Bu metin “G6g” Sergisi hakkinda 29 Mart 2024 tarihindeki Ayse Tulay-Ezgi Bakgay soylesisinden
aktarilmigtir.

Ezgi Bakcay: insanlarin bir bicimde kendi hayatlarnyla iliskiler kurduklari, ok degisik
sekillerde okuduklari, ¢cok okumaya c¢ok anlam katmanlarina acik bir sergi. Serginin
baglaminda bir Beyoglu gezisi gerceklestirdik. “6-7 Eyliil Olaylari”’nin izinde bu cografyaya,
mahalleye, caddeye, sokaga bambaska bir gézle bakmamizi saglayan bir gezi oldu. Sergi
boylece Karsi Sanat’tan tasip Beyoglu’na kadar sicradi, yayildi. ilk defa boyle bir sergi gezisi
yapildi. Karsi Sanat’in hikayeleri icinde 6nemli bir yeri olacaktir.

Bir yandan da cetin ceviz Ayse Tilay’in sergisi. ismi G6g. G6g ne demek? Go6g nereden
geliyor? Bu kavramin kalbindeki yeri ne?

Ayse Tilay: Gégermek kelimesi burada sergi acacagim fikri dogduktan sonra geldi. Burasi cok 6zel
bir mekan. Tam Galatasaray Meydaninda. Bir¢gok sosyal olayla iligski kurulabilecek bir yer.
Calismalarimin bir kismi zaten bunu karsiliyordu. Ancak mekanin bulundugu yer cok énemli bir
hale geldi.

Olgunlasmak fikri “yer esmek” kelimesinden sonra mekanla birlikte iyice oturdu.
Yer esmek, yerlesmek degil de yer esmek. Belki de ilk ev yapilari toprak esilerek yapilan yapilar...

insanin kendine bir yer esmesi, bir bitki gibi o estigi yerde var olmasi. Yesermesi, gigeklenmesi,
meyve vermesi, olgunlasmasi ve tohum vermesi...

Bu yasamsal donguyl “Gog” sergisi 6zelinde insanin kendini bulmasi, gergeklestirmesi ve Urln
vermesi olarak yorumlayabiliriz. Estigimiz yerin ortaminin ne oldugu, yesermeye uygun bir yer olup
olmadig mekanla birlikte daha ¢cok giindeme geldi. Boylece gégermek fikri ortaya cikti.

Gunesin yaptigl bir eylem gégermek; rengin donmesi, meyvenin yesilden maviye, mora, sariya
veya kirmiziya dénmesi...

Yara icin de kullaniliyor. Yaranin gégermesi, sifalanmasi anlamina geliyor. Yaranin renginin
kirmizidan mora, mordan sariya, saridan dogal rengine donmesi. Yaranin iyilesmesi...

Giysinin gégermesi ise ¢cok giyilmekten nemlenmesi, kuflenmesi, morarmasi, incelmesi...

H

Zamanlaiilgili bir durum var gégermekfiilinde. Zamanla, gun ve gunesle ilgi kuruluyor. “Gék meyve’
ornegin meyvenin ham oldugunu koparilmadan beklenmesi gerektigini, zamana ihtiyaci oldugunu
anlatiyor. Gunesin yaptigl bir eylemin zamanla ilgili olmasi ve bunun da hem giysiye hem de
yaranin iyilesmesine donusmesi ¢ok ilgi ¢ekici benim igin.

Ermek kismini atip g6g8 kismini almak. Gék’tin eylem haline vurgu yapma, isaret etme istegim;
benim bu sergiyi “g6g” olarak isimlendirmeme sebep oldu.

EB: “A.” yerkiire, gile, yumak, yuva, koza gibi bir heykel...

AT: Aileme ait kumaslar kullaniyorum islerimde. Bunlar hem duygu hem de temsil ettikleri
bedenler agisindan ¢ok yukld kumaglar. Ailemin kumaslarini kullanmama neden olan baz
duygusal acilimlar var fakat bu bir baslangi¢ noktasi; sonradan o ise bakisim degisiyor.



“A.”isin adi. Ben sevgili Gulgin Aksoy ile gok baglanti kurmustum orada. Onun vefatindan énce bu
isi yapmaya baslamistim. Benim isimde de A aileyi, abiyi, ablayi, anneyi temsil ediyordu. Sergime
onu gagirmay!i ve bu is Gzerine biraz sohbet etmeyi hayal etmistim maalesef gergeklestiremedim.

Aslen kendi annemin 6lumunden sonra bu isi yapmaya basladim. Aile, toplumsal meseleyle
ilgilenirken toplumun gok da disinda gériinen bir sey degil. Toplumun tam ortasinda yer alan en
ktcuk kurum. Bu kurumun yetistirdigi kisilerin topluma katilmasi, ailede 6grendikleri duygulari
tekrarlamasi birgok olguyu getirebiliyor.

“Gog” sergisi icinde yer alan fikrim olarak; insanin tohum birakmasi, iyiligin kotulige ustun
gelmesi seklinde eylemlere gegcmesi toplumlarin iyilesmesi agisindan ¢gok dnemli olabilir.

Duygularimizi ailelerimizde 6greniyoruz, ailelerimizde iyilesiyoruz ve kotllesiyoruz. Burada Rakel
Dink’in “Bir bebekten nasil katil yetisebilir” ciimlesi benim igin ¢ok belirleyici. insan aile iginde
o0grendigi duygularini toplumda iyilestirdigi ve uyarladigl surece kendini gerceklestirebiliyor. Bir
yerde ailesini de asmasi gerekiyor.

Getirilen genetik kodlari da yolunda gitmeyen geleneksel 6gretileri de yenmesi gerekiyor ki iyilige
dogru gidebilelim.

Bugln toplumlarimiz maalesef iyi degil su anda geldigimiz noktada...

EB: Performatif bir is. Saatler boyunca sariyor, agirigin lizerinde doniiyor sikistiriyor,
ceviriyor tekrar ceviriyor. Belirli bir sekilde yuvarlak bir form almasini sagliyor. Sisyphos da
bir yuvarlagi, kiireyi, giinahi her giin tasimak durumundadir. Tasidigin, her giin yeniden
tasimak zorunda oldugun bir sey...

AT: Bu is bir sifalanma sireci. Yaparken hissediyorsun. Bu performatif isi yaparken bir ¢esit
sifalanmayi yasiyorsun. Zaten oncesinde kesiyor. Var olan bir seyi, bir bedenin yerini alan bir kilifi
kesmek; bir boslugu kesmek ve onu tekrar dokumaya hazirlamak... bir yerde o yumaklarla... boyle
bir durum...

Ozellikle bozarken, keserken, dikilmis bir seyi... elbiseyi keserken bu duygu olarak senin ‘cok
yanlis bir sey yapiyor’ olduguna dair bir isaretken; kesme fiili aslinda bir taraftan da onu tekrar
yapma, bir sanat eserine donusturme; bir tur tekrar dokuma, bir iyilik icin mucadele ettigin bir
sifalanma sureci oluyor...

EB: Kiyafetlerin her biri onlarla gecirilmis zamani tasiyor. Louis Bourgeuis “giyinmek bir
bellek isidir” diyor. Bir bayramda, bir bulusmada, bir yas zamaninda, o glinler, o elbiselerin
icindeki anilarin her biri simdi birbirine dolanip bir katman katman bir zamani olusturuyor.

AT: Annenin zamani, varligl, bellegi bir nesneye donustyor. Bu ¢ok 6zel bir ise donusuyor... hig
kaybetmek istemeyecegin bir is... bir taraftan da gogermesi s6z konusu, ¢urimeye meyilli... Yok
olma surecini uzatacak bir nesne. Bir sanat eserinin de gégermesi, yok olmasi s6z konusu olunca
benim igin ayrica bir sagaltima donusuyor.

Bu bir taraftan da annemle birlikte Urettigim bir is. Annem eskiyen giysilerimizden yumaklari
yapmaya baslamisti. Cul dokutmak Uzere. Sonra ben onun yaptigi cogu yumagi kiyip saramadim;
oldugu gibi sergiledim.

EB: Kolon. Sena Tural séyle demisti sergin igin: “Ayse Tiilay kendi kiirasyonunu yaparken
sanki farkli sanatgilar bir araya gelmisler gibi”. Bu kumaslar, baskilar, tuvaller, pasteller,
desenler ayni bilingten nasil gikiyor?



AT: “Kolon”da ananemden, annemden, teyzemden bana ulasan ulamalar var. Soyle ki
ananemden ulasan ulamalar artik ananemin annesine hatta bluyuk ebeveynlerine varan ve
gunumuze kadar gégeren giysi parcalarini igeriyor.

Bir yapinin kolonunu taklit ediyor. Osmanli zamaninin Ermeni mimarlarindan Hosvep Aznavur’un
evinin sadece fasadinin ginimuze ulastigl bu yapida, altinci katta bir stitunu taklit eden bir kolona
dénusuyor.

Beni cok memnun eden bir sekilde ananemden bana ulasan kirkyamalardan parcalar; buguin
bizim giydigimiz ve eskittigimiz giysilerle birlesiyor. Uzerinde dikis izleriyle birlikte... Artik
1900’lerin basindan bahsediyoruz. O zamanin bireysel Uretim bigimi islerin igine bir boyut daha
katiliyor.

Benim ananem bir dokumaciydi. Hatta ipligini kendi yetistirdigi pamuktan Uretirdi. ipek elinde
yoksa eger onu komsudan degis tokus yaparak edinirdi. Bu dokumalardan giysi yaptiktan sonra
cikan artik parcgalari hicbir sekilde ziyan etmezdi. Onlar ya bir kirkyama ya da buyuk parcaysa
bohga, kese yapilirdi. Buytkligline gore ayarlanirdi. En son kiguk kirpiklar da atmaz, yastiklarin
icine tikar, kitik yapardi. Bu cok ekonomik bir eylemdi cocuklugumda o6grendigim... Yayla
zamaninda ananemle birlikte yasarken bunu birlikte yapardik. Benim ananemden, annemden el
aldigim bir sey... kesme bicme dikme isi... (Kizim su kumasi boyuna kes. Yavrum yetmediyse bunu
da o yumaga kat. Arasina suirme olacak bir renk koyalim. Bak yavrum morla kirmizi birbirine

yakisir.)

Ondan bana gelen kirkyamalar ailenin jeneolojisi gibi... insanin var olmasiyla birlikte yok olmasi...
onun yoklugunda varliginin kokusunu hissediyorsun ya... Bir sey kaliyor... Bir bosluk oluyor... O
boslugu dolduran seyler de hatiralar. O hatiralarin belirli bir kivami var. O kivami sanat eserine
aktariyorsun bir sekilde...

Ananemin aile hikayemizde ayri bir yeri de var. Soyle ki; ben kendimi bir yorik torunu olarak bilirim.
Babam tarafi Sarikegili yoruklerinden, halen de hayvancilikla ugrasan kuzen torunlari var. Benim
de kil cadirda zaman gecirmisligim var. Yoruk kilturinin icinde buyluduk. Boéyleyken ben sanatgi
oldum. Sorarlar sen nasil sanatc¢i oldun; ailende hic boyle bir kultir yok diye. Hatta ben de merak
ederim gergekten nasil oldugunu. Biraz aile ge¢gmisiyle ilgilendikten sonra fark ettim ki ananemin
ananesi Ermenekli, Yalnizcabag dogumlu. Ermenek Ermeni kokenli. Bu bize hi¢ aktarilmadi. Ben
sanatsal acgidan her adimimi attigimda ananemin 06gretilerini tekrarlayarak o adimi attigimi
soyleyebilirim. Ozellikle okul 6ncesi dénemde; sonrasi da... Dokuma islerinde ona gok yardim
ediyordum. Dokuma iglerinde 6grendigim sistemi gogu zaman uygularim.

“Kolon” isinde de ondan devraldigim birgok dokumayi degerlendiriyor olmak gok kiymetli...
“Oldiirmek istemiyorum” da zaten “Kolon”un kirpiklarindan yapild.

EB: Sanatin tarih yazimiyla iliskisi burada ne kadar 6nemli degil mi? Sanatin 6ykii anlatmalk,
o karakterleri yasatmaya devam etmek gibi bir kudreti var. islevselliginde degil de tam da
islevselligin bozuldugu yerde. Ormiiyor bozuyor, tekrar 6riiyor, tekrar bozuyor.

AT: Bugiinden baktigimizda bu kumaslar bize cografyaya ait bir seyler de séyliiyor. insanin toprakla
iliskisi agisindan. Kumaslarin yeri var; pamuk, ipek doga ile iliskili. Bir zamanlarin gozde ticaret
nesneleri. (Bulunmaz hint kumasi degil mi; ne kadar hazin bir éykusu var.) Zaman ilerlediginde
belki nanoteknolojik kumaslar kullanilacak ve bu kumaslar bize ¢cok daha bagka bir sey anlatiyor
olacak.



EB: “Kolon”un igcinde zaman var, isik var, ayni zamanda doganin kendisi de var. Bu bir gesit
direnise donusiiyor. Yok olmaya karsi. Yok olanlarin izlerini tasiyor ve yillarca tasimaya
devam edecek sanat pratig§inde. Hatirlama isi bir yerde yas tutma isi icindeki bosluguyla
birlikte. Kayiplarin yerini doldurmadan, icindeki bosluguyla kayiplara alan agan. Nefes alan.
Isik sizan bir stitun.

AT: Kirkyamayi (ulamayi) yaptigin zaman soyle bir seyden yapiyorsun aslinda. Giyilebilir bir
elbiseden yapmiyorsun. Elbise iyice gogeriyor giyilmekten; artik giyilemez hale geldikten sonra o
kumaslari kesiyorsun. Kumaslarin her yeri gogermiyor. insanin, érnegin, oturdugu alan neredeyse
hi¢ kullanilamayacak bir parga haline dontismusken eteklerin yan taraflari, 6rnegin, kullanilabilir
parcgalara donusuyor. O parcgalarda da dikigler var. Dikisleri agiyorsun (kumasi buyutuyorsun) ki
kesip dlizgun parcgalar elde edesin. Kare, dikdortgen veya lggen parcalarla ulamayi yapiyorsun.
Cogunlukla ucggen yapardi ananem. O sokulen dikisler gortinuyor kolonda. Onlar gostermek
istedigim igin 151k koydum.

