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Fragmaonts of Humanity
In Cemro Yosils
Double lortrait

Ahu Antmen

A lasting frame.

My birth, her memento. Her death, my feared memory.
Like a photograph, it all is.

Her life. My life. Click.

Our unique fragment of humanity.

Cemre Yesil's series of photographs, exhibition and book,

all under the title Double Portrait are about a photogra-
pher's ordeal with procreation. Giving birth to her years
of research, finally, in the form of a book and an exhibi-
tion, and giving birth to her first child. Perhaps ordeal can
come across as too strong a word... In the Middle Ages,

an ordeal was a painful experience to be overcome, to be

freed from an accusation; and only survival itself proved

innocence. I'm sure not all of it was painful, especially the

end which literally brought new life and joy into Cemre’s
life, transforming her research into a real-time system of

observation into the mother-child relationship. We are now
witnesses to her journey, and the outcome of her research.

The seedbed for Double Portrait was an embrace. An
embrace between mother and child. An embrace be-

tween self and other. An embrace between photographer

and image. Cemre first sought to theorize the meaning
of that embrace in an academic environment, through an
academic voice. This proved difficult. Not because she
couldn’t. As a bystander to that time and process,' | can
attest to the immense effort she put into the intellectual
activity of theorizing about issues that engulfed identi-
ty, photography, childhood, motherhood, loss, memory
and portraiture. Such vast fields of study, and involving
so much subjective observation and judgment based on
a hierarchical authority of theory... Cemre discovered in

the process that a place where theories held more weight

than her own voice as an artist did not appeal to her. She
chose to desert that path, but not without a personal
struggle, as she initially perceived her choice as failure.

If she had chosen otherwise, the project you see before
you would have eventually evolved into a PhD thesis that
would be the output of a practice-based research on

photographic double portraits with a focus on mother and

child imagery.

" Ahu Antmen was one of the supervisors of Cemre Yesil's PhD research in London College of
Communication titled: The Photographic Embodiment of Maternal Embrace:

How Might the Photographic Double Portrait Extend Through and Beyond the (M)other and
Adult-Child Constellation?

What you see before you now is still based on the same
research, but a richer version of where she left it. And it is
no longer a thesis obviously, but perhaps a reverie in the
form of images and words. It is also a communication of
her artistic calling through photography. An archive of a
personal journey of fear of loss; the joy of love and birth;
and a questioning of the psychological aspect of photog-
raphