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Serhat Kiraz
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ve itiraf edilen
formlar

Suireyyya Evren

“Hiclik formlarla ytiiklii olabilir, tiim sergi mekanina hitkmedebilir
ya da sergi mekani boslukta bir varlik olarak gézden kaybolabilir.”
Giilseli Inal

Trajedisi goriiniir olmayan insanlik ge¢misleri

Trajedisi goriiniir olmayan bir pratiktir Serhat Kiraz'in 1977°den 2017’ye gelen yapitinin
sergiledigi. Ve dahas, Kiraz insanlik tarihinden titizlikle inceleyip birbiriyle iligkilendi-
recegi trajedisi goriiniir olmayan anlar, ‘ge¢mig’ler bulur. Ve buldugu bu ‘ge¢mis’leri ma-
nipiile edip tarihlere veya bir ‘tarih’e doniistiirmez, anlatilastirmaz, sabitlemez, aksine
acar, yeniden kurgulayip tek tek sergiler.

Marco Polo ile Kubilay Han'in Italo Calvino'nun Goériinmez Kentler'indeki meshur kop-
riiniin taslar1 ve kendisi’ diyalogunu hatirlayalim. Marco Polo Kubilay Han’a bir kopriiyti
anlatmaktadir anlatmasina ama biitiin taglarini uzun uzun, ballandira ballandira hikaye
etmektedir. Kubilay Han bu teferruattan sikilir ve “K6priiyii tasiyan tas hangisi sen onu
anlat” der. “Herhangi tek bir tas degil kopriiyii tasiyan, birlikte yaptiklar: kemerin kavsi”
diye karsilik verir Marco Polo. “Oyleyse bana kemeri anlat, taslar1 anlatmay1 bosver” di-
yen Kubilay Han gene sadede gelmeye ¢alismaktadir. Marco Polo sdyle yanitlar: “Taslar
yoksa kemer de yoktur.”

Bu pasaj1 bir de soyle hayal edelim:

Kubilay Han Serhat Kiraz'in ¢alismalarini izlemektedir. Bir noktada onu sadede gel-
meye cagirir: “Birak simdi licgeni, kareyi, daireyi, kadim formlar1 da ana fikri sGyle” der.
“Evrene dair en eski tahayyiillerden, envai ¢esit sembolden bahsedip duruyorsun, neti-
ceye gel, gilinliik trajedimizi ver bize haydi” diye devam eder. “Aciy1 ver, gercek problemi
ve yanitini ver, hayat hikayeni ver, formlar1 degil formiilii sdyle, cemberleri bosver, traje-
di nerede onu soyle haydi!”

Serhat Kiraz Kubilay Han’a bakip soyle yanitlar miydr: “Formlar yoksa trajedi de yoktur.”

Ciinkii Kiraz cemberde, kimi temel formlarda ve sembollerde belirli bir yere, zamana
ve/veya kiiltiire illa ki ait olmayan, zamansiz, kadim bilgiler ve bilme bigimleri bulur.
O ylizden sanatinda trajediyi icermek zorunlulugu da hissetmez; trajedinin ifadesi biz-
zat cemberdedir. Ayrica trajedi bir de cembere yonelen bakisin ta kendisinde ifade bul-
maktadir. Yapitlarinin otobiyografik 6geler icermemesiyle ilgili bir soruya “Benim i¢in
6nemli olan, sanat yapitinin, genellikle oldugu gibi, sanat¢inin biyografisinden ‘bir sey-
leri’ icermesi degil, biyografinin kendisini ifade etmesidir. Bunu tanimlanamaz olarak
gordiigiim bir kimligin ifadesi olarak niteleyebilirim” demesi gibi.

1 Giilseli Inal, “Mutlakla
Hesaplasma”, Yapi, say1 387
(Subat 2014), s. 150.

2 Italo Calvino, Goriinmez
Kentler, gev. Isil Saatgioglu
(istanbul: YKY, 2011), s.45

3 Inge Baecker, “Serhat
Kiraz ya da Ikili Doga
Sorunu”, “Sehrin Isaretleri
Tiirkiye’den Cagdas Sanat”
katalog, KunstMuseum
Bonn, 20 Aralik 2001-17
Subat 2002, s. 94.
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Serhat Kiraz’'in ¢cember hakkinda neler diisiindiigiinii, cemberde neler gordiigiinii
“Analemma” sergisinde goriiyoruz. Ama acaba Cember Serhat Kiraz hakkinda ne diisii-
niiyordur? Cember Serhat Kiraz’da neler goriir? Cember’in goziiyle Kiraz’a, kavranamaz
sonsuzlugu merak etmenin, aramanin, kurcalamanin ve hissetmenin bir tarihi olarak
Kiraz’in tiim yapitina bakmak istiyorum.

Zamansiz bilgi yoksa zamanin elle tutulur bir anlatis1 da yoktur Kiraz icin. Trajedisi
gOriiniir olmayan bir vizyonla ¢alisir, trajedisi olmayan bir ge¢misi insanlik tarihinden
bulup ¢ikarir. Haliyle “Analemma” sergisi trajedi(ler) tizerine kurulu degil: Trajediler is-
lemiyor, sahnelemiyor, 6fkelendirmeye doniik degil, irrite de etmiyor sok da. Buna kar-
sin gliclii, cok katmanli bir 6ykii anlatiyor; ve icten ama kendini biraz saklayan bir duygu
uyandirmaya yoneliyor. Anlattig1 6ykii bilmeye ve sormaya dair olabilir mi?

Ug Salon ve Bir Cember

“...[sanatg1] galeriye giriyor ama 6nemli olan onun galeriye girmesi degil, galeriye kendinden sonra gireni
disariya ¢ikartabilmek. ... Galerinin i¢indeki kadar disardakine de bakmasini saglamak. Disarida gezerken
bazen bos gozlerle bakiyorsunuz. Onemli olan o boslugu doldurmak.”

Serhat Kiraz

Milli Reasiirans Sanat Galerisinin mekanini ii¢ salon gibi diizenliyor. Birinci salon
olarak diisiiniildiigii sdylenebilecek olan galeriye girip biraz ilerleyince solda karsimi-
za ¢ikan ana salonda arastirmanin ve merakin ingas1 anlaminda bir santiye kurma, bir
mekan yaratma diisiincesi hakim. Buraya “Insaat Salonu” diyelim. “Insaat Salonu’nda
sanatsal arastirmasinin bugiiniinden bir an buluyoruz. Galerinin sag kolundaki alana
ise simdilik “Analemma Salonu” diyelim. Ozelligi, “Insaat Salonu’nda gérdiigiimiiz so-
rusturmalarin gecmise dogru bir kazinmasini icermesi. Temsil etmenin tartisilabilecegi
bir zemin sunuyor. Hemen giriste soldaki mekana da “Ge¢mis Salonu” diyelim. Ciinkii
burada daireyi dogrudan konu edinen bir sunumun videosuna Kiraz'in tiim dénemle-
rinden pek ¢cok kritik isini imleyen birer “betik” eslik ediyor. Bu “betik”ler sergiye ge¢misi
aciklamaya soyunmayan bir retrospektif basamak katiyor. Yani hem ti¢ salonun birbiriy-
le iliskilenen sorulardan dehlizlerle baglandigi bir iiggen hem de “Insaat Salonu”nda sa-
nat¢inin bugiinkii sorulariyla baslayan bir arastirmanin 6nce “Analemma Salonu” sonra
“Gegmis Salonu” ile kendi kendisine siirekli baglandigi bir gember.

Isler birbirinin iginden ¢ikiyor —‘higten hig cikar’ deyisini sevmesi gibi Kiraz'in. Tabii
bu tadimlik girisi, izleyicinin gecerken alimlama egilimini zorlastiran da bir yapi. Daha
biitiinciil bir dahil olusa ¢agiriyor. i¢eri, cemberin icine, daireye cagirmak tam bu.

Belirli bir dinginlik i¢cinde kurulmus izlenimi verir Kiraz’in yapiti. Sanki coskunluk an-
lari, taskinliklar, esrimeler dingin bir duygu ile kavranabilir hale getirilmistir. Her sey
planlanmistir ve sanki hi¢ dogaglama yokmus gibi algilanabilir®. Trajedisi goriiniirde ol-
mayan ¢emberlerin Sykiisii bir tiir kaldirag gibi kullanilir. Daha biiyiik, daha kokensel
bir trajediye ulagsmak adina aragsallastirilir.

Kadri bilinmemis formlari ve renkleri kadimlikleri icinde kesfedip kullanir Kiraz. Kad-
ri bilinmemis, hak ettigi yerde olmayan sembolleri yeninin merkezine alir.

“Analemma” sergisi hem cember videosuyla, hem bir arastirmay: geriye dogru sarma-
styla anlatmak, derlemek, sunmak veya kataloglamak i¢in degil, kendi seriiveni i¢inde
hikayeyi hissettirmek i¢in uygun bir diizene sahip.

Kendini ¢ok iyi saklamis duygular bulunmamak i¢in saklanmis degillerdir Kiraz’in ya-
pitinda. Bulunmayi sartlara baglamak, sifrelerle, sindirmislikle ve ‘estetik dis1’ zerafetle

4 Serhat Kiraz, “Yeni Bir
Sanatsal Kavrayisa Dogru”
icinde, sGylesenler: Ayse
Erkmen, Serhat Kiraz,
Canan Beykal ve Fiisun
Onur, Sanat Diinyamiz, y1l 14
say1 39 (Yaz 1989), s. 31

5 Bir soylesi sirasinda
Haldun Dostoglu ¢ok net
dile getiriyor bunu, artik
“kalbe hitap etmek, estetik
alanda kalmak zorunda”
olmayan “beyne hitap eden”
ve “tiiylerimizi diken diken
etmek zorunda olmayan”
sanatin ornegi olarak Serhat
Kiraz'in yapitini aniyor ve
bilin¢digina dair higbir sey
icermedigini, her seyi ile iyi
tasarlanmig oldugunu, genel
olarak dogaglamaya hig

yer ayrilmadigini séyliiyor.
“Yiiklem, ya da Serhat

Kiraz ve Sayilari Ustiine
Dogaglama Bir Soylesi”
icinde, sdylesenler Haldun
Dostoglu, Serhat Kiraz,
Nevzat Sayin, Samih Rifat,
Cem Mumcu ve Mehmet
Ulusel, Aries, say1 2 (Ekim-
Kasim 2002), s. 132-146.

Bu denli sezgisel olana ve
gizeme yer agip bu denli
planlanmus gibi goziiken ve
dogaglamayla ¢aligmayan
bir sanat nasil tiretilebilmis
diye tartisiyorlar bir nevi.
Dogaglamanin imkanlarini
sistematize eden, olasiliklar:
komple hissetmeye doniik
kirilgan bir yaklagim belki
de Kiraz'inki.



1987 Magka Sanat Galerisi 10. y1l Sergisi / Exhibition for the 1oth Anniversary of
Magka Sanat Galerisi, istanbul
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ortmek isterler. Hayattan tek tek anlar ve hayattan anlara reaksiyonlar renkler ve form-
larla dolayimlanir.

Oyle ki Serhat Kiraz formlar itiraf eder, formlarla i¢c doker. Cemberi anlatmadigini fa-
kat cemberi itiraf ettigini goriirsiiniiz. En basindan bugiine biitiin cemberi hem de.

Tarihi Haritalandirmak

“Ne sanat ne felsefe. Ben ikisini de yapmadigimi diisiiniiyorum. Kafama sorular takildiginda boyle,
bu araglarla anlatiyorum. Kendime ya da insanliga ait sorular... Zihnimde sekillendirdigim sorulari bir
mekana yerlestirirken mekén da bir seyler sunuyor, yapmama neden oluyor.”

Serhat Kiraz

“Tiirkiye Giincel Sanat1” i¢inde Serhat Kiraz’in yeri kuskusuz 6nciiler arasinda. 1970’le-
rin ikinci yarisindan itibaren kavramsal sanat icinden isleri, Yeni Egilimler Sergilerinde,
Oncii Tiirk Sanatindan Bir Kesitlerde, 10 Sanat¢i 10 Islerde oynadig rol, Sanat Tanimi
Toplulugu ile ¢ikislari, bireysel isleri ve 1980’lerin baslarindaki erken dénem kisisel ser-
gileriyle belli basli 6n agic1 sanat¢ilardan biri.

Ote yandan, 2020’lere yaklastigimiz su giinlerde, “Tiirkiye Giincel Sanat1”nin tarihyazi-
mi konusunda hala esasli bogluklar var ve ortadaki birikim iyi haritalandirilabilmis degil.
Bunun bir sebebi, kiyida kdsede kalmis eserlerin, fikirlerin ve girisimlerin son on yilda
cesitli sekillerde giin yiiziine ¢ikmis olmasi ve erken donemlerin nasil okunacaginin, ar-
sivin nasil degerlendirileceginin, baslangicindan bugiine antolojinin nasil ¢atilacaginin
epey belirsiz ve tartigmaya ag¢ik kalmasi. Tiim bu verileri biitiinlemek i¢in kopukluklar:
dahi anlamlandirabilen bir (hatta tercihen birden ¢ok) konumlandirma yaklagimi gelis-
tirilmesi gerekiyor. Bu heniiz yok. Bu konuda birden ¢ok yaklasim ve alternatif okumalar
da gelistirildiginde hele, Kiraz gibi 6nemli bir figiiriin etkileri hakkinda daha ayag: yere
basan sozler sdylemek herkes i¢in daha kolay olacak.

Simdilik soyleyebilecegimiz Kiraz’'in baslangicindan itibaren Tiirkiye Giincel Sanati
icinde tutarli, kendi hattini siirekli kalinlastiran, en erken anlarda sordugu sorularin so-
nuna kadar arkasinda durmay1 basaran bir sacayagi oldugu.

1977'den bugiine gecen 40 yilin ardindan gerceklestirdigi bu “Analemma” sergisinin ge-
riye bakma bicimi ve ge¢mis arastirmalarini kapsama bi¢imi dahi s6zkonusu sorulariyla
ve is yapma yordamiyla uyumlu. Tutarlilig1 boylesi sergi anlarinda dahi elden birakmuyor.
Hicbir zaman agiklamaktan yana olmadig gibi bugiin de agiklamiyor. Kendisine dair bil-
giyi herkesten 6nce yapip giivenceye alarak imgesini berkitmek pesindeki bir diger sanat-
¢1degil. O anlamda sadece ilk ¢iktig1 zaman ender bulunan bir sanat¢1 degil, su anda da
ender. Bu kez enderligi yenilikgilik {izerinden degil, en yeni sanat1 getirdigi, yaptig, liret-
tigi, kovaladig1 icin degil; en eski soruyu, kendi en eski sorusunu, sanatin en eski sorula-
rini, tiimiini korudugu, ciddiye aldig1, onlarin izini siirmeyi stirdiirdiigii i¢in ve bunlarin
pesinden gitmeyi bir an olsun ihmal etmedigi i¢in yeni. Goriiniirliik politikalar: hi¢ bir
kararini belirlemiyor. Yiiksek goriiniirliik i¢cin ne yapmaliyim sorusu etkisiz. Goriiniirlitk
dis1 bir yerden konusma konusunda rahatlik ve cekinmesizlik, yilginliksizlik var.

Biiyiik fizik¢i Richard Feynman'in pi sayisini1 6grendiginde nasil biiyiilendigini, nasil
¢evrenin ¢apa oraninin hep ayni oldugunu 6grendigini ve bu oranda tam anlayamadig:
bir gizem oldugunu diisliniip bu gizemin pesinden giderek her yerde pi sayisini nasil
aramaya basladigini anlattig1 pasaj1 hatirliyorum.” Kiraz’in pi sayilari neler diye soruyo-
rum kendime ve bazi sorularin ve bazi ciimlelerin pi sayisi rolii oynamis olabileceginden
kuskulaniyorum.

6 Serhat Kiraz, “Gergegi
Ogren, Hakikati Ara” iginde,
soylesen Ozlem Altunok,
Istanbul Art News, say1 28
(Subat 2016), s. 18.
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Kiraz Tiirkiye’'de giincel sanatin u¢ verdigi yillarda, yenilik¢i bir vurguyla tiretim ya-
pildig1 zamanlarda ¢ikis yapip sonra da hig istifini bozmayanlardan biri. Yenilikgiligin,
alan agmanin bir pargasi, kuskusuz kuruculuk ve yenilikg¢ilik var ama yenilikg¢iligin ken-
di dnerilerini ciddiye almasi, meseleyi ciddiye almasi da var.

Bunu su anlamda da s6yliiyorum: Giincel sanatin hicbir degerini sorgulamadan kabul
etmiyor Kiraz. Konsensiise gore konusan, konsensiise gore tercihler yapan gen¢ sanat-
¢1 profillerinden epey farkl.. Kiraz i¢in giincel sanatin biitiin degerleri yapilan, iiretilen,
yapilmis, yapilmakta olan degerler, ‘yasanan’ degerler ve ayn1 zamanda kuskuya aciklar.
Hepsi bir soru isareti. Kavramsal sanati da diisiinsel sanat1 da ‘evrensel’ bir yerden bakarak
bir soru isareti olarak goriiyor/gosteriyor. Ozellikle de sanatla, bilginin dogasiyla ve hayat-
la ilgili en ana sorular1 hep ciddiye aliyor. Serhat Kiraz'in sanat diinyamizda kurucu bir
rolii olmakla beraber bu kuruculuk hi¢ kendini mitlestirme icermiyor. Imge iizerinden
gitmiyor, soru iizerinden gidiyor. Niyet okumak anlaminda degil ama sorularin/mottola-
rin kritik 5nemini vurgulamak adina diyebiliriz ki kariyeri sanat¢inin kendi imgesini daha
giiclii kilma motivasyonu tizerinden degil bir 6nceki eserdeki soruyu bir sonraki eserle na-
sil gli¢lendiririm iizerinden gidiyor. O yiizden de izleyiciye yapitiyla ilgili hi¢ hazir lokma
bilgi vermek istemiyor. Her zaman daginik ve katilimi sart kosan, dolayiml bilgi veriyor.
“Analemma’da da biitiin Kiraz yapit1 bir sekilde var, ama kendini mitlestirmeyen bir anlat1
icinde ve izleyicinin aragtirmaya dahli olmadig siirece dolayimla kolay kolay basedeme-
yecegi bir sekilde var. Kendini veya pratigini hi¢ mitlestirmemekle birlikte ge¢cmisin pek
cok mitiyle yakindan mesgul bir sanatc1 ve pratigi de siirekli mitolojiyle temas halinde bir
pratik. Girift, kendini kolay ele vermeyen, izleyicinin ilgisini celecek kolay ¢cengellerden hig
atmayan ve estetigi disindan kusatan bir sanatc1. Bastan ¢ikarilmay: bekleyen izleyici i¢cin
zorlayic, icine girmesi, kavramast zor bir siireklilik. Icra siirecine degil merakin ve arastir-
manin kendisine zihinsel ve ruhsal katilim isteyen bir toplam. izleyicinin adim atip isin
icine girmesi gerekiyor. “Analemma’nin ilk salonu dedigimiz “Insaat Salonu” bunun en
giizel 6rnegi. Oradaki insa siirecine o ingaatin is¢isi olmadan ne kadar yaklasilabilir?

Cemberin Sanattaki Pi Sayilar1

“Bir soru soruluyorsa, yanitlanabilir de.”®

Ludwig Wittgenstein

Su soru Serhat Kiraz'in ‘pi sayilar’'ndan? biri olabilir mi: “Sanatin yapildigi zamanla
sanat yapitinin algilandigi ayr1 bir zaman var mi?”

Baska baska zamanlarda yapilmis ¢esitli sanat islerinde gezinebildigimiz “Analemma”
gibi bir sergi s6zkonusu oldugunda hele.

Bir bagka olasi Serhat Kiraz ‘pi sayis1’: “Sanat bicim iiretiyorsa {izerine s6z s6ylemeden
kendini bi¢cimle anlatiyor olmas: gerekir —bi¢im bi¢imiyle, bi¢imligiyle neligini anlatur,
anlatiyor olmalidir.” Kiraz'daki agiklamama tavri hi¢ azalmaz, aksine siirekli artar. Salt
diistinsel bir sanat olsaydi1 yaptigim, der gibidir, salt diisiince ile ifade edilebilirdi ve dii-
siince degismedigi siirece degismezdi. Ama diisiince degismese de formlar, eserin aldig:
formlar degisiyor. Sorusunu hatirlayalim: “O zaman kiiltiirler ne olmaya basliyor?” Her
diisiincenin her sergide, her yapitta kazandig: biricik formdur Kiraz i¢in kritik olan. Ve
sonra essiz tekillikler cogalir, biricik algilar, biricik olaylar, biricik gerceklesmeler yeni ve
farkli temsillerin biricikliginde tekrar ‘yasanir’. Her bir essiz bicim kendi neligine dair
anlatistyla gelir. Okumak gerekir; yani her okumada oldugu gibi kodlarini ¢6zmek ve
soyutlamasina ayak uydurmak gerekir.

7 Giizel Dediniz Bay Feynman:
Bir Dahiden Alintilar

i¢inde, derleyen. Michelle
Feynman, ¢ev. Zeynep Arik
Tozar (Istanbul: Domingo,
2016), s. I7.

8 Ludwig Wittgenstein,
Tractatus, Logico-
Philosophicus, ¢ev. Orug
Aruoba (istanbul: Bilim/
Felsefe/Sanat Yayinlar1:
1985), s. 163. Omer Naci
Soykan gevirisi [Omer Naci
Soykan, Wittgenstein, Yasami
Felsefesi Yapitlar: iginde
(istanbul: MVT, 2006), s.
164.] ile: “Genellikle bir soru
sorulabiliyorsa, ylece de
yanitlanabilir.”