EB: Bizim simdi hicbir giysimiz gogermiyor. Bir seyler eskimiyor. Bir seyler yaglanmiyor. Biz
biraz eskiyince hemen degistiriyor, ortadan kaldiriyoruz. Yaslilarimizi goziimuiziin 6niinden
kaldirmamiz gibi. Bu tiir bir nesneyle boyle bir iliski kurmuyoruz. Zamanin farkindaligina dair
o carpici ya da 6liime dair olan o uyandirici hissi de ortadan kaldirmis oluyoruz. Her seyimiz
yeni ¢linkii bizim.

Buradaki butin islerde dikisler goriiniiyor. Parcalarin yan yana gelisindeki mekanizma
acikta. Delikli islerde hakim olan sey biitiini olusturan bosluklarin acikta birakilmis olmasi.

AT: Sanat benim ¢ok 6zgUr hissettigim bir alan. Cok 6zglirce hareket ediyorum.

EB: Burada birbirleriyle konusan eklenmis parcalar var ama bu parcalar baska eklere de
sahip olabilir. Eklenmis pargayi acgikta birakirsan gelene de merhaba deme ihtimalin olur.
Kapali olan sey davetkar olamaz zaten. O yiizden bu sergi zaten bir yapboz gibi, avcumuza
alalim karistirallm masaya bir daha atalim sanki yeni biitlinliikler olugsabilecek kadar parcali
ama parcgalar arasinda da o kadar vaatkar iliskiler var.

“Kolon” kendi 15181 ile bir espas olusturdu. Yuvasina oturuverdi. Mimariyle iliski kurdu. Bir
baska mimariyle iliski kuran bir is Alman Cesmesi. Hayaletvari bir yapisi var. Asili olusu,
kumasin beyazligi, dokusu, saydamulgi... bir de bulmaca gibi; neden Alman Cesmesi? Bir
kurukafa hali de var; yliz, gozler, bosluklu bir kafa... Yamuk bakildiginda goriinen bir sey...

AT: Bu mekanda vizér adinda bir is yapmak istedim. Buranin disariyla iliskisi. Ozelinde de
Galatasaray Meydanr’yla iliskisi. Mutlaka buradan Galatasaray Meydani’ni gormek istiyordum.

Kameranin vizoru. Kamerayi ayarliyoruz ¢ekiyoruz ya. Alman Cesmesi ¢ok ikonik bir ig Sultan
Ahmet Meydaninda. istanbul’u izleyen yerli ve yabancilar icin gekici. Kristal, pirlanta gibi bir yiiziik
basi. SUtunlarin Gzerinde basi var, parliyor. Mermerleri gok 6zel. Mermer sttunlar donerek parliyor.
Cok 6zel yerlerden gelmis mermerler...

Alman Cesmesi’nin hikayesi de benim ugrasiyor oldugum konuyla ¢ok ilgiliydi.

Alman Cesmesi Alman imparatoru Il. Wilhelm’in Osmanli imparatoru Il. Abdilhamit’i ikinci
ziyareti sonrasinda hediye olarak kurdurdugu bir hediye yapil. Bunun detayina baktigimizda Il.
Wilhelm’in ilk ziyaretinin 1880’lerin sonu oldugunu goriyoruz ve Il. Wilhelm’in bu ziyaretinde
yaptigl anlagsma bir silah anlasmasi. Osmanli Rus Savasinda kullanilacak silahlari Osmanli
Devleti Almanya’dan satin aliyor.



“lyiligin kotiluge Gstiin geldigi” noktada Uistiin gelmemiz gereken konu éncelikle savas... Oldirme,
canliligi yok etme...

ikinci ziyareti yanlis hatirlamiyorsam 1898 yilinda. O ziyaretinde de Konya ve Bagdat arasi
demiryolu anlasmasinin vaadini aliyor. Sonra da Alman Cesmesi’nin parcalarini demonte olarak
Almanya’da yaptiriyor. Bu pargalar istanbul’a geliyor ve burada monte ediliyor. Tam o yillarda
aslinda Anadolu’dan birgok eseri de ornegin Bergama’dan Zeus Tapinagi’ni demonte ederek
Almanya’ya goturuyor. Pergamon Muzesi...

Aslen ben bu monte-demonte eylemini tekrar etmek istedim. O pargalari kestim, demonte olarak
imal ettim ve birlestirdim. Bir video gektim. Bu pargayi eskiz olarak Gretmistim. Sonra vizor fikri ile
uydugunu fark edince ¢ikardim oldugu gibi sergiledim.

Bir 6zel durum var. Hastanede bir yakininizi kaybedince size onu bir kumas iginde veriyorlar. Ben
babamin verildigi bu kumasi kullandim. Kumas saydamlgl acisindan ise c¢ok uygundu.
Planladigim bir sey degildi fakat sonradan bu is “babanin 6lumu”yle birlesti ve ¢ok farkli bir yone
de acildi.

Eril dil benim ugrastigim bir alan. Eril dilin 6limdyle, eril dili bozmayla ilgilendigim igin bu is benim
icin gok tatmin edici oldu.

Bu isin digerlerinin arasinda sergileniyor olusu ¢ok 6zel kiliyor... Kuru kafa bunu da sen soyledin
simdi...

EB: Kurukafa evet... Kurukafanin gézii yoktur fakat bakisi vardir. Seni bir sekilde izlermis gibi
gozukiir. Zaten bu kadar urkiitiicli olmasinin nedeni de bu olsa gerek. Bosluktan sana dogru
yonelmis bakis vardir ama géz bebekleri yoktur. Bundan daha korkutucu ne olabilir. Vizér
dedigin yerle onun arasindaki baglanti. Ve, 6limiin serginin kalbinde o uygar, yiziik basi gibi
mimari yapiyla birlikte yerlesmis olmasi, kumasin kullanilmasiu...

AT: Kurukafay ifade eden yuvarlaklarin oldugu yerde Il. Wilhelm’in isminin bas harfleri ve Il
Abdulhamit’in tugrasi var.

EB: Tarihi biliyor olmasi da ¢cok hos degil mi? Rehber olmasinin giizelligini getiriyor. Kendiyle
kurdugu iliski bizim kurdugumuz gibi degil. Bu kadin bu isi biliyor ve ll. Wilhelm’in hikayesiyle
ananesinin hikayesini yan yana getirebilecek bir esneklikte diigsliniiyor zamani. Birden boyut
ne kadar farklilasabiliyor ama ayni hikaye devam ediyor.

AT: Siddetin hikayesi; aslinda failin de hikayesi bir yerde...

EB: Holbein’in Sefirler tablosunda hani kurukafanin yamuk durusu... Tuhaf durur ama biitiin
anlam alanini da dagitir.

