, ihsan Oturmak’in Nizam ve Ferhat Ozgur'an Kurt adl
calismalaridir.

Tedrisat

ihsan Oturmak’in karisik malzemelerden olusturdugu
Nizam adli calismasi, toplumsal-ulusal insaciligin, i¢ karartan
bir pedagojiyle ele alinisini isliyor. Nizam, pargali, sosyolojik bir
hakikatin inkarina dayali, koyu tonlarla dikte edilen bir monizmin
(tekgilik) terbiye edici siddetine odaklaniyor. Toplumu yeni

come across to the Carmikli collection which is composed of
encouraging and hopeful propositions. If we take the political
situation of the period into account, the stance of the collector
here should strike us as surprising and brave. The collection
should be seen as an attempt for lightening the surface of

the unvisible, as a struggle against a time conception which is
completely stripped off memory.

The first group of artworks in the collection -one can easily
assess that there are still many other works in the collection that
are not displayed in the exhibition- gives a clear glimpse of the
range of concerns and interests of the collectors: specifically,
the political and cultural memory and fractures of the specific
modernisation of Turkey. What kind of investment and passion
could have brought one to collect the leakages from these
cracks? We have to admit that these objects are the remnants
of the history of a wreckage. And experiencing the nearly
forsaken in the midst of ruins leads us to the philosopher, Walter
Benjamin.

As for Benjamin, art collector operates as a historical
materialist as s/he grasps and maintains -by the mediation of
objects- images and schemes of signification belonging to the
past -just as someone who compiles quotations. It would be
accurate to define collector’s relation to the past and history as
conservative. Just on the contrary, such a relation with the past,
which emerged as a tradition disruptor, has nothing to do with a
passive nostalgia that contents with maintaining: it is rather an
approach for intervening into the past in order to comprehend
the present. Further, this stance saves the tradition from falling
into the traps of conformism and establishes the solidaristic
link between the tradition and the present 1 The passion of the
collector, in fact, aims at protecting the richnesses that belonged
to the public and not at keeping objects behind closed doors.2

First Round

The collection exhibition presents us an imaginative mapping
about these problematics. The radical works on display relating
to a series of contemporary, historical and cultural contexts
propose an alternative reading on history. By imagining an
anti-hegemonical public space, the artworks in the exhibition
challenge the alienating effects of the imposed discourses and
codes, and socio-historical troubles that are inherited from the
past century. When we examine the general dialectics of the
exhibition we detect three main structural problems that marks
a geography that has been campaigning for modernisation:
education, development and national ideals.

The whole of the exhibition functions as brake levers which
can facilitate a reflection on the troubled days of our present.
But exemplary works, such as Neriman Polat's All Possessions
Belong to God, ihsan Oturmak’s Order and Ferhat Ozgiir's Wolf
compose the spine of main body of show.

Teaching

The mixed media installation of ihsan Oturmak with the title
Order focuses on gloomy pedagogical methods of the nation
and society construction. The piece sets to unpack the monism
which has been dictated in high relief through disciplinary
violence and which relies on an escapist refusal of existing
sociological realities. It reveals the long standing impacts of
political discourses which have employed concepts such as
utopianism, egalitarianism and modernity but ended up with
restraining difference and trying to squeeze all local and cultural
dynamics into a static, single code.

Oturmak reminds us the ways in which nation states,
in all variations ranging from the republican, progressive,
developmentalist to the conservative ones, attach themselves
to an endeavour of manufacturing consent through policitics
of standardisation and repression of difference. By underlining
the disciplinary and expansive trajectory of perceived ideas
about the concept of civilisation and their impact on successive
generations the artist's work shows us how the field of education
has been gradually transformed into an apparatus of capture.

Above all, where these policies that are based on claims for

bastan insa etmeye dayali, yerel ve kulttrel butin dinamikleri
tek bir kod etrafinda sabitlemeye ve farkli olani bastirmaya
doénuk ttopyaci, esitlikci, modern butan siyasal séylemlerin
zamana direnen etkilerini géranar kihyor.

Oturmak, ulus-devletci projelerin, cumhuriyetgi, ilerlemeci,
kalkinmaci, muhafazakar butdn ttrevlerinde riza Gretme
kaygisinin, fark gézetmeden, tek tiplestirme politikasi ile
ilerledigini hatirlatir. Farkli medeniyet algilarinin kusaklar
Uzerindeki kusatici, disipline edici seyrine dikkat ceken calisma,
egitim alaninin buyuk bir ideolojik kapma aygitina donisimunu
gosteriyor.

Totalde, muasirlagsma-millilesme iddialarina dayanan bu
politikalarin vardigi nokta: kir-kent toplumsalliginin kirsal alanlar
aleyhine yarattigi derin catlaktir. EndUstrilesmeyle beraber
kitlesel egitimin biyo-politik agidan énem kazanmasi: kirsal
topluluklarin kentlere yogun bir sekilde gocuyle sonuclanmistir.
Nufusun ve niteliklerinin istatistik bir veriye dénuslp kapasitesini
arttirmanin yolu kitlesel egitim ile mimkun olabilmektedir.
Kapitalizmin tarihi, 6zelde, ntifus planlamasi ve kitlesel egitim
tarihidir de denebilir.

insaat

Gelgelelim ulusal idealler, milli hedeflere dénuk séylemler,
kente dolusan modernize ve tasnif edilmeye muhtac kirsal
nufusu glvencesiz bir is ortami icinde birakir. Kente ¢cagirilan
kitleler, bu yabancilastirici ve giivencesiz ortam iginde, resmi
Utopyayla reel hayat arasindaki boslugu dehsetle fark eder.
Dongusel ve yavas akan bir zaman diliminden hizla ilerleyen
bir zaman dilimine gecilmistir. Kitleler, is bulma ve kamusal
hizmetlerden yararlanma imkanlarinin zorlugundan daha
Oldurdcu bir sorunla yUzlesir ki, bu: barinma sorunudur.

Kent kamusalligina yabancilik, milli Gtopya ile 6zdeslesmenin
imkansizligl, malkiyet ve adalet arasindaki gerginlik bayudukce
mulk edinmenin aciliyeti ortaya ¢ikar. Ancak mekanin iktidarin
kullanim alanina ait oldugu da asikardir. Dolayisiyla 6zel mulkin
iktidarin golgesi altindaki guvencesiz hali topluluklar Gzerinde
farkl séylemleri devreye sokar.

Ozel mulkiyetin yeni kentliler agisindan givencesiz
halini givenceye almanin ve kamusal mulkten asirdigini
mesru kilmanin yollarindan biri de dine referans vermektir.
Modernlesmenin isaret ettigi kamusalliktan gelenege referans
veren bu kamusallik insasi pragmatiktir. Neriman Polat'in
GCarmikh koleksiyonundaki “Mulk Allahindir” adli duvar
yerlestirmesi tam da bu melez bir kamusalligl insa etmenin
pragmatik sdylemine denk disuyor. Kentsel alanda barinma ve
yerlesmeden sonra, hukuku tartismali bir sekilde, yayiimanin
glclenerek siyasi sdylemlere oturmasi millilik ile cemaatgilik
arasl bir politik referansa karsilik verir. Kolektif bilin¢cdisinda
mulksUzlGgun yer yurt edinmeme Uzerindeki endisesi kent
alanlarinin kontrolsuz bir sekilde talaninin kapilarini aralar.
Polat'in, kitsch sayilabilecek, btb mozaikten yaptig duvar
bezemesi: sekteye ugramis bir modernlesme hamlesinin
sonunu gosterir. Ki bu durum yayilan neoliberal siyasetin tehdidi
altindaki “6zel mulkiyeti” koruma kaygisinin yerellige ve millige
siginma halinin disa vurumu olarak da okunabilir.