9 Bu arada Kiraz'in kendisi
fi say1sin1 kimi islerinde
birebir kullanmigtir. Byle
bir analojide pi say1s1 yerine
fi say1sinin kullanilmasini
yegleyebilirdi, her durumda
mesele biiyiilenilen bir
oranin varligi olmasaydi.

10 Efes’in taginmasi 6rnegi
tizerine konugurken
diistinsel bazda tasinma,
sokiiliip bagka yere
gotiirme, varolan bigimlerin
yok edilmesi bahsinde
soruyordu: “Kiiltiirler ne
olmaya basliyor?”



11 Ludwig Wittgenstein,
Tractatus, Logico-
Philosophicus, ¢ev. Orug
Aruoba (istanbul: Bilim/
Felsefe/Sanat Yayinlar1:
1985), s. 163-165. Orug
Aruoba gevirisi Serhat
Kiraz'in da yapitlarinda
kullandig ¢eviridir.
Ozellikle alintilanan
pasajdaki “merdiven”

vurgusunun iizerinde durur.

Tiirkgede bir de Omer
Naci Soykan ¢evirisi [Omer
Naci Soykan, Wittgenstein,
Yasami Felsefesi Yapitlar:
icinde (istanbul: MVT,
2006), s. 164.] bulunuyor:
“Benim 6nermelerimin
aydinlik kilmasindan
dolayidir ki, beni anlayan
biri onlarla —onlara
dayanarak- onlar1 agip
tiste ¢iktiginda, sonunda
onlar1 anlamsiz olarak
goriir. (O, 6nermelerime
dayanarak yukari ¢iktiktan
sonra, deyim yerindeyse,
merdiveni* kaldirip
atmalidir.)” Soykan *
isareti koydugu “merdiven”
sozetigii hakkinda dipnotta
da soyle der: “*Bir anlami
‘el merdiveni: seyyar
merdiven’ demek olan
buradaki Almanca ‘Leiter’
sozetigliniin 6teki anlam
alaninda ‘yonetici, 6ncii,
kilavuz’ gibi anlamlarin da
bulundugunu belirtmek
isteriz. (Cev.)”

Bir Kiraz’in ‘pi sayist’ olasiligi daha: “Sanat olarak imlenen seyden kagarak sanata var-
mak. Sanat olarak imlenmis yapilarin disinda. Sanat yapacagim diye ayr1 bir zaman ol-
mamasl —her an goriilebilir her zaman yapilabilir yap1 olarak sanat.”

“Analemma” da gene zamansiz ve sanat olarak imlenmis her seyden kaginma terbiye-
sinde ve kendini baska bir yoldan yersiz, koksiiz olarak kurmak ister gibi. Bu sdyledigimiz
pratikte ne demektir: Yeni bir seyi sanat olarak imlemek veya imlemedigini sdyleyerek ya
da imlememeye calisarak da olsa daha 6nce sanat olarak imlenmemis, bu anlamda yeni
bir seyi sanat olarak imlemektir. Peki Serhat Kiraz’in bu anlamda imlemeden imledigi
yeni sey nedir? Biitiin bu ¢emberler, kareler, sarilar, gezegenler, rakamlar neyi imliyor
ilk kez?

Iddiasinin biiyiikliigii alcakgoniilliigiiniin icine sinmis oldugundan zor segiliyor ama o
kadar da zor degil: En eski ve en ge¢ ifadelerin ve goriinenin ve gériinmeyenin bir ifade-
sini sezdirmek, ve bu sezdirisin yeniligi, bu ifadenin yeniligi ve kendi i¢inde baska yeni-
ler dogurmaya aciklig1 —formlardan formlar, sergilerden sergiler, rakamlardan rakamlar,
(hatta) merdivenlerden merdivenler dogmasindaki gibi.

Bir sanat yapit1 arkasinda evreni ‘satiyor’ olabilir mi, buna soyunabilir mi —-beni dene-
yimle ki bilgiyi ve bilinemezi sez der mi?

Formlar ve Renkler

“6.54 Benim tiimcelerim su yolla agimlayicidir ki, beni anlayan, sonunda bunlarin sagma olduklarini
goriir —onlarla —onlara tirmanarak- onlarin iistiine ¢iktiginda. (Sanki tistiine tirmandiktan sonra merdiveni

»11

devirip yikmasi gerekir.)

Ludwig Wittgenstein

Serhat Kiraz halbuki isin ilginci formlar ve renkler de sunar. Sunar ama bugiiniin ko-
seye sikismis dev biitceli mega olay olarak sanat etkinliklerindeki gibi ¢cengel atmak ve
oltada tutmak mecburiyeti ve mesruiyet iddia edebilme ihtiyaci yiliziinden degil, tam ter-
sine tam da bunlarla, formlar ve renklerle kadim meseleleri yeniden kurcalamak i¢in
adimini atar.

Sozkonusu formlar ve renkler bin yillardir nasil kurcalandilarsa o kurcalamalara ek-
lemlenip bir kez daha kurcalamak i¢in. Kiraz'in yogunlasmasinin kendisinde bir gii¢ var;
ve bu arayigin varligini hissetmek cazip. Biraz kudretini inadindan alan, 1srarindan alan
ve elle tutulur problemle karsilasma hazzi veren bir arayis. Kendi meselesine duydugu
yiiksek saygidan ve vazgegmemesinden kuvvet devsiren bir arayis. “Analemma” sergisi
bunu gene ¢ok Kiraz’a 6zgii bir bicimde gosteriyor derken bunu da kastediyoruz: Sergi
geriye doniiyor, ge¢mise doniiyor, eski islerine bakiyor ama o eski isleri agiklamiyor. Ve
o eski isler de “Analemma”da temsil edilmeleriyle yeni isleri aciklamiyorlar. Hicbir sey
hicbir seyi agiklamiyor. Aksine her sey daha da ¢getrefil bir hal aliyor. Cember {izerine dii-
stinmek bize ilerleme olmadigini séyliiyor. Ilerleme yok, déngii var. Déngii varsa dongii-
sel zaman var demektir ayni zamanda belki de. Progresivizm yok, daha iyi soru yok, daha
iyi sormak yok, ama farkl var, farkli sormak, ¢emberin baska bir noktasindan sormak
var. Farkli bir bi¢im, farkli bir form, farkli bir yer var. Kavramin farklilasmasi, gériinme-
yenin arkasindaki baska bir goriiniiriin ortaya ¢ikmasi var. Biitiin bu dengelerin ikide bir
degismesi, gokyiiziine baktigimizda gormedigimiz o yildizlar orada var. Oradalar. Daha
giiclii ancak bu denli g6z boyayiciliktan uzak ¢ok az sey olabilir. Kiraz sundugu evren
kitabiyla terciime edilebilir bir sey anlatmak istemiyor, sanatin neligine bir itiraz fakat
dile getiriyor. Giiliing olmayan satirik bir muzipligi de koruyor.
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“Insaat Salonu”nda s6zgelimi {i¢ merdiven karsimiza ¢ikiyor. Biri {i¢ basamakli, biri bes
basamakli ve bir digeri de yedi basamakli ti¢ merdiven. Aralarinda da bir ingaat kerestesi.
Anlatilan hikaye ii¢c merdivene ¢ikiyor ve her ii¢ merdivenden de iniyor bir nevi —ayni
salona ama farkli bir noktasina ve farkli sayida basamaktan gecerek.

Farkli bilgi bicimleri de anlatilan hikayeye eslik ederek ii¢ ayr1 merdivenden (bir an-
lamda {ii¢ ayr1 ‘bilme merdiveni'nden) inip ¢ikiyorlar. Merdivenleri birbirine baglayan
bilginin, evrenin ve kiiltiiriin bilgilerinin birbirlerine eklemlenisleri oluyor.

Progresivist bilgi bi¢cimlerinin disinda durdugu i¢in gizeme agik, bilinemeyen fikrine
ve zamansizliga acik her zaman Kiraz. Gizeme agiklik bilimin bilme bi¢imlerinden bir
digeri gibi konumlandirilmasi: da demek —yadsinmadan ve saygiyla ama iistiin de say1l-
madan. Merdivenler, tirmananin ¢ember ¢izilmeden indigi pergeller olmasin?

Rakamlarin Gizemi

Serhat Kiraz’da rakamlar buluyorsunuz sayilardan ziyade. Rakamlar ileri geri birbirle-
rinin i¢ine kagiyor. Sayillamayan rakamlar bazen de.

Kiraz’'in rakamlar1 hacimli, cekim gii¢leri yiiksek, birbirlerinin i¢ine kactiklar1 gibi
kendi iclerine de gekebiliyorlar. Rakamlar iglerine evreni aliyor, uzay: aliyor, ge¢misi
ve gelecegi ve dongiisel zamani aliyor, simdiyi ve burasini, buray1 ve buradalig1 aliyor.
Rakamlar hem birer sembol hem oranlar: ve iligkilenme bi¢imlerinin tarihini ¢ok eski
zamanlardan uzak gelecege bagliyorlar hem de comertler, konukseverler, rakamlarin
alemine dahil olmak miimkiin ve kolay. Rakamlar i¢lerinde bilinen ve bilinemeyen uzay-
lariyla tiim evreni sakliyorlar.

Rakamlarin her zaman mitolojide bir yerleri vardir ve bir de bakmigsiniz bir mitolo-
jik anlatida kadin 3’li temsil ediyor erkek 4’ii ve ikisinin toplami sonsuz anlaminda 7’yi.
Bu anlatilar degisebilir ama arkada bir ¢ok anlati bulma imkani ve bu imkana déniik-
likk degismez. Merdivendeki 7 basamak belki de 7 kat bilgiyi temsil ediyordur, belagat,
matematik, miizik, armoni, geometri, astronom ve, aritmetik, hepsi oradadir belki, ama
belki de referans baska bir kadim bilgiyedir. Onemli olan, bu baglarm siirekli kurulabilir,
bozulup tekrar kurulabilir tutuldugu bir “Insaat Salonu’nda olmamiz. Insaattan kasit
diisiincenin yapilandirilmasi ise eger merdivenler sembolizmini daha ¢ok konusabiliriz.
Tasin lizerinde uyuyan Yakup’un merdiveni gondermesini aniyor Kiraz bu isi anlatirken.
Ciinkii bugiinkii diisiincesini yapilandirirken hep dini ve mitolojik anlatilardaki edimle-
rin ve nesnelerin pesine diiserek calisiyor.

Yakup riiyasinda merdivenden inen ve ¢ikan melekler gormiistii. Sanat da ayni riiyay1
gorebilir mi? Sanatin ne yapabilecegine ve ne gérebilecegine dair sorular Kiraz'in yapi-
tina dahildir. Yeryiiziinden gokyiiziine ¢ikan birden ¢ok merdivenin kalaslarla birbirine
baglanmasi ve farkli basamak sayilarina sahip olmalarinin actig1 gizem ve arastirma ala-
n1 da dyle.




1993 “Bosluk Zaman1”, 45. Venedik Bienali Tiirkiye Pavyonu, Venedik /
“The Time of Emptiness”, 45th Venice Biennial
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Gurur ve Mitkemmel

“Oyle bir duygumuz vardir ki biitiin olanakli bilimsel sorular yamitlandiginda bile, yagam sorunlarimiza
daha hi¢ dokunulmamustir. Tabii o zaman da hi¢bir soru kalmamigtir; yanit da tam budur.”

Ludwig Wittgenstein

Kiraz’da ayn1 anda hem tiim dinlerin ciiriitiilmesi hem de gerceklesmelerini gérmek
miimkiin olabilir mi? Ayri ayr1 tiim insalari ve tiim ¢okiisleriyle, tiim katedralleri ve tiim
yikilislariyla? Bir tek dinin katedraline girmiyor, biitiin dinlerin katedrallerinden ¢ikiyor
Kiraz. Kendi inisiasyon torenini kendi diizenleyen bir harf gibi. “Dinlerin Tanris1 Tanri-
nin Dinleri” (1989) isi de miikemmelin tekligini alt {ist edisiyle kendi basina bir ‘pi say1s1”
sanki. Clinkii Kiraz'in sonu gelecek gibi durmayan arastirmasinda varilacak bir miikem-
mel yok. Ya miikemmelden ¢ikan hice varilacak ya da bir coklu-miikemmele. Dort kutsal
kitab1 cam vitrinlere yerlestirdigi “Dinlerin Tanris1 Tanrinin Dinleri” isinden bahseder-
ken “kitaplar oradayds, isteyen alip okuyabilirdi” demesi dikkatimi ¢ekiyor. Cam vitrin-
lerin i¢indeki kutsal kitaplardan bahsediyoruz. Cami kiran kitabi alip okuyabilirdi, bilgi
(ve mitkemmelden ¢ikacak hiclik ve sonra hicten ¢ikacak yeni hic) iste bu kadar yakindi.

“Analemma” bizde bir duygu uyandiriyorsa eger bu duyguyu nasil tarif edebiliriz?

Ornegin ¢ember duygusu diye bir sey var midir, varsa nedir? Sergiyi gezerken bu soru
kacinilmaz, ama cikarken sunu da sorabiliriz: Kareden ¢embere bir formun 6ne c¢ika-
rilmasindaki tekrar eden strateji bize ne soyliiyor? Kiraz’da sorular yanit talep etmiyor
siklikla ve bu illa ki 6zel bir durum degil elbet giiniimiizde, gene de sorularin birbirine
baglanma talep etmelerinin bir insa anlamina geldigini akilda tutmali. Kadin ve erkek
sergide neden var? Bizi serginin hemen girisinde, “Analemma Salonu”nda bir sembolik
kadin ve erkek neden karsiliyor? Bunlar bir evrensellik kabuliine de gonderme yapiyor-
lar -evrensel bir ikili- biitiin kabuliine. Ol¢iilebilir, birbirini kendini ve evreni &lgebilir
iki sembolik insan.

Kiraz dogas1 geregi tanimlanamaz oldugunu diisiindiigii kimligini tiim yapitiyla ifade
ettigini belirttiginde bu tiim yapitinin pek ¢ok aciyla, duyguyla, yasanmislikla ve nefes
alip veren bedenle de aslinda dolu oldugu anlamina geliyordu. Yasamsiz, standart 6l¢iim
icin iiretilmis kadin ve erkek figiirleri diger soyut matematik formdillerle, gokcisimleri-
ne dair hesaplamalarla ve baska soyutlamalarla birlestiginde ise ortaya biitiinliiklii bir
dilsel evren ve kendine kapanan, delikleri 6rtiik bir yapiyla karsilasmanin giigliigii ¢cikar.

Siklikla soguk, yasamasiz, glindelik hayattan olaylara, anlara, duygulara, gelismele-
re az referans veren ama daha ¢ok zamansiz simgelere, formlara, renklere, rakamlara,
oranlara dikkat eden bir pratigin, iistelik dogrudan kavramsal sanat icinden konusan bir
pratigin diisiinceyi tetiklemeye daha egilimli olacag: varsayilabilir; halbuki aslinda za-
mansiz, minimum referansh ve siirekli kendine gonderme yapan, ice doniik ve kainata,
bilinmeze adanmis bir arastirma diisiinsel bir tartisma baslatmak icin ¢ok az tesvik su-
nuyor —aksine, daha ¢ok duygular tetiklemeye aday. Cemberin bir duygusu varmis gibi,
en eski zamanlardan gelen bir kainat duygusu, sembollerin, ge¢misin bilgi bi¢imlerinin,
bin yillardir siiren arayislarin, formlarin, renklerin duygular sezilebilir durumda beliri-
yor “Analemma”da sanki. Diislincenin sonuca varmay1 hedeflemeyen, veya baslangica
donmeyi basarili bir sekilde sonuca varma sayan ve keyifle yeniden baslayan seriivenini
bir forma, giderek ¢esitli formlara doniistiirmek bu sanat pratiginde esas. Dongiisellik,
basa donmekten ¢ekinmeme, giincel bir seyler icermeyip zamansiz ifade bicimleri icer-
me hep sanatcinin “maksadin1” belirsizlestiren, saklayan 6geler. Peki boyle bir evren ki-
tabinin sayfalar1 nasil ¢evrilir? Titiz sayfa siisleriyle, 6zenle isciligi kotarilmis bu sifreler
hangi mesajin anahtarini agmak i¢indir?

12 Ludwig Wittgenstein,
Tractatus, Logico-
Philosophicus, ¢ev. Orug
Aruoba (istanbul: Bilim/
Felsefe/Sanat Yayinlar1:
1985), s. 163.



13 Dante Alighieri, ilahi

Komedya, ¢ev. Rekin Teksoy

(Istanbul: Oglak, 1999), s.
805-806.

14 Beral Madra, “Serhat
Kiraz,” Arredamento
Mimarlik, say1 101 (Mart
1998), s.131.

Analemma’nin Bize Thtiyac1 Yok

133 “Daireyi 6l¢meye ¢alisip kafa yoran

ama gerekli kurali bulamayan

bir matematikgi nasil olursa,

136 Oyle idim ben de yeni goriintii karsisinda:
goruntiiniin daire ile nasil birlestigini

oraya nasil yerlestigini gérmek istiyordum;
139 ne var ki yeterli degildi kanatlarim:

ama bir simsek sarsinca aklimi,

gerceklesti amacim.”

Dante

Vitrivius’'un “Analemma”sindan Kiraz’in “Analemma’sina geldigimizde yeni olan ne-
dir? Yeni bir evren(sel) mitolojiye varilir m1 Kiraz'in ‘insaat’inin karelajlarin izlesek?
Sonsuzluktan ziyade dongii var “Analemma”da. Dongii ve diizen 6ne ¢ikiyor; kaos mu
diizen mi denirse diizen diyor Kiraz. Algilamaya doniik bir diizen kurup onun nasil algi-
landigini “sergilemek” yolu izleniyor.

Algilamamiz1 diizenleyen formlarla ilgili bir sergi bir yaniyla da “Analemma”. Orada
zaten olan bir seyi anlamaya ¢alismaya dayaniyor. Ve orada zaten olan bir seyi anlamaya
¢alismanin tarihini de iceriyor.

“Ingaat Salonu” i¢inde mevsimler, renkler, déngiiler, diizenler barindirtyor. Evrenin
kendini karelerle, egrilerle ve tiirlii gondermelerle ortaya dékmesinin arzulandig: bir
insaat. Simgeler sifreleri kolayca ¢6ziilsiin diye orada degiller. Kilitler sakli veya flu. Her
durumda oran énemli. “Insaat Salonu’nda serginin nesnesini goriiyoruz; onu anlamaya
calisirken “Analemma Salonu”nda Kiraz'in yaptig1 diger islere variyor izleyici ve daha
sonra bu anlama calismasi daha da geriye uzaniyor ve “Ge¢mis Salonu’nda tiim ge¢mis
isler bir anlamda ortaya ¢ikiyor. Insan anlama ¢abasinin tam ortasinda ve bir yandan da
ol¢iilmekte. Insan hem evreni anlamaya ¢alistyor hem de baskalarinca anlagiliyor; hem
evreni Ol¢liyor hem de baskalarinca 6lgiiliiyor. “Kendi kendime sordugum sorulardan
¢ikan bicimler her bir is” diyor Kiraz. Dolayisiyla isler temelde birer diisiince degil birer
form.

Gercegin goriillememesi bir mesele Kiraz i¢in; goriintiiniin, anlamin ve gerceklik algi-
sinin manipiile edilebilirligini desifre etmek, goreceligi gostermek 6nemli. Goriintii ger-
¢egin iistiinii Ortiiyor, goriintii gercegi algilamana engel olabiliyor ve goriintii her zaman
manipiile edilebilir. Bizim disinizda varolan evren ve bizim evreni anlamak i¢in yaptikla-
rimiz Kiraz'in arastirmasinin merkezinde. Bilgi bizde dogustan var mi sonradan mi 6gre-
niyoruz meselesi de Gyle. Kiraz saplant1 sergilemek istemiyor, diisiince bicimlendirmek
istiyor ve bunun i¢in de zitlara acik, karsitlara acik, gorelilige acik bir siirec¢ yiiriitiiyor.
Siirekli cabay1 ve cabanin aldigi formlari ileriye ve geriye dogru kazarak, birlestirerek,
duygulara ve sezgilere acik kilarak ele aliyor. Siireci animsatmak, diisiinsel ¢alismanin
stirdligiinii gostermek icin de bugiinii santiye gibi sunuyor. “Analemma” sergisi, bir ser-
ginin hazirlanmasi asamasindan bir kesit gibi. Sergi baska bir zamanda agilacak bir ser-
giye dair bir sergi adeta. Yaptig1 resimlerin dipnotlar: gibi duran betikler ana metne gir-
mis dipnotlar1 andiriyorlar. Tetraktis kullanmayi, Ouroboros’a gonderme yapmayi, tiim
bu sembollerle anlatmayi hi¢ birakmiyor Kiraz.

“Kiraz’in yapitlar siyasal, toplumsal, kiiltiirel iceriklere dogrudan dogruya bir génder-
me yapmaz, ancak kavramsalligi ve ¢6ziimlemeci yontemlerin kullanilmasiyla bu icerik-
lere kars1 ya da bu igeriklerin yaninda olarak diyalektik bir ortam olusturur™ diyordu
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Beral Madra. O yiizden sadece bugiinkii bir devrime, depreme, olaya, sokakta atilan slo-
gana gonderme yok iclerinde. Sanat¢inin kendi basindan gegen bir olaya, bir ¢ocukluk
anisina gonderme yok. Sahicilik 6nemli ama sahicilik yapitta i¢erilmek i¢in degil yapitin
ta kendisi olmak i¢in var.

[zleyiciye ‘ihtiyag duymadigin bir seyi arzulamani istiyorum’ mesaji daha agik séylene-
mezdi. Thtiya¢ duyduklarini istersen listele (benim sergimde higbirini bulamayacaksin)
ya da ihtiya¢c duymadigimi vaadlerle dolu bir sekilde hayal et (bu iste benim sergimde
karsina ¢ikacak). Ozetle ihtiyaglarimi karsilamaya hic talip degilim. Iyi bir siir ihtiyacini
karsilamaya talip degilim, iyi bir giincel sanat eseri ihtiyacini karsilamaya talip degilim,
iyi bir roman okuma ihtiyacini karsilamaya talip degilim, yeni iiretilmis iyi bir felsefi
climle ihtiyacin1 karsilamaya talip degilim. Bana ihtiyacin yok.

Ben sadece i¢ine diismek istedigin/isteyebilecegin bir diizen ihtimali/6nerisiyim, dii-
siinsel hazza ve sahici duygulara doniigiim; iyi calisilmis, iyi hayal edilmis ve titizlenilmis
bir yapilandirmayim. Ugan kus kadar da rahatim, uyumluyum diger diizenlere, bin yillik
heykel, en eski yol gibiyim.

iste boyle bir ses duyuyorum Kiraz’in Cember’inden...
124 Ey sonsuz 151k, yalnizca kendinde varsin,

Kendini yalniz sen tanirsin, tanidigin,
Tanindigin i¢in kendine giiler, sevdalanirsin!®

15 Dante Alighieri, ilahi
Komedya, ¢ev. Rekin Teksoy
(Istanbul: Oglak, 1999), s. 949.

1989 “Dinlerin Tanrisi-Tanrinin Dinleri”, IL. Uluslararasi istanbul Bienali, Aya irini /
“God of Religions, Religions of God”, I1. International istanbul Biennial, St. Irene, istanbul
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Serhat Kiraz
according
to the circle
ancient desires
and avowed
forms

Suireyyya Evren

“Nothingness can be loaded with shapes; it can govern all the exhibition

space or its being can disappear in the void of the exhibition space.™

The Invisible Tragedy of Human Pasts

From 1977 to 2017, Serhat Kiraz’s work displays a characteristic whereby tragedy re-
mains invisible. Beyond that, Kiraz finds in the history of humanity, moments and pasts
that also conceal invisible tragedies, which he thoroughly studies and connects together.
Yet he doesn’t manipulate these “pasts” to turn them into histories or the “History”, nor
does he narrativize or freeze them. On the contrary, he opens them up to possibilities and
rethinks them in order to display them one by one.

Let’s remember the famous dialogue between Marco Polo and Kublai Khan in Italo
Calvino’s “Invisible Cities”. Marco Polo tells Kublai Khan about a bridge and he de-
scribes at length and details all the stones of the bridge. Kublai Khan gets bored with
these details and asks: “But which is the stone that supports the bridge?” “The bridge
is not supported by one stone or another,” Marco Polo answers, “but by the line of the
arch that they form.” Kublai Khan tries again to get to the point: “Why do you speak of
the stones? It is only the arch that matters to me.” Marco Polo answers: “Without stones
there is no arch.”

Let’s imagine another version of this passage:

Kublai Khan contemplates Serhat Kiraz’s work. At one point he asks him to get to the
point: “Now leave aside the triangle, the square, the circle, the ancient forms and tell us
the main idea”.”You keep talking about the earliest conceptions of the universe and all
kinds of symbols, now come to the conclusion and show us our daily tragedy,” he adds.
“Show the pain, the true problem and its answer, show your life story, the formula in-
stead of the forms, leave aside the circles. Tell us where the tragedy is!”

Serhat Kiraz might have looked at Kublai Khan and answered: “Without forms there
is no tragedy.”

In the circle, in some basic shapes and in symbols, Kiraz finds indeed timeless ancient
knowledge and ways of knowing that don’t belong to any specific place, time and/or cul-
ture. Therefore, he does not feel compelled to incorporate tragedy in his art; the expres-
sion of tragedy is in the circle itself. Moreover, the tragedy also finds its expression in the
look directed towards the circle. Thus, when he was asked about the absence of auto-
biographical elements in his work, Kiraz answered: “The important thing for me is not

Giilseli inal

1 Giilseli Inal, “Mutlakla
Hesaplagma”, Yapi, no 387
(February 2014), p. 150.

2 Italo Calvino, Invisible
Cities, tr. By William Weaver
(London: Vintage Books,
1997), p. 74-
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2007, “Construction/Reconstruction” / Magka Sanat Galerisi, istanbul
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that the artwork incorporates “something” from the artist’s biography: it should express
the biography itself. I would characterize it as the expression of an identity that is, in my
view, impossible to define.”?

In the exhibition “Analemma”, we see what Serhat Kiraz thinks about the circle, what
he sees in the circle. But what does the Circle think about Serhat Kiraz? What does the
Circle see in Serhat Kiraz? Through the eyes of the Circle, I want to look at Kiraz, at all
Kiraz’s work as a history of questioning, searching, examining and feeling the inconceiv-
able infinity.

According to Kiraz, without timeless knowledge there is no tangible narrative of time.
He works from a perspective where tragedy is invisible, he finds out a past without trage-
dy in the history of humanity. Therefore, the exhibition “Analemma” is not built on trag-
edy(ies): Kiraz is not working on tragedies nor staging them, he doesn’t aim to provoke,
irritate or shock. On the other hand, the tragedies tell a powerful, multilayered story and
they attempt to arouse a sincere, but somehow concealed, feeling. Could it be that this
story revolves around knowing and asking?

Three Rooms and a Circle

“...[the artist] enters a gallery but the important thing is not so much his entering a gallery as his capacity
to take outside those who enter after him... To ensure that they look outside as much as inside the gallery.
Sometimes, when you walk outside you stare with empty eyes. What matters is to fill this emptiness.”

Serhat Kiraz

The space in the Milli Reasiirans Art Gallery is designed as three rooms. The room
that is meant to be the first and main room can be found on the left side after passing the
entrance. There, the idea that prevails is to open a work site, to create a space devoted to
the construction of research and curiosity. Let’s call it the “Room of Construction”. The
“Room of Construction” displays a snapshot of his artistic research. Let’s call the space
on the right side of the gallery the “Room of Analemma”. In this room, the interrogations
that we see in the “Room of Construction” are anchored in the past. It offers a ground to
discuss representation. As for the space immediately to the left of the entrance, let’s call it
the “Room of the Past”. There, next to the video of a talk focusing on the circle, a number
of critical works belonging to Kiraz’s different periods are matched with their respec-
tive “descriptions”. These “descriptions” add to the exhibition a retrospective dimension
without attempting to explain the past. This is, therefore, both a triangle, where the three
rooms are connected together by the tunnels of questions related to one another, and
a circle where a research that starts with the artist’s present questions in the “Room of
Construction” is in constant connection with itself first with the “Room of Analemma”
and then with “Room of the Past”.

The works engender one another -just as Kiraz likes to say: “nothing engenders nothing”.
Obviously, this short entrance is a structure that complicates the task of the viewer that
passes by and tries to understand. It attracts him towards a more comprehensive inside.
Here lies its strength of attraction towards the inside, within the circle, towards the cycle.

Kiraz’s work gives the impression of having been created in a certain state of serenity.
As if it became possible to embrace the instants of enthusiasm, extravagance and ecstasy
with feelings of serenity. Everything has been planned and there seems to be no improvi-
sation at all®. The story of the circles and their invisible tragedy is used as a kind of lever.
It is imbued with a capacity to reach a greater, more original tragedy.

3 Inge Baecker, “Serhat Kiraz
ya da ikili Doga Sorunu”,
Im Zeichen der Stadt
Zeitgenossiche Kunst aus
der Tiirkei, KunstMuseum
Bonn, 20 December 2001-17
February 2002, p. 94.
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Kiraz discovers and uses in their antiquity the forms and colours whose power has
remained unknown. He creates anew the symbols whose power has remained unknown,
the ones that don’t have the place that they deserve.

Through the video of the circle and the spiral of a research that goes backwards, the
organisation of the exhibition “Analemma” does not aim to narrate, to edit, to present or
to catalogue. It is meant to make the story comprehensible.

In Kiraz’s work, the well concealed feelings are not concealed to prevent them from
being found. They want to be found on certain conditions, to dissimulate with codes,
maturity and an elegance that doesn’t seek to be aesthetic. The singular moments of life
and the reactions to these moments of life are mediated through colours and forms.

Thus, Serhat Kiraz makes the forms confess, he expresses himself through forms. You
will see that, instead of explaining the circle, he makes the circle confess, all the circle,
from the very beginnings to our days.

Mapping History

“Neither art nor philosophy: I don’t think that I am making either. When I have some questions in mind,
this is how I express them, by these means. Questions pertaining to myself or humanity. When I bring to a
space the questions I formulate in my mind, the space too displays something,

it drives me to do something.”

Serhat Kiraz

Serhat Kiraz is undoubtedly one of the leading figures of Turkish contemporary art.
Since the second half of the 1970’s, he has been a pioneer artist through his works belong-
ing to conceptual art, his role in the exhibitions “New Tendencies”, “A Cross Section of
Avant-Garde Turkish Art”, “10 Artists, 10 Works”, his contribution to the Definition of Art
Group, his individual works and his first personal exhibitions in the early 1980%.

On the other hand, as we are approaching the 2020’s, there are still important gaps in
the historiography of the Turkish contemporary art and the contributions to this land-
scape have not yet been well mapped. This is due partly to the fact that works, ideas and
endeavours that had been left aside have been unveiled in the past ten years. There is
no consensus nor certainty as to how the early periods should be interpreted, how the
archives should be used and how the anthology of the movement should be compiled,
from the beginnings to our day. To unify all this data, an approach is needed (or pref-
erably several approaches) that would contextualise and make sense of it, including its
ruptures. Once different approaches and alternative analyses have been developed, it
will be easier for everyone to have something relevant to say about the influence of such
an important figure as Kiraz.

At this point, it is possible to say that since his first works, Kiraz has been a founding fig-
ure in Turkish contemporary art, who remained consistent with himself. He constantly
thickened his line and succeeded in pursuing his initial questions up to the end.

The way this exhibition “Analemma”, organised 40 years after 1977, looks back and in-
corporates the research of the past is in accordance with these questions and his method
of work. Thus, even in his exhibitions, he remains consistent with himself. He refrains
from explanations, as he has always done. He is not another of these artists who seek to
display information about themselves and build an image under control. In this respect,
he remains today the rare kind of artist he was at the beginning. Nowadays, his excep-
tionality is not based on novelty, on his effort to develop, make, produce and pursue the
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most novel art; he is innovative because he pursues the earliest question, his earliest
question, the earliest questions of art. He takes these questions seriously, follows their
path and never neglects to track them. The politics of appearance never influence his
decisions. The question “What should I do to increase my visibility?” is irrelevant to him.
Speaking from a non-visible place is a source of comfort, serenity, lack of anxiety.

I remember a passage where the famous physicist Richard Feynman recounted how
fascinated he was when he learnt the number pi. He explained how he learnt that the
proportion of the diameter to the circle was always the same, how he thought that there
was something mysterious he could not fully understand behind this proportion and
how he started to look all around for the number pi to pursue this mystery” When I ask
myself what Kiraz’s number pi is, I suspect that some questions and proposals may have
played for him the same role as the number pi.

Kiraz is one of the artists who started in the years when contemporary art was burgeon-
ing in Turkey, when innovation became central to creation, and he stayed the course af-
terwards. His originality and pioneering character are undoubtedly linked to his found-
ing role and innovation. Yet his originality also lies in the fact that he takes the matter
and his own proposals seriously.

The Numbers Pi in the Art of the Circle

“6.5 If a question can be framed at all, it is also possible to answer it.”®

Ludwig Wittgenstein

May the following question be one of Serhat Kiraz’s numbers pi% “Does the time of
reception of the artwork differ from the time of its production?”

The question is especially relevant for an exhibition such as “Analemma”, where we
navigate between various works belonging to different periods.

But Serhat Kiraz’s ‘number pi’ could also be this one: “If art produces form, it should
reveal itself through the form, without saying a word- the form reveals and should re-
veal its essence through its form, its formalism. “Kiraz’s refusal to give explanation never
fades, on the contrary it becomes more marked. He seems to tell us: If my art had been
purely intellectual, it could have been expressed only through thought and as long as
thought remained the same, it wouldn’t have varied. But even if thought does not change,
forms, the forms taken by the work change. Let’s remember his question: “Then what
have cultures started to become?” The essential thing for Kiraz is the unique form that
each thought takes in each exhibition, in each work. And then, the unique singularities
multiply, the singular perceptions, events, achievements are re-“lived” in the uniqueness
of new and different representations. Each unique form comes with a narrative about its
own essence. It requires interpretation; and, as in all interpretations, you have to solve its
codes and adapt yourself to its abstraction.

Another possible “number pi” for Kiraz: “How to reach art by avoiding the thing that is
meant to be art. Escaping the structures that are meant to be art. There is no specific time
to make art, art is a structure that can always be made and seen.”

“Analemma” has this propensity to avoid anything meant to be art. It seems to search
another way to settle itself, timeless, rootless, spaceless. Making something new as a
work of art, whether you call it art or not, transforms it into art. Then what is the new
thing at which Serhat Kiraz hints without hinting? What do all these circles, squares,
yellows, planets, numbers hint at for the first time?
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The importance of his statement is so concealed by his modesty that it is difficult to
grasp. Yet not so difficult. He suggests an expression of the earliest and newest expres-
sions, of the visible and the invisible. This a new suggestion, a new expression that has a
propensity to engender itself other novelties- just like when forms engender forms, exhi-
bitions engender exhibitions, numbers engender numbers, (and even) ladders engender
ladders.

Can an artwork “sell” the universe it conceals, can it undertake this task, can it say
“experience me to apprehend the known and the unknown”?

Forms and Colours

“6.54 My propositions serve as elucidations in the following way: anyone who understands me eventually
recognizes them as nonsensical, when he has used them - as steps- to climb up beyond them. (He must, so
to speak, throw away the ladder after he has climbed up it.)™"

Ludwig Wittgenstein

Interestingly, Serhat Kiraz also displays forms and colours. Yet he is not motivated by
the necessity to lure and hook the viewer, nor by the need to establish his legitimacy, as
it is the case in nowadays controversial big-budget mega art events. On the contrary, with
these forms and colours, he moves forward to scrutinise again ancient questions.

The aim is to scrutinise again these forms and colours by finding out how they have
been scrutinised for millenia and by connecting this new attempt with the former per-
spectives. Kiraz’s concentration is in itself a source of strength and feeling the presence
of this quest is attractive. This quest owes some of its power to his obstination and his
insistence, and it provides the pleasure to encounter tangible problems. This a quest
that grows strong through the great respect it pays to its object and its refusal to give
up.The exhibition “Analemma” demonstrates it again in a way that is specific to Kiraz.
That is, the exhibition turns back, turns to the past, to the early works but it does not
explain these early works. And these early works, with their representations in “An-
alemma”, do not explain the new works. Nothing explains nothing. On the contrary,
everything becomes more intricate. Thinking about the circle shows us that there is no
progress. There is no progress, just a cycle. And if there is a cycle, then there may also
be a cyclical time. There is no progressivism, no better question, no better way of ask-
ing but there is something different, asking something different, asking from another
point of the circle.

There is a different form, a different shape, a different place. There is a differentiation
of the concept, the emergence of another visible behind the invisible. Balances keep
changing, there we can find the stars that we cannot see when we look at the sky. They
are there. There are few things as powerful and as far from ostentation. With his book
of universe, Kiraz does not want to tell something translatable but he expresses an
objection to the essence of art. Meanwhile, he doesn’t abandon his satirical vein, never
ridiculous.

In the “Room of Construction”, we are faced with three ladders. The first one has three
steps, the second one five steps and the last one seven steps. A timber plank passes be-
tween them. The story that is told climbs up the three ladders and goes down each ladder
to reach the same room but in a different part of it, by climbing a different number of
steps.
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Different forms of knowledge too are part of the story. They climb up and down the
three different ladders (in a sense, these are three different “ladders of knowledge”). The
knowledge that connects the ladders is the articulation between the universe and the
knowledge of culture. While Kiraz keeps his distance with all kinds of progressive knowl-
edge, he is always open to mystery, unknown ideas and timelessness. This also means
that the openness to the mystery is considered as another way of acquiring knowledge —
a way that is seen as undeniable, respectable but not superior to the others. May we liken
these ladders to open compasses about to draw a circle?

The Mystery of Digits

In Serhat Kiraz’s work, you find digits rather than numbers. The digits escape back and
forward and get mixed together. And there are sometimes decimal numbers as well.

Kiraz’s digits are voluminous, they have a strong attractive force and they can either
escape one into another or attract the other into themselves. The digits incorporate the
universe, the space, the past and the future and the cyclical time, the here and now, the
present space and the being there. The figures connect each symbol, their proportion
and the history of their relations, from the most ancient times to the far future. The fig-
ures are generous, hospitable and it is possible and easy to enter their world. The figures
conceal all the universe, with their known and unknown spaces.

Figures are always there in the mythology. In some myths, women are symbolised by
the 3, men by the 4 and the sum of both, the 7, refers to the infinity. Theses narratives can
change but it remains always possible to find other narratives behind them and the inter-
est in this possibility remains the same. The seven steps of the ladder may represent the
seven layers of knowledge, rhetoric, maths, music, harmony, geometry, astronomy and
arithmetic. Maybe, but it could also well be a reference to some other ancient knowledge.
The important thing is that we are in a “Room of Construction” where these ties can
always be built, broken and built again. If the construction refers to the structuration of
thought, then there is much more to say about the symbolism of the ladders. When Kiraz
speaks about this work, he refers to the ladder seen by Jacob, when he was sleeping on a
stone. Indeed, when he structures his present thought, he always attempts to pursue the
deeds and the objects of the religious and mythological narratives.

In his dream, Jacob had seen angels climbing up and down a ladder. Could art see the
same dream? The questions pertaining to what art can do and what it can see are part of
Kiraz’s work. Just as the space for mystery and research opened by the different number
of steps of the ladders climbing from the ground to the sky, and the planks that link them.

Pride and the Perfect

“We feel that even when all possible scientific questions have been answered, the problems of life remain
completely untouched. Of course there are then no questions left, and this itself is the answer.”

Ludwig Wittgenstein

Is it possible to see with Kiraz all religions collapsing and realising themselves in the
same time? With all their constructions and crack-down, all their cathedrals and destruc-
tions. Kiraz does not enter the cathedral of a single religion, he goes out the cathedrals of
all religions. Just like a letter that would organise itself its own rite of initiation. His work
“The God of Religions, the Religions of God” (1989) seems to be itself a number pi, which

12 Ludwig Wittgenstein,
Tractatus, Logico-
Philosophicus, p. 88.
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disrupts the unicity of the perfect. Indeed, in Kiraz’s research, which does not seem likely
to end, there is nothing perfect to be reached. It will either reach the nothingness coming
out of the perfect, or a plural perfect. Talking about his work “God of Religions, Religions
of God”, Kiraz mentioned the glass vitrines where he had set the four sacred books and
made this noteworthy remark: “the books were there, one could have taken them and
read them”. We are talking about the sacred books inside the glass vitrines. One could
have broken the glass and taken the book to read it, this was how close knowledge was
(and together with it the nothingness that would come out of the perfect, followed by the
new nothingness engendered by nothingness).

If “Analemma” arouses some feeling in us, how may this feeling be described? For in-
stance, is there something like a feeling of circle? Then what is it? This question comes
unavoidably when we visit the exhibition, but when we go out we can also ask the fol-
lowing one: What is the meaning of the strategy that repeatedly highlights a form, from
the square to the circle? Often in Kiraz’s work, questions do not demand answers and
this is obviously not exceptional nowadays. Yet, let’s keep in mind that when questions
demand to be tied together, this points to a kind of construction. Why are there a woman
and a man in the exhibition? Just at the entrance of the exhibition, in the “Room of An-
alemma”, why are we faced with a symbolic man and woman? They refer to the accepta-
tion of universality, the acceptation of a universal dual-totality. These are two symbolic
human beings who can be measured, who can measure each other, themselves and the
universe.

Kiraz stated that, through all his work, he expressed his identity, which he considered to
be essentially impossible to define. By that he meant that all his work was actually filled
with many perspectives, feelings, experiences and breathing bodies. When you connect
the lifeless men and women, created to provide scale, with the other mathematical for-
mula, the calculations of celestial bodies and the other abstractions, what comes out is
the power of the encounter between a total linguistic universe and a structure closed on
itself, with hidden holes.

One can suppose that a practice that makes little reference to events, moments, feel-
ings, developments of everyday life but pays special attention to timeless symbols, forms,
colours, figures and proportions, a practice that speaks directly from the perspective
of conceptual art will be more prone to arouse thought; but actually, when a research
is timeless, with little references and many self-references, when it is turned towards
itself and focused on the universe and the unknown world it doesn’t foster an intellec-
tual discussion — instead, it is more likely to arouse feelings. In “Analemma” the circle
seems to have a feeling: the feeling of universe coming from the most ancient times, the
feelings of the symbols, of the old forms of knowledge, of the ancient research, forms
and colours become perceptible. This adventure of thought does not aim to reach a
conclusion, it considers that returning to the beginning is a successful way to reach a
conclusion and it is happy to start again. What is essential in this artistic practice is to
turn this adventure into a form, into increasingly diverse forms. The cyclical dimension,
the determination to return to the beginning, the refusal of references to the present
and the use of timeless forms of expression are elements that blur, hide the “purpose”
of the artist. Then how should we turn the pages of such a book of the universe? Which
secret messages are these codes meant to open, with their minute ornamentation and
their meticulous work?
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Analemma Does Not Need Us.