Zeynep Devel (izleyici)i: Rehberlik, tarihle yogrulmanin ya da gégermenin hayatina getirdigini
calismalarinda goruyoruz. Her calismanin anitsal ya da arkeolojik bir havasi var. Doku, desenler,
renkler, pargalarin bir araya getirilisi; [stanbul 6zelinde konusuyorsak Istanbul’un biitiin dokularini,
katmanlarini biraz daha soyutlastirarak barindiriyor. “Sehir” 6rnegin; eski caglara, ilkel dokulara,
duvarlara kazimalara 6zel bir calismayken “Alfabe” belki hiyeroglif tarzi, elbisenin ortaya ¢ikigi gibi
bir is. Burada kabataslak krokilerin oldugu haritamsi bir ézellik de var. “Vizér”; istanbul deyince
sutunlar, sarniglar, yerebatanlar, hipodrom; bu dokulari gérebiliyorum. “olurolmazolmazolur”
serisi; mozaikler, taslarin bicimleri, birbirine gegigleri... Kendi icinde arkeolojik, tarihsel bir tura
cikaran yapisi var. Her malzeme farkli ve degisik, Istanbul’da bir kendi karma sergisi...



EB: istanbul’da bir sergi demen benim ok ilgimi gekti. istanbul béyle de okunabilir; baska
tiirlii nasil okunabilir. Bir bienal olsaydi kent hakkinda asla kimsenin aklina gelmez boyle
isler. Bu islerin hepsi istanbullu. Zihninde birikmis ve onlar bir bicimde hem kentin hem de
kendi 6ykiisiinii anlatan bir seye donlismiis.

ZD: “A.” isini ben koca koca kubbeler yaninda kli¢lik kubbeler; Topkapi Sarayi’na benzetmistim.
Kendi amacinin disinda formlar, baska okumalara da acik...

EB: Bir boyut daha var dil. Bundan da bahsetmek gerekir. “Alfabe” hiyeroglif gibi harfler var;
sanki sozciikler yazilabilir. Hi¢ konusmayan bir dilde konusturabilirsiniz belki. Dille nasil
iliski kuruyorsun?

AT: Dil meselesi beni ilgilendiriyor.

Kelime insanin iginde var olan bir seyi disariya atiyor. Soylemek istedigim bir seyi, bir duygumu,
dustuncemi disariya atmak igin konusuyorum. Bu benim beynimde, kalbimde veya dilimde
Uretiliyor. Abject gibi bir sey kelimeler... Bize bir medyum ses... Digariya dogru bosaltma araci...

Dilin hakimiyeti de dnemli; hakim oldugu ve olamadigi alanlar var. Bazi seylerin dilsiz kalmasi
meselesi... Aslinda, gene kendi 6z hikayemden kaynaklanan bir sey. Konusamayan bir insanla
karsilasmistim. Cok kucuk yastaydim. Onun konusamiyor olusunun neden oldugunu pratik
ederken kendim bir siire kekeme oldum. O kekeme oldugum streyi de gergekten konusamadan
gecirdigim i¢in ¢ok sikinti gektim. Bir iki sene surdu. Anne baba da anlamadi tabii; cocuk igin
psikolojik bir durum, zamanla gecer Ustune gitmeyelim dediler. Sonra ben nasil konusamamayi
pratik ettiysem konusmayi da pratik edeyim dedim ve konusabildim. Ozel bir sure¢ yasadim. Dil
benim ¢ok hassas oldugum bir konuya ¢evrildi. Bu hikayeyi boyle bagliyor muyum su anda yoksa
gercekten dyle mi bilmiyorum. Fakat bdyle bir hikaye var. Dilin bizi ifade etmesi beni ¢ok
ilgilendiriyor.

“Triptik”te model olarak kullandigim giysi gocuklarin babaannesinden gelen bir géynek. Eski
insanlarin hepsi dokuma yapiyordu. Babanne de dokumaciydi. Bu goynek giyilemez clinkl yaka
kismi acik degil. Giyilecegi zaman aciliyor. 1978 yilinda Bulgaritan’dan gelirken ¢ocuklarimin
babasi hentz 13 yasindaymis. O senelerde gogenlerin esyalarini getirmelerine izin verilmemis;
ancak tasiyabilecekleri seyleri getirmigler. Kayinvalide bu goynegi de getirmis. Kizim bunu
torunuma ver dedi. Bir giysinin dokunmasi ve hi¢ giyilmemis olusu, elden ele gidecek bir sey
olmasi beni etkiledi. Bir tir zamana maruz kalmama, gogermeme. Bir kutsiyet oluyor. “Triptik” bu
isin ismi...

Sonra gocuklar buyuduler ve serbest dolasim hakki almak igin Bulgaristan vatandasligina
muracaat ettiler. Ben de goynegi yanima alarak onlarin bu yolculuguna katildim. Bu yolculuktan
“Ates” isimli video isim sergileniyor.

“Alfabe”de ise Ermeni harflerini hayal ederek kullandim goynek imgesini. Ermeni harfleri boyle
yukariya, asagiya dogru uzantili harfler. Goynek U¢ parga halinde dikilmis ve kollari yukari dogru
bakiyor. Bu imgeyi kullanarak kendime bir alfabe olusturdum.

“Progressed” bir i¢ggen kompozisyon iginde; yukari dogru cikiyor ve keskin bir sekilde dénerek
deprogressed oluyor. Sonra bunu bozuyorum, kesiyorum ve yeni olasiliklara gonderiyorum. Bir de
lizerine yagmur ve kar yagdirarak ekolojiyle iliskisini kuruyorum. ilerleme dedigimiz sey nedir
sonug¢ olarak; ilerleme insani mutlu etmesi gereken bir seyken aslinda mutsuz eden bir seye
donusmus olmasi veya canliigin yok olmasina yonelik olmasi; bu isi yaparken disindigim
konular.



“olurolmazolmazolur” bana hayatimi degistirirken gelmis siklikla tekrarladigim bir cimle... bu
sefer onu bozuyorum, ondan baska bir dizgi olusturuyorum; araliklar birakiyorum yani zamani da
cagristiran araliklar... O araliklarin hepsi benim kesmem, tekrar yapistirmam, tekrar olusturmamla
ilgili hatalarn kapsiyor. Bunlar ve birgok sey. Bana artik bir suru sey anlatiyor. Bir metin yazmaya
basliyorum. Seriyi bozarak olusturdum. Sonra onun igine kumaslar da girdi. Kumaslarla da
bozdum. Yazdigim metni bir yerden sonra ben de bilmiyorum. Boyle bir dil hikayem var.

Aslinda soyle sdylemek istiyorum. Bu bir dikddrtgen parca sonug olarak. Ama o dikddrtgen benim
icin bir mekani, bedeni, harfi, sesi temsil ediyor. Oransal olarak baktigimizda bir insan kollarini en
yuksege kaldirip ulasacagl yere dogru yana agsa, bacaklarini da duzlestirip yana agsa bu
dikdértgene tekabiil ediyor. Bir oda, yatak, dolap, kapi, masa hep bir dikdértgen. insanin aslinda
dunyadan kullanabilecegi kaynaklar ancak bu dikdortgeni doldurabilir. Halbuki biz dinyayi ele
gecirmek istiyoruz. Boyle bir hirsa sahibiz. Bu hirsin karsisindaki bu dikdoértgeni yerlestirmem; ses
olarak da harf olarak da sdylenen sdz, yazilan metin olarak da benim i¢in bir minimalist yaklagimi
temsil ediyor. O dikdortgenleri tek tek kullanarak yazdigim metinler; aradaki bozulmalarla
kaymalarla birlikte benim kisisel hatalarimi iceriyor. Kigisel hatalarimin olmasi da kurallari
bozuyor.