Fecaat

Milliyetcilik veya ulusal idealler yer yizinde her zaman, ana
akim siyasetin en bUyUk argiimani olarak isledi. Bu baglamda
GCarmikh koleksiyonundaki bir cok eser milliyetcilik sosuyla
kopurtilmus bir ideolojin Uretmis oldugu toplumsal/kultarel
fecaat halleri olarak da gorulebilir. Sergideki islerden biri olan
Ferhat Ozgur'un “Kurt” adl isi tam da koleksiyonun Gzerine
oturdugu malzemenin sembolik sermayesini olusturuyor.
Ozgiiriun Kurt'una eslik eden ‘Demokrasi Kulesi’ calismasi
da siyaset alaninin esitlikleri gizleyen, sisteme bagimhhgi
sureklilestiren egemen sodylemin bir diger tuzagi olan temsili
demokrasi geleneginin derme ¢atma hallerini isaretler. Strekli
sallantida olan demokratik bir isleyisin milliyetcilik veya milli
irade diskuru adi altinda toplumsal adaletsizligi besleyen bir
demokrasi oyununun gostergelerini sunar.

iste tam da bu demokrasi oyununun sembolii olan ve

civilisation-nationalisation processes arrive at the end, is: the
deep fractures inflicted by the binary of rural and urban on

the rural geographies. The bio-political dynamics employed by
educational systems that are operating on massive scale in the
aftermath of the Industrial Revolution ended up with promotion
of intensive migration from the rural to the cities. The reduction
of population and its features into statistical data could only be
attained by mass education. The history of capitalism can even
be defined as the history of demographic engineering and mass
education.

Construction

On the other hand, discourses on national ideals and
objectives impose a precarious labour condition onto the rural
populations who have been filling up the urban habitat in need
for modernisation and regimentation. These masses that are
invited to the metropoles, at some point, become aware of the
terrifying rift between the official utopia and the real life under
the sway of alienation and precarisation. The slow rhythm of
the circular time is replaced by absolute acceleration. Masses
confront with a more serious and fatal obstacle than issues
relating to employment and the endeavour to get more public
benefit: shelter.

While the distance to the benefits of urban publicness, the
impossibility of identifying with the national utopia and the
tension between possession and justice increase, the urgency
for buying a real estate intensifies. On the other hand, it is
also apparent that space is being administered by power.
Consequently, the lack of security in concern with owning a
private property under the shadowy presence of power prompts
different discourses on communities.

One of the ways to compensate the precarity of private
possessions in the context of urban newcomers and to forge
a justifying pretext for plundering the public property has
been the appeal to religion. The reference that is made from
the publicness indicated by modernisation to the construction
of publicness relying on tradition is a pragmatic one. All
Possessions Belong to God, the wall installation of Neriman Polat
from the Carmikli collection points at the pragmatic discourse
that leads to the construction of a sort of hybrid publicness.
After the soothing the concerns about accommodation and
shelter, political demands have been, in a very controversial
status of almost illegality, shifted quickly towards practices
of expansion which is accompanied by political discourses
articulating references to national-ness and communitarianism.
The anxiety embedded in collective subconsciousness in relation
with a potential wave of dispossession and a possible failure in
territorialisation opens up the gates of unregulated plunder of
urban spaces. The deliberately kitsch mosaic ornamentation of
Polat's work indicates at the dramatic end of the uncompleted
modernisation campaign of the country. This can also be read
as the expression of a retreat towards a discourse that is
based on the national and local belongingness and promises to
protect “the private property” from the threats of intensifying
aggressions of neo-liberalism.

Disaster

In the local context, nationalism has always operated as the
strongest ideological tool of mainstream politics. In this sense,
a big number of works within the Carmikl collection disclose
examples of the disasterous socio-cultural consequences of
the nationalism-flavoured discourses. Ferhat Ozgiir's Wolf
corresponds exactly to the symbolical capital that has shaped
the collection’s main material. Ozg[jr's other work, The Tower
of Democracy, which accompanies Wolf, also marks the patchy
character of the tradition of representational democracy, one
of the pitfalls of the hegemonic discourse that perpetuates
obedience to the system. It demonstrates evidences of the
constantly unsteady mechanism of the democracy game and its
inequalities veiled under the discursive covers of nationalism
and national will.