“As the geometrician, who endeavours

To square the circle, and discovers not,

By taking thought, the principle he wants,
Even such was I at that new apparition;

I wished to see how the image to the circle
Conformed itself, and how it there finds place;
But my own wings were not enough for this,
Had it not been that then my mind there smote
A flash of lightning, wherein came its wish.”

Dante

What has changed between Vitruvius’ “Analemma” and Kiraz’s “Analemma”? Could
we reach a universal mythology by following the grid of Kiraz’s “construction”? In “An-
alemma”, we find the cycle rather than eternity. The cycle and the order come to the
forefront.; if the choice is between chaos or order, Kiraz chooses order. He establishes an
order turned towards perception and “displays” how it is perceived.

In some way, “Analemma” is also an exhibition about forms that organise our percep-
tion. It relies on an attempt to understand something that is already there. And it also
incorporates a history of the attempt to understand this thing that is already there.

The “Room of Construction” contains seasons, colours, cycles, orders. In this construc-
tion, the universe is expected to reveal itself through squares, curves and various ref-
erences. The symbols are not there to give easy keys. The keys are hidden or blurred.
Proportion is important everywhere. In the “Room of Construction” we see the object of
the exhibition. As the viewer attempts to understand it, he reaches the others works of
Kiraz in the “Room of Analemma”. Then, this attempt to understand goes back and all
the early works come out with their meaning in the “Room of the Past”. The attempt to
understand humanity is central and at the same time, it is measured. While trying to un-
derstand the universe, we are understood by others; we measure the universe and we are
measured by others. “Each form engendered by the questions I ask to myself'is a distinct
work” says Kiraz. Therefore, each work is essentially a form, not a thought.

The invisibility of the real is an issue for Kiraz; it is important to decypher the possi-
ble manipulation of appearance, sense and perception of reality, to show its relativity.
The appearance hides the reality, it can be an obstacle to the perception of reality and
is always likely to be manipulated. The universe existing outside of us and our attempts
to understand this universe are at the core of Kiraz’s research. As well as the question of
knowledge: is it innate or acquired? Kiraz does not want to display fixed ideas; he intends
to shape thought and to do so he presents a process open to contradictions, oppositions
and relativity. He explores this attempt and the forms taken by this attempt by constantly
digging back and forth, by unifying them and opening them to feelings and perceptions.
He presents the present as a work site to evoke the process, to show that the intellectual
work goes on. The exhibition is literally an exhibition about an exhibition that will open
in another time. The descriptions standing like footnotes in his paintings evoke foot-
notes inserted in the main text. Kiraz never gives up using tetraxis, referring to Ourob-
oros, expressing himself through all these symbols.
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“Kiraz’s works do not make direct references to political, social, cultural facts but they
create a dialectical relation against these facts or besides these facts by using conceptual-
isation and resolutive methods™ said Beral Madra. This is why their contents don’t refer
to a revolution, an earthquake, an event or a slogan recently shouted in the streets. There
is no reference to an event that happened to the artist or a childhood memory. Realism is
important but realism is not there to be included in the work, it is the work itself.

He couldn’t have expressed more clearly his message to the viewer: ‘I want you to desire
something you don’t need’. If you wish, just list the things you need (you won't find any of
them in my exhibition) or imagine the ones you don’t need (these are the ones that you
will find in my exhibition). In short, I have no intention to answer your needs. I have no
intention to answer your need of a good poem, of a good piece of contemporary art, of a
good novel to read or o new philosophical theory. You don’t need me.’

I am only the probability/suggestion of an order into which you want/may want to fall,
I am turned towards intellectual pleasure and realist feelings; I am a well-worked out,
well-imagined and carefully made structure. I am as serene as the flying bird, I can adapt
myself to the other orders, I am like a thousand year-old statue, the most ancient road.

This is the voice I am hearing from Kiraz’s Circle...

O Light Eterne, sole ih thyself dwellest,
Sole knowest thyself, and, konwn unto thyself
And knowing, lowest and smilest on thyself! ®
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‘.‘Gerqekle$tirme”, Seramar - Igrip Cikmazi, Dalyan,
Istanbul

!983 Anadolu Medeniyetleri Sergisi, Arkeoloji Miizesi,
Istanbul

1984 Oncii Tiirk Sanatindan Bir Kesit, Atatiirk Kiiltiir
Merkezi, Istanbul

1985 Bir Bagka Sanat, J. Beuys Anisina Bir Sergi,
Alman Kiiltiir Enstitiisii, [zmir

Soyut Sanat, Figiiratif Sanat, Kavramsal Sanat, Magka
Sanat Galerisi, Istanbul

Oncii Tiirk Sanatindan Bir Kesit, Yildiz Universitesi,
Istanbul

1986 1. Uluslararas: Asya-Avrupa Bienali, Devlet Giizel
Sanatlar Miizesi, Ankara

Onecii Tiirk Sanatindan Bir Kesit, Atatiirk Kiiltiir
Merkezi, Istanbul

Desen Sergisi, Galeri BM, Istanbul
1987 Magka Sanat Galerisi 10.y1l Sergisi, istanbul

Toplu Sergi, Tiirk-Amerikan Dernegi, {zmir

Biyografi

Oncii Tiirk Sanatindan Bir Kesit 4th, Atatiirk Kiiltiir
Merkezi, Istanbul

Cagdas Sanat, Mine Sanat Galerisi, Istanbul

1988 “Giinlerin Gériintiisii - Bugiiniin Goriintiisii”,
Oncii Tiirk Sanatindan Bir Kesit No. 5, Dolmabahce
Saray1 1. Hareket Koskii, Istanbul

1989 “Press”, EXPO-ARTE, Akdeniz Ulkeleri Cagdas
Sanat Sergisi, Bari

“Diin bugiin yok oldu, bugiin de yarin”, 10 Sanatg1 10
ig:A, Atatiirk Kiiltiir Merkezi, istanbul

“Dinlerin Tanrisi-Tanrinin Dinleri”, II. Uluslararasi
Istanbul Bienali, Aya [rini, Istanbul

1990 Gondermeler, Magka Sanat Galerisi, istanbul
“The Cult”, II. Minos Beach Sanat Sempozyumu, Girit

“Sistem”, Cagdas Tiirk Sanat1 Biiyiik Sergi 2, Devlet
Resim ve Heykel Miizesi, Istanbul ve Ankara

“Iki Degismez ve Degisen Goriintiiler”, 9o Osaka
Trienali, Mydome Osaka

“Dilemma”, 8 Sanatg1 8 i§:B, Atatiirk Kiiltiir Merkezi,
Istanbul

1992 “Kare Miihiir”, 10 Sanatc1 10 is: C, Atatiirk Kiiltiir
Merkezi, Istanbul

“Bélge”, SANAT-TEXNH, 14 Cagdas Tiirk ve Yunan
Sanatgisi, MSU Resim ve Heykel Miizesi, Istanbul

1993 Koridor, Atatiirk Kitaplig1, Istanbul
“Karsit”, 10 Sanatg1 10 Is: D, Koleksiyon Mobilya, Istanbul

“Bosluk Zaman1”, 45. Venedik Bienali Tiirkiye Pavyonu,
Venedik

“7”, Bulugsma: Sanat, Avusturya ve Tiirkiye’den Oniki
Sanatg, MSU Resim ve Heykel Miizesi, Istanbul

1994 “Double Passage”, Arte Fiera '94, Bologna
“Dugiim”, iskele, IFA Galeri, Stuttgart

“Yedi Giin Isig1 [kizi”, Orient Express, Kiinstlerhaus
Bethanien, Berlin

1995 “Standart”, Xample 2, Atatiirk Kiiltiir Merkezi,
Istanbul

“Denklem”, Somut Ongoriiler, Anarat Higutyun
Okuluy, Istanbul

1996 “Ex-libris”, Xample 3, Landes Museum,
Darmstadt

“Anonim-us”, Diyaloglar-$eylerin Diizenine Ait
Yitirilmis Diisiince, Atatiirk Kiiltiir Merkezi, Istanbul/
Kunstpalast, Diisseldorf

Klanginstallation, Neue Musik 50. y1l kutlamalari,
Atelierhaus Vahle, Darmstadt, Galerie Inge Baecker,
Koln

1997 “Sifir”, Modernities and Memories, islam
Ulkelerinden Yeni Sanat Yaputlari, 47. Venedik Bienali

Ug Sanatc1 — U¢ Mekan, Mine Sanat Galerisi, istanbul
Gogaltmalar, Borusan Sanat Galerisi, istanbul
Galerie Inge Baecker, K6In Sanat Fuar1

Uluslararasi Sanat ve Gevre Sempozyumu, ODTU,
Ankara (sergi ve konferans)

1998 Manzara, Borusan Sanat Galerisi, Istanbul

1999 Ruh ve Beden igin Gogaltmalar, Borusan Sanat
Galerisi, Istanbul

Galeri Nev 15. Yildoniimii Sergileri, Ankara ve Istanbul

Rezistans — iletisim, Medya ve Sanat, Yildiz Sanat 1,
Yildiz Teknik Universitesi, istanbul

Minimal x Maximal, Westdeutsche Landesbank,
Istanbul “Raumiiberschreitungen — Visionen zum
Weltall”, Galerie Inge Baecker, K6In

2001 Contemporary Turkish Art, KunstMuseum Bonn

2003 Osman Hamdi Bey’den Giiniimiize Sanatg1
Defterleri, Yap: Kredi Kiiltiir Merkezi Kazim Taskent
Sanat Galerisi, Istanbul

2004 “Boyutlar” / “Meeting Point Modern Art”,
Tiirkische Kunst der Gegenwart, Bayer, Leverkusen,
Turkey-Greece Contemporary Art Exhibition, Aya
Irini, Istanbul/ Macedonian Museum of Contemporary
Art, Thessaloniki

“Reconstruction”, Du Bosphore a la Moine, Aspects de
I'art Contemporain de la Turquie a la France, Musée
d’art et d’Histoire de Cholet

2007 Modern ve Otesi, Santral Istanbul
Simdiki Zaman Gegmis Zaman, Istanbul Modern
“Eski kdye yeni adet”, Unfinished, BM Suma, Istanbul

2008 Made in Turkey, 1978'den 2008’e Tiirk
Sanatgilarin Konumlary;

“Zamanin matematik gostergeleri”, Frankfurt
Archaeologishes Museum, Almanya

“Dinlerin Tanrisi, Tanrinin Dinleri” Frankfurt Dome
Kilisesi, Almanya

2010 Taginabilir Sanat, [stanbul Avrupa Kiiltiir
Baskenti i¢in bir Proje, Kartal Belediyesi Kiiltiir
Merkezi, Istanbul

“Yiiklem 6. Versiyon” 1. Uluslararas1 Mardin Bienali
Ornek 4 Kusak ITI, Mine Sanat Galerisi, fstanbul
Cagdas Sanat 22, Mine Sanat Galerisi, Istanbul

20II 8 Sanatc1 — 8 Giincel, Mine Sanat Galerisi,
Istanbul

“Yiiklem 7. Versiyon” Artbeat Sanat Fuari, Istanbul

Suretin Sireti, TC Merkez Bankas1 Sanat
Koleksiyonundan Bir Secki, Pera Miizesi, Istanbul

Kavramsal Bir Miras, Antik AS. — Artam Global Art,
Istanbul

2012 Fluxus 50, Kuad Gallery, Istanbul
3. Uluslararas: Canakkale Bienali

Istanbul Eindhoven Saltvanabbe 68-89 Sanatgilar ve
Isler, SALT Beyoglu, Istanbul

Manzara Hakkinda, Mine Sanat Galerisi, istanbul

2013 Duvar Resminden Korkuyorlar, SALT Beyoglu,
Istanbul

Sanat¢inin Seyir Defteri, 44A Sanat Galerisi, stanbul
Hot Spot istanbul, Museum Haus Konstruktiv, Ziirih

2014 Trocadero, Nesrin Esirtgen Koleksiyonu Sanat
Galerisi, istanbul

Yansima ve Bulugma, Mine Sanat Galerisi, Istanbul

2015 ‘Vaka-i Tekerriir’, Toplumsal Aralik, Kuad Galeri,
Istanbul

Bugiin Neler Yapiyoruz?, Pyramid Sanat, istanbul

2017 “Ayni Gokyiiziiniin Altinda”, Serhat Kiraz & irfan
Aydin, Mine Sanat Galerisi, Yalikavak, Bodrum



1954 istanbul

1973-79 Education in State Fine Arts Academy,
Painting Dept. Istanbul.

1996-99 Proficiency in Arts, Marmara University,
Istanbul (Inscription in 20th Century Arts)

Solo Exhibitions

1984 Magka Sanat Galerisi, istanbul

1986 Turkish-American Association, Izmir

1987 Magka Sanat Galerisi, Istanbul

1992 “Dialogues”, Sanart ‘92, Ars Gallery, Ankara
1993 “Contrast”, Totem il Canale, Venice
“Translation” Magka Sanat Galerisi, stanbul

1994 “Projection”, Ars Gallery, Ankara

1998 “Mathematical Attributes of Time”, Galerie Inge

Baecker, Koln

2000 “Constellation”, Kulturwissenschaftliches
Institut, Essen / Galerie Inge Baecker, K6ln

2002 “Varlik”, Magka Sanat Galerisi, Istanbul

2007 “Cpnstruction/Reconstruction”, Macka Art
Gallery, Istanbul

2009 “Contents”, Mine Art Gallery, Istanbul

25th anniversary of Galeri Nev, Ankara

2013 “The Exhibit”, Magka Sanat Galerisi, istanbul
2016 “ Image Plane”, Magka Sanat Galerisi, [stanbul

Group Exhibitions

1977 Balkan Countries Plastic Arts Exhibition,
Bucharest

New Trends Exhibition, Istanbul Art Festival, State
Fine Arts Academy, istanbul

1978 Art Definition Group Exhibition, State Fine
Arts Gallery, Istanbul

1979 An Exhibition of 5 Turkish Artists, Kunst
Gallery Tiirkay, Stuttgart

“Perception with Visual Illusion and The Reality”,
New Trends Exhibition, Istanbul Art Festival, State
Fine Arts Academy, Istanbul (award)

1980 Art Definition Group Exhibition, State Fine
Arts Gallery, Istanbul

“A Proposal for an Artistic/Touristic Transportation”,

XI. Paris Biennial, Musee d’Art Moderne de la Ville
de Paris

Book as Art, Art Definition Group Studio, Istanbul
1981 LIS ‘81, Modern Arts Museum, Lisbon

1983 Anatolian Civilizations Exhibition, The
Museum of Archeology, istanbul

1984 A Cross Section of Turkish Avant-Garde Art,
AKM Exhibition Hall, Istanbul

1985 An Exhibition in Memory of Joseph Beuys,
Deutsches Kultur Institut, izmir

Abstract Art, Figurative Art, Conceptual Art, Macka
Sanat Galerisi, Istanbul

A Cross-section of Turkish Avant-Garde Art, Yildiz
Technical University, [stanbul

1986 I. International Asian-European Art Biennial,
State Fine Arts Museum, Ankara

A Cross-section of Turkish Avant-Garde Art, AKM
Exhibition Hall, istanbul Drawing Exhibition,
Gallery BM, Istanbul

Biography

1987 Exhibition for the 1oth Anniversary of Magka
Sanat Galerisi, Istanbul

Joint Exhibit, Turkish-American Association, fzmir
A Cross-section of Turkish Avant-Garde Art 4th.,
AKM Exhibition Hall, istanbul Contemporary Art,
Mine Art Gallery, Istanbul

1988 “Images of The Days - The Image of Today”, A
Cross-section of Turkish Avant-Garde

Art No.5, Dolmabahge Palace 1st. Hareket Kiosk,
Istanbul

1989 “Press”, EXPO-ARTE, Contemporary Art
Exhibition of Mediterranean Countries, Bari
“Yesterday Perished Today, and Today Tomorrow”, 10
Artists 10 Works:A, AKM Exhibition Hall, Istanbul
“God of Religions, Religions of God”, II. International
istanbul Biennial, St. Irene, istanbul

1990 Reflections, Magka Sanat Galerisi, Istanbul
“The Cult”, Minos Beach Art Symposium, Crete
“System”, Contemporary Turkish Art The Grand
Exhibition 2, Museum of Painting and Sculpture,
Istanbul/Ankara

“The Two Invariables and Various Visions”, Osaka
Triennale’9o, Mydome, Osaka

“Dilemma”, Eight Artists Eight Works:B, AKM
Exhibition Hall, Istanbul

1992 “Square Seal”, Ten Artists Ten Works:C, AKM
Exhibition Hall, istanbul

“The Zone”, “SANAT-TEXNH” Fourteen
Contemporary Turkish and Greek Artists, MSU
Museum Of Painting and Sculpture, Istanbul

1993 Koridor Group Exhibition, Atatiirk Bibliotheq,
istanbul

“The Opposite”, Ten Artists Ten Works:D, Koleksiyon
Showroom, istanbul

“The Time of Emptiness”, 45th Venice Biennial

«

7”7 ,“Treffen:Kunst” Twelve Artists from Austria and
Turkey, MSU Museum of Painting and Sculpture,
Istanbul

1994 “Double Passage”, La Seduzione della
Differenza, Arte Fiera 94, Bologna

“The Knot”, iskele, IFA Gallery, Stuttgart

“Seven Daylight Twins”, “Orient Express”,
Kiinstlerhaus Bethanien, Berlin

1995 “Standart”, Xample 2, AKM Exhibition Hall,
fstanbul

“Equation”, Concrete Visions, Anarat Higutyun
School, istanbul

1996 “Ex-Libris”, Xample 3, Landes Museum,
Darmstadt

“Anonim-Us”, Dialogues-The Lost Idea of The
Order of Things, AKM Exhibition Hall, Istanbul/
Kunstpalast, Diisseldorf

Klanginstallation, Atelierhaus Vahle, Darmstadt
(50 Jahre Neue Musik in Darmstadt)

Galerie Inge Baecker, Kln

1997 “Zero”, Modernities and Memories, Recent
‘Works From The Islamic World, 47th Venice Biennal

Three Artists — Three Spaces, Mine Art Gallery,
istanbul

Multiples, Borusan Art Gallery, Istanbul
Art Fair, Cologne (Galerie Inge Baecker)

International Art and Environment Symposium,
ODTU, Ankara (exhibition and conference)

1998 Landscape, Borusan Art Gallery, Istanbul

1999 Multiples for Body and Soul, Borusan Art
Gallery, Istanbul

1999-2000 Exhibitions for the 15th Anniversary of
Gallery Nev in Ankara and Istanbul

2000 Resistence, Yildiz Technical University
Campus, istanbul

Minimal x Maximal, WestLB, istanbul

Raumiiberschreitungen — Visionen zum Weltall,
Galerie Inge Baecker, Kéln

2001 “Routine”, Contemporary Turkish Art,
Kunstmuseum, Bonn

2003 Artists’ Sketchbooks from Osman Hamdi Bey
to the Present, Yap1 Kredi Kiiltiir Merkezi Kazim
Taskent Sanat Galerisi, Istanbul

2004 “Dimensions”, Tiirkische Kunst der
Gegenwart, Bayer, Leverkusen

Meeting Point Modern Art Turkey-Greece
Contemporary Art Exhibition, Hagia Ireni, Istanbul
| Macedonian Museum of Contemporary Art,
Thessaloniki

“Reconstruction”, Du Bosphore a la Moine Aspects
de I'art Contemporain de la Turquie a la France,
Musée d’art et d’Histoire de Cholet

2007 Modern and Beyond, Santral Istanbul
Time Present Time Past, istanbul Modern

“Old skin for the new ceremony”, Unfinished, BM
Suma, istanbul

2008 “Mathematical Attributes of Time” Made in
Turkey, Archaeologishes Museum, Frankfurt

“God of Religions, Religions of God” Frankfurter
Dome, Frankfurt

2010 Portable Art, A project for European Cultural
Capitol Istanbul

L. International Mardin Biennial

Representatives of Four Generations — III, Mine Art
Gallery, Istanbul

20II Macka Modern Gallery, Artbeat, Istanbul

Beyond the Apparent, A Selection from the Art
Collection of the Central Bank of the Republic of
Turkey

A Conceptual Heritage — Vanguard Installations,
Antik A.$. ~Artam Global Art, Istanbul

2012 Fluxus 50, Kuad Gallery, Istanbul
3rd International Canakkale Biennial

Istanbul Eindhoven Saltvanabbe 68-89 Artists and
Artworks, SALT, Istanbul

About Landscape, Mine Art Gallery, Istanbul
2013 Scared of Murals, SALT, Istanbul
Artist’s Journal, 44A Art Gallery, istanbul

Hot Spot Istanbul, Museum Haus Konstruktiv,
Zurich

2014 Trocadero, Nesrin Esirtgen Collection Art
Gallery, Istanbul

Reflection & Meeting, Mine Art Gallery, Istanbul
2015 Social Interstice, Kuad Gallery, Istanbul

What are we doing today?, Pyramid Art Gallery,
Istanbul

2017 “Under The Same Sky”, Serhat Kiraz & irfan
Aydin, Mine Art Gallery, Yalikavak Palmarina,
Bodrum