“Sehir”de de dikdortgen icinde tekrarlayan bir imge var. Bir bombaya, fallik bir imgeye benziyor.

O fallik bir imge gercekten fallusu temsil eden bir imge. 2003’teki Irak Savasindan sonra
kullanmaya basladigim bir imge. Bir tek bomba iken birgok rokete donustu. Sonra o yukari dogru
cikan roketler fallusa donustu. Fallus da erk olmak iktidar olmak... Disariya isik veren delikleri ipek
iple diktigim kuguk dikdortgenler olusturuyor. Her bir birimin iginde bir fallus meselesi var.

Irak savasiyla birlikte televizyondan seyrettigimiz 1sikli bombalama gorintulerinden yildizlara,
yildizlardan her hane icinde bulunan arzuyla ilintili bitmez tukenmez erk olma mucadelesine, hirsa
yonelik bir¢cok sey sdyleyen bir metne donusuyor...

ipekler faili gérinir kilmaya yoénelik kullandigim kiigiik ipuglari. Bunlar ilk bakista gériinmiyor;
cok ince ancak yaklasarak bakarsan fark ediyorsun. Haneleri olusturuyor...

islerin yer yer katmanlasmasi silinip tekrar yapilmis hissi var. Gergekten bazi isler 6rnegin “Sehir”
ve “Sakrapol” uzun slrede yapildi. Bu sergide sonradan benim de ¢ok hosuma giden soyle bir
ayrintivar. Ben atdlyesiz galistigim igin uzun sire buldugum arkadas atolyelerinde islerimi yaptim.
Hep islerimi yaptiktan sonra paketledim kaldirdim. Onlari sergiden 6nce agma firsatim olmadi.
“Sehir” ve “Sakrapol” bir atolyeden kalkti geldi.

islerin gdgermesi meselesi var.

Ben isi genellikle kapatmam. Bunlar delikli de oldugu icin kapatilmasi gerekir. Cila gekilebilir. Bu
katmanli yapi aralikli zamanlarda tuvale yaptigim muidahalelerle olustu tabi. Sergileme veya isi
satma; artik isin tamamlandigi ve kapatilmasi gerektigine dair bir isaret benim igin.

On yil, bes yil, iki yil 6ncesine ait islerim birkag ay once yapilan iglerle bu mekanda bulustu.
Birbirleriyle beni sevindirerek diyalog kurdular...

islerin birbirleriyle konusma bigimleri de belki kurgulamadigim seyleri séylediler...

ZD: Zaman kavramiyla ilgili ok konustuk; zamanin belirli noktalarina isinlanan birisisin. Butiun bu
sergide farkli zamanlara ait isler de var. Zaman aslinda dtiz bir ¢izgi degil. Sunu merak ediyorum:
sonucta kronolojik bir siralamasi var her bir isin ama senin kendi zaman ¢izelgende simdi, su anda
dedigin calisman hangisi?



AT: Su anda simdi dedigim ¢alismam kesinlikle “6ldurmek istemiyorum”. Bu benim igin gok
onemli ve degerli bir calisma cunku kendimi fail olarak konumlandirdigim bir is bu. Bunu ben
soyliyorum, ben afise ediyorum ve bir fail agzindan duymak istedigim seyi afise ediyorum.
Sinirlarimi tespit etmem. Arzularim, emellerim ve bunlarin icinde kendi varolusumla ilgili kendimi
gerceklestirme halinde diger canliliklan yok etmeden kendimi gerceklestirme meselem zaman
icerisinde. Bununla ilgilenecegimi dusunldyorum. Sevgi akisi mesela; dostluklarimiz,
arkadasliklarimiz, sevgililiklerimiz, aile iliskilerimiz hep sevgiye dayali duygu akislariyla ilgili bir
sey. Bunlarin 6nunde yer alan kesintiler, bir yerde yasanmamis duygulari getirerek bir hirsa ve yok
etme glclne donusuyor. Saniyorum onumuzdeki galigsmalarim daha bireysel hirslarimla ilgili
olacak. Bunun ne kadari aciga ¢cikacak ben de merak ediyorum acikgasi.

EB: Biz burada ben, Didem, Sena, Ozcan sergileri arka arkaya gériiyoruz. Sanatgilarin bu
gozlerindeki piriltiy1 goriiyoruz. Sanatci geliyor, 6nce o paketler aciliyor, isler cikiyor
yerlesiyor. Sergi 6mrini yasiyor dmriini tamamliyor. Sonra artik ayrilk zamani geliyor.
Miithis bir seriiven dogumdan 6liime uzanan. Bizim isimiz de 6liim kalimla o kadar iliskili ki
cok heyecan verici bir sey yasiyoruz. Hakikaten is liretmek baska bir sey, onu sergilemek
bambaska bir sey. Orada gerceklesen déoniisimde biyiileyici bir sey var. O andan itibaren is
kollektiflesiyor, cogullasiyor, kendi zamanini yaratiyor. Bliyiileyici bir sey yasaniyor. Her is
arasinda her gezen insan igin yeni bir anlam doguyor. Birikiyor birikiyor doluyor galerininigi...
Ve dolduktan sonra bosaliyor. Cok ilging bir seriiven yasiyoruz. Bu sergi de bunu en ¢ok
duyumsadigim sergilerden birisi oldu. Ayrilk zamani yaklastikca o gozlerimizdeki pirilti
gozlerimizdeki neme doéniisuyor.

AT: Ben tekrar gelecegime eminim bu sergi alanina. Buradaki bu serbest birakma meselesi.
Sanatginin istedigini yapmasi ve yapilanin deger gormesi; gok gok degerli. Yani bu olmaz su olsun
degil de evet bunlar burada olabilir, su surada olabilir, bu béyle bunun yaninda olsun, bak béyle
daha iyi oldu gibi bir ydontem ¢ok sicak. Burada ¢ok guzel bir ekip var.

EB: Sizlerle birlikte bu ekip cogalmis oldu. Yine hep beraber nice sergilerde bulusmak lizere.



This text is from the conversation between Ayse Tulay and Ezgi Bakgay about the exhibition "G6g,"
held on March 29, 2024.

Ezgi Bakcgay: It is an exhibition where people find connections with their own lives,
interpreting it in various ways, open to many layers of meaning. We conducted a Beyoglu tour
in the context of the exhibition. It was a tour that made us look at this area, neighborhood,
street, and avenue with a completely different perspective, following the traces of the "6-7
September Events." Thus, the exhibition extended from “Karsi Sanat” to Beyoglu. It was the
first time such an exhibition tour was conducted. It willhave an important place in the stories
of Karsi Sanat. On the other hand, it is a tough nut Ayse Tiilay's exhibition. Its name is “Go6g”.
What does “G6g8” mean? Where does “Gog” come from? What is its place in the heart of this
concept?