The Wolf's body, which is haphazardly sculpted from



esitsizlikleri mesrulastiran sec¢im sandiklarinin soguk gri renkli
tahtalarindan gelisi gtizel sekilde insa edilmis devasa ‘Kurt' i¢i bos
bir gbsterendir. Bu bosluk simgesel alanin gercgeklik Gzerindeki
yaniltici etkisini gosterir. Kurt, kiiresel boyutta, sadece bos bir
gosteren olarak milli ve dini dlkdleri diri tutmakla meskundur.
RollU: rant, somuird ve siddetin, gérinmez koruyucusu olmaktir.
Sanatginin malzeme secimi Neriman Polat'ta oldugu gibi milli
insaculik diskuruna da uygundur. Simgesel figlr gittikce buytyor
ama hicbir sey vaad etmeden orada duruyor. Dolayisi ile milli
ideallerin gelip dayandigi yer: toplum, kent, kiltur ve gelecek
tahayyuld adina igler acisi bir durumdur. Yani “Kurt"un ettikleri
saymakla bitmez.

Kisacasi ilk Raunt sergisi olarak karsimiza ¢ikan Banu-Hakan
Carmikh koleksiyonu bu ¢alismalarla beraber alternatif bir tarih
yazimi olarak degerlendirilebilir. Sergi cogunlukla yasadigimiz
zamana ait veya etkisi bugline tasan toplumsal/tarihsel/
yapisal sorunlarina giincel sanat pratiginin radikal elestirel
bakisini hatirlatiyor. Turkiyedeki giincel sanatgilar bu sergide
gosterdikleri gibi tarihcilerden ve siyasetcilerden daha aktif
davranip yikintilarin tarihi belgelemektedirler. Dillendirilemeyeni
dillendirmek adina 6nemli bir saha ¢alismasi yapmaktadirlar.

Tehdit altindaki yasamlarin (hayvan, insan, bitki, hava, su) bir
battin olarak kiyisinda oldugumuzun isaretleri olarak okunabilen
eserler, buginlerde az rastlanir bir politik dinamizm tasiyor.
Umuyoruz ki bu sergideki enerjiden sonra Turkiye Glncel Sanat'l
biraz daha silkinip kdllerinden dogan bir Uretime sarilir.

woods whose greyness reminds one of ballot boxes -the very
symbol of mechanisms justifying inequalities under the game
of democracy. Its hollowness underlines the illusionary effect
of the symbolical terrain on reality. The Wolf stands, on the
global scale, for an empty signifier that has been deployed for
keeping national and religious ideals awake. Its role is operating
as an invisible protector of unearned incomes, exploitation
and violence. Ozglir's choice of material (just as we have seen
in Polat) corresponds directly to the discourse on national
constructivism. The symbolical figure grows bigger and bigger
but at the same time, it remains inactive, completely devoid of
any promise. Hence, this is where the national ideals lead to: a
pathetic state in relation with society, cities, culture and visions
for the future. Countless deeds of the Wolf...

In short, the collection of Banu & Hakan Carmikli we see in
the First Round exhibition, the works of the three artists we
mentioned and also others, can be perceived as an alternative
historical narrative. The collection conveys the radically critical
perspective of the contemporary art practices that are set to test
social, historical and structural problems of the present and the
recent past. As this exhibition proves, contemporary artists keep
on documenting the history of destructions more efficiently
than any historian or politician. They are committed to a sort
of field research in pursuance of enunciating the unspoken.

The artworks concentrating on the troubles of lives that are
put under threat (human being, animals, plant, water and air)
present us a political dynamism that is hard to find these days.

We hope that the energies inherent in the exhibition motivate
the contemporary art scene in Turkey to shake itself and come
up with fresh beginnings.
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