Ayse Tiilay: The word “Gogermek” came after the idea of opening an exhibition here was born.
This is avery special place. Right in Galatasaray Square. A place that can be associated with many
social events. Some of my works were already meeting this. However, the location of the place
became very important. The idea of maturation settled in with the word "yer esmek." “Yer esmek?”,
not “yerlesmek” (settling), but “yer esmek” (digging the ground). Maybe the first houses were built
by digging the ground...

A person's digging a place for oneself, existing in that dug place like a plant. Sprouting, blooming,
bearing fruit, maturing, and giving seeds...

We can interpret this life cycle in the context of the "G6g" exhibition as a person finding oneself,
realizing oneself, and producing.

The environment of the place we dug and whether it is suitable for sprouting became more
relevant with the place. Thus, the idea of sprouting emerged.

“Gogermek” is an action done by the sun; the color changing, the fruit turning from green to blue,
purple, yellow, or red...

It is also used for wounds. The sprouting of a wound means its healing. The color of the wound
turning from red to purple, from purple to yellow, from yellow to its natural color. The healing of
the wound...

The sprouting of clothes means becoming damp, moldy, purplish, thin due to being worn a lot...

There is a situation related to time in the verb “gdégermek”. It is associated with time, day, and the
sun. "Gok fruit" for example, tells that the fruit is raw and needs time to wait before being picked.

The fact that an action done by the sun is related to time and that this also applies to both clothes
and the healing of wounds is very interesting to me.

To leave the "ermek" part and take the "g6g" part.
My desire to emphasize the action form of Gok led me to name this exhibition as "Go6g."
EB: "A." is a sculpture like a globe, a spindle, a nest, a cocoon...

AT: | use fabrics that belong to my family in my works. These are fabrics loaded with emotions and
the bodies they represent.



There are some emotional expansions that led me to use my family's fabrics, but this is a starting
point; my view of that work changes later.

The name of the work is "A." | had connected a lot with dear Gulgin Aksoy there. | had started
working on this before her death. In my work, “A” represented family, brother, sister, mother. | had
imagined inviting her to my exhibition and having a chat about this work, unfortunately, | couldn't
make it happen.

| actually started this work after the death of my mother.

Family is not something that seems very far from social issues while dealing with social issues. It
is the smallest institution located right in the center of society. The participation of individuals
raised by this institution into society, repeating the emotions they learned in the family, can bring
many phenomena.

As my idea within the "G6g" exhibition; actions like a person leaving a seed, goodness prevailing
over evil can be very important for the healing of societies.

We learn our emotions in our families, we heal and deteriorate in our families. Rakel Dink's
statement "How can a baby be raised as a murderer" is very decisive for me.

A person can realize oneself as long as they heal and adapt their emotions learned in the family in
society. One needs to surpass their family at some point. They need to overcome the genetic
codes and traditional teachings that do not go well so that we can move towards goodness.

Unfortunately, our societies are not good today at the point we have reached...

EB: A performative work. Wrapping for hours, turning over the weight, compressing, turning
again and again. Ensuring it takes a round form in a certain way. Sisyphos is also in a situation
where he has to carry a round thing, a globe, a sin every day. Something you carry and have
to carry again every day...

AT: This work is a healing process. You feel it while doing it. You experience a kind of healing while
doing this performative work.

It cuts beforehand. Cutting an existing thing, a cover that replaces a body; cutting a void and
preparing it for weaving again... with those spindles somewhere... such a situation...

Especially while breaking, cutting, cutting a sewn thing... cutting a dress is a sign that you are
"doing something very wrong" as a feeling; the act of cutting is also a process of making it again,
turning it into a work of art; a kind of re-weaving, a healing process where you struggle for
goodness...

EB: Each of the clothes carries the time spent with them. Louis Bourgeois says "dressing is
an act of memory." On a feast day, a meeting, a time of mourning, each of those days, the
memories inside those clothes are now intertwined and form a layered time.

AT: The time, existence, memory of the mother turns into an object. This turns into a very special
work... a work you never want to lose... on the other hand, it also sprouts, tends to decay...

An object that will prolong the process of disappearance.

When a work of art sprouts and decays, it becomes a healing process for me as well.



This is a work | produced with my mother on the other hand. My mother had started making
spindles from our old clothes. To make a rug. Then | couldn't bring myself to wrap most of the
spindles she made; | exhibited them as they were.

EB: Column. Sena Tural said about your exhibition: “It’s as if different artists came together
while Ayse Tiilay curated herself.”” How do these fabrics, prints, canvases, pastels, patterns
come from the same consciousness?

AT: In "Column" there are connections reaching me from my grandmother, mother, and aunt. For
instance, the connections from my grandmother include pieces of clothing that have sprouted
from her mother or even great-grandparents until today.

It mimics a column of a structure. In this building, only the facade of the house of Armenian
architect Hosvep Aznavur from the Ottoman era has reached today, transforming into a column
on the sixth floor mimicking a pillar.

Pieces from the patchworks that have reached me from my grandmother combine with the
clothes we wear and wear out today, along with the stitch marks on them...

We are now talking about the early 1900s. The individual production style of that time adds
another dimension to the works. My grandmother was a weaver. She would even produce her
thread from the cotton she grew herself. If she didn’t have silk, she would acquire it by bartering
with neighbors. She never wasted the leftover pieces after making clothes from these weavings.
They would either become a patchwork or, if larger pieces, a bundle or pouch. They were adjusted
according to their size. She wouldn't throw away even the smallest scraps, stuffing them into
pillows to make filling. This was a very economical activity | learned in my childhood...

We used to do it together while living with my grandmother in the summer pasture. Cutting,
shaping, and sewing is something | inherited from my grandmother and mother... ("Daughter, cut
this fabric lengthwise. If it’s not enough, add this to the ball. Let’s put a color that will complement
it. Look, daughter, purple and red go well together.")

The patchworks coming from her to me are like the genealogy of the family... The existence and
disappearance of a person... You feel the smell of their presence in their absence... Something
remains... There’s a void... The things that fill that void are memories. Those memories have a
certain texture. You somehow transfer that texture into a work of art...

My grandmother has a special place in our family story. Here’s the thing; | know myself as a
grandchild of nhomads. My father's side is from the Sarikecili nomads, there are still cousins
involved in livestock. | have spent time in a felt tent. We grew up within the nomadic culture.
Despite this, | became an artist.

They ask how | became an artist; saying there’s no such culture in my family. | also wonder how it
happened.

After delving into family history a bit, | realized that my grandmother’s grandmother was from
Ermenek, born in Yalnizcabag. Ermenek has Armenian roots. This was never conveyed to us. | can
say that every artistic step | took was by repeating my grandmother's teachings. Especially before
school age, and after... | helped her a lot with the weaving work. | often apply the system | learned
in weaving works. It's very precious to evaluate many weavings | inherited from herin the "Column"
work. "l don't want to kill" was also made from the scraps of "Column."



EB: How important is the relationship between art and historiography here, isn't it? Art has
the power to tell stories and keep those characters alive. Not in its functionality but exactly
where functionality is disrupted. It doesn't weave; it unravels, reweaves, and unravels again.

AT: Looking at these fabrics today, they also tell us something about geography. In terms of man's
relationship with the land. Fabrics have a place; cotton, silk relate to nature. They were once
valuable trade items. (Aren't they rare Indian fabrics; what a tragic story they have.)

Maybe in the future, nanotechnological fabrics will be used and these fabrics will tell us
something completely different.

EB: "Column" contains time, light, and nature itself. It turns into a kind of resistance. Against
disappearing. It carries the traces of the disappeared and will continue to do so in art
practice for years. Remembering is also a mourning process with its void. It makes room for
losses without filling the void, with its void. Breathing. A column with light seeping through.

AT: When you do patchwork (ulama), you actually make it from something like this. Not from a
wearable dress.

The dress becomes thoroughly worn from being worn; after it becomes unwearable, you cut those
fabrics. Not all parts of the fabric wear out. For example, while the area where a person sits
becomes almost unusable, the sides of the skirts, for instance, become usable parts. There are
stitches in those parts. You open the stitches (enlarge the fabric) so you can cut and obtain proper
pieces. You make the patchwork with square, rectangular, or triangular pieces. My grandmother
mostly made triangles. Those removed stitches are visible in the column.

| putlightin it because | wanted to show them.

EB: None of our clothes sprout now. Things don't wear out. Things don't age. When something
gets a bit old, we immediately change and remove it. Like removing our elders from our sight.
We don't establish such a relationship with objects like this. We also eliminate that striking
or awakening feeling about awareness of time or death. Because everything is new for us. In
all these works here, the stitches are visible. The mechanism in which the parts come
together is exposed. What dominates in the perforated works is the exposure of the voids
forming the whole.

AT: Artis a field where | feel very free. | move very freely.

EB: There are added parts here that talk to each other, but these parts can have other
additions too. If you leave the added part exposed, you also have the possibility to say hello
to those who come. Something closed cannot be inviting. That's why this exhibition is
already like a puzzle, let's mix it up in our palms, throw it on the table again, it's as if new
wholes can form, but there are so many promising relationships between the pieces.
"Column" created a space with its light. It nested into its place. It established a relationship
with architecture. Another work related to architecture is the German Fountain. It has a
ghostly structure. Its suspension, the whiteness, texture, transparency of the fabric... and
like a riddle; why the German Fountain? It also has a skull shape; a face, eyes, a hollow
head... Something visible when looking askew...

AT: | wanted to create a piece called “viewfinder” in this space. Its relationship with the outside.
Specifically, its relationship with Galatasaray Square.

| absolutely wanted to see Galatasaray Square from here.



The viewfinder of the camera. We set up the camera and shoot.

The German Fountain is a very iconic piece in Sultan Ahmet Square. It's attractive to locals and
foreigners watching Istanbul. Like the head of a ring, a diamond, it sparkles. Its marbles are very
special. The marble columns shine as they turn. The marbles have come from very special
places...

The story of the German Fountain is also very related to what | was working on. The German
Fountain is a gift structure commissioned by German Emperor Wilhelm Il after his second visit to
Ottoman Emperor Abdul Hamid Il. Looking into the details, we see that Wilhelm II's first visit was
in the late 1880s, and in this visit, he made an arms deal. The Ottoman State bought weapons
from Germany to be used in the Ottoman-Russian War.

In the point of “good triumphing over evil,” the primary subject we must triumph over is war...
Killing, destroying life...

His second visit, if I'm not mistaken, was in 1898. In this visit, he gets the promise for the railway
agreement between Konya and Baghdad.

Then he has the pieces of the German Fountain made in Germany as demountable. These pieces
come to Istanbul and are assembled here. Around the same time, many artifacts from Anatolia,
for example, the Zeus Temple from Pergamon, are disassembled and taken to Germany. The
Pergamon Museum...

Essentially, | wanted to repeat this assemble-disassemble act. | cut those pieces, made them
demountable, and assembled them. | shot a video. | had produced this piece as a sketch. Then |
realized it matched the viewfinder idea and exhibited it as it was.

There is a special situation. When you lose arelative in the hospital, they give them to you wrapped
in cloth. | used the cloth my father was given in.

The fabric was very suitable for the work in terms of its transparency. It wasn't something |
planned, but later this piece combined with "the death of the father" and opened up in a very
different direction.

The masculine language is an area | was working on. This work was very satisfying for me because
| was dealing with the death of the masculine language, and disrupting the masculine language.

The fact that this work is exhibited among others makes it very special...
The skull, you said it now...

EB: Yes, the skull... The skull has no eyes but it has a gaze. It looks like it’s watching you
somehow. That's probably why it's so scary. There’s a gaze directed at you from the void, but
it has no pupils. What could be more frightening than this? The connection between the
viewfinder you mentioned and it. And, the fact that death settled at the heart of the exhibition
along with that civilized, ring-headed architectural structure, the use of fabric...

AT: Where the circles representing the skull are, there are the initials of Wilhelm IlI's name and
Abdul Hamid Il's tughra.

EB: Isn't it great that it knows history too? It brings the beauty of being a guide. The
relationship it establishes with itself is not like the one we establish. This woman knows her



stuff and thinks flexibly enough to juxtapose Wilhelm IlI's story with her grandmother's story.
Suddenly, the dimension can vary so much, but the same story continues.

AT: The story of violence; in fact, it's also the story of the perpetrator somewhere...

EB: Like the skewed posture of the skull in Holbein's Ambassadors... It looks strange but it
disperses the whole meaning.

Zeynep Develi (audience): We see the guidance, the weaving of history, or sprouting bringing to life
in your works. Each work has a monumental or archaeological atmosphere. Texture, patterns,
colors, the assembly of parts; if we talk specifically about Istanbul, it embodies all the textures
and layers of Istanbul in a more abstract way. "City," for example; while it's a work special to
ancient times, primitive textures, wall engravings, "Alphabet" might be a work like the emergence
of hieroglyphs, of the dress. There's also a map-like feature with rough sketches here.
"Viewfinder"; when you say Istanbul, | can see the columns, cisterns, underground places, the
hippodrome; these textures. The "olurolmazolmazolur" series; the shapes of the mosaics, the
transitions of the stones into each other... It has a structure that takes you on an archaeological,
historical tour within itself. Each material is different and varied, a self-compilation exhibition in
Istanbul...

EB: It caught my interest when you said an exhibition in Istanbul. Istanbul can also be read
like this; how else can it be read? If it were a biennial about the city, no one would ever think
of such works. All these works are Istanbulite. They have accumulated in the mind and
turned into something that tells both the city's and their own story.

ZD: | likened the work "A." to Topkapi Palace, with smaller domes next to large domes. Forms
outside of their own purpose, open to other readings...

EB: There’s one more dimension, language. It should be mentioned too. "Alphabet" has
hieroglyph-like letters; it's like words can be written. Maybe you can make it speak in a
language that doesn't speak at all. How do you relate to language?

AT: Language matters to me.

Words throw something existing inside a person outside. | speak to throw out something | want to
say, a feeling, a thought. It's produced in my brain, heart, or tongue.

Words are like the abject...
Sound as a medium to us...
Atool for emptying outwards...

The dominance of language is also important; there are areas it dominates and does not. The
issue of some things remaining voiceless...

Actually, it stems from my own story. | encountered a person who couldn't speak. | was very young.
While practicing the cause of their inability to speak, | became stuttering myself for a while. That
period of stuttering caused me a lot of trouble because | couldn't really speak. It lasted for a year
or two. Of course, the parents didn't understand either; they said it was a psychological issue for
the child, let’s not push it, it will pass with time. Then | said, as | practiced not speaking, let me
practice speaking, and | could speak.

| had a special process.



Language turned into a very sensitive issue for me. Whether I'm linking this story like this now or if
it's really like that, | don't know. But there's such a story.

The fact that language expresses us interests me a lot.

In "Triptych," the garment | used as a model came from the children's grandmother. Old people all
did weaving. The grandmother was a weaver too. This garment can't be worn because the collar
part is not open. It’s opened when it’'s to be worn. In 1978, when coming from Bulgaria, the
children's father was only 13 years old. They weren't allowed to bring their belongings; they only
brought what they could carry. The mother-in-law brought this garment. She said give this to my
granddaughter. The fact that the garment was woven and never worn, something to be handed
down, affected me. A sort of not being exposed to time, not sprouting. It becomes a sanctity. This
work is named "Triptych"...

Then the children grew up and applied for Bulgarian citizenship for free movement rights. | took
the garment with me and joined their journey. My video work named "Chiemera" from this journey
is exhibited.

In "Alphabet," | imagined and used Armenian letters with the garment image. Armenian letters
have such upward, downward extensions. The garment is sewn in three pieces, and its sleeves
look upwards. Using this image, | created an alphabet for myself.

In "Progressed," within a triangular composition, it rises upwards and sharply turns to become de-
progressed. Then | disrupt it, cut it, and send it to new possibilities. | also relate it to ecology by
making it rain and snow on it. What is progress in the end; while progress should make a person
happy, it has actually turned into something that makes one unhappy or leads to the destruction
of life; these are the subjects | thought about while doing this work.

"olurolmazolmazolur" is a sentence | used frequently while changing my life... this time I'm
disrupting it, creating another sequence from it; leaving gaps that also evoke time... Allthose gaps
encompass my cutting, re-pasting, re-creating related errors. These and many things. It tells me
many things now. I'm starting to write a text. | created the series by disrupting it.

Then fabrics also entered into it. | also disrupted it with fabrics. At some point, | don't even know
the text | wrote.

| have such a language story.

Actually, | want to say it like this. This is ultimately a rectangular piece. But that rectangle
represents a space, body, letter, sound for me. Proportionally, if a person raises their arms as high
as they can and extends them sideways, and extends their legs sideways, it corresponds to this
rectangle. A room, bed, closet, door, table is always a rectangle. The resources a person can
actually use from the world can only fill this rectangle.

However, we want to conquer the world. We have such an ambition. Placing this rectangle against
this ambition; for me, it represents a minimalist approach as a sound, letter, spoken word, written
text. The texts | write using those rectangles one by one; with the distortions and shifts in between,
encompass my personal errors. Having my personal errors breaks the rules.

Thereis arecurringimage in arectangle in "City." [t resembles a bomb, a phallicimage. That phallic
image is indeed an image representing the phallus. It is an image | started using after the Iraq War
in 20083. It transformed from a single bomb into many rockets. Then those rockets rising upwards
turned into phalluses. The phallus represents power, being in control... Small rectangles with



holes emitting light are created by sewing them with silk thread. Each unit contains a phallus
issue.

With the Iraq war, it transforms into a text that says many things about the endless struggle for
power related to desire within each household, from the illuminated bombing images we watched
on television to the stars, from the stars to the endless struggle for power related to desire within
each household...

Silks are small clues | use to make the perpetrator visible. These are not visible at first glance; they
are very fine but noticeable if you look closely. They form the households...

There is a feeling of layering and redoing in the works. Indeed, some works, such as "City" and
"Sakrapol," were created over a long period. In this exhibition, there is a detail that | liked very
much later. Since | worked without a studio, | did my works in the studios of friends | found for a
long time. After | finished my works, | always packed them up and put them away. | didn't have the
opportunity to open them before the exhibition. "City" and "Sakrapol" came from a studio.

There is the issue of the works maturing.

| usually don't close the work. Since these are also perforated, they need to be closed. They can
be varnished. This layered structure was formed with interventions | made on the canvas at
intervals, of course. Exhibiting or selling the work; for me, it is a sign that the work is completed
and needs to be closed.

My works from ten years, five years, two years ago met with works made a few months ago in this
space. They dialogued with each other, making me happy...

The way the works talk to each other perhaps said things | didn't plan...

ZD: We talked a lot about the concept of time; you are someone who is beamed to specific points
in time. In this entire exhibition, there are works from different times. Time is not actually a straight
line. l am curious about this: after all, each work has a chronological order, but which work do you
call "now" in your own timeline?

AT: The work | call ‘now’ is definitely "I do not want to kill." This is a very important and valuable
work for me because it is a work where | position myself as the perpetrator. | am saying this, | am
publicizing it, and | am publicizing what | want to hear from a perpetrator's mouth. Identifying my
boundaries. My desires, ambitions, and within them, my issue of realizing myself without
destroying other beings in the process of realizing my own existence over time. | think | will be
dealing with this. For example, the flow of love; our friendships, our relationships, our romantic
relationships, our family relationships are all about the flow of emotions based on love.
Interruptions in front of these turn into ambition and the power to destroy, bringing unexperienced
emotions to the fore. | think my future works will be more related to my individual ambitions. | am
also curious about how much of this will come to light, to be honest.

EB: Here, we see exhibitions of me, Didem, Sena, Ozcan one after the other. We see the
sparkle in the eyes of the artists. The artist comes, first those packages are opened, the
works come out and settle. The exhibition lives its life and completes its life. Then it's time
to part. We experience an amazing adventure from birth to death. Our work is so related to
life and death that we experience something very exciting. Indeed, producing work is one
thing, exhibiting itis another. There is something enchanting in the transformation that takes
place there. From that moment on, the work becomes collective, multiplies, creates its own



time. Something enchanting happens. A new meaning is born for each person who walks
between each work. The gallery fills up... And after it fills up, it empties. We experience a
very interesting adventure. This exhibition has been one of the exhibitions where I felt this
the most. As the time of separation approaches, the sparkle in our eyes turns into moisture
in our eyes.

AT: | am sure | will come back to this exhibition space again. This issue of letting go here. The artist
doing what they want and what is done being valued; very, very valuable. So, it's not like this can't
be here, but yes, these can be here, this can be here, this can be next to this, look, it turned out
better this way, such a method is very warm. There is a very nice team here.

EB: With you, this team has grown. Let's meet again in many more exhibitions together.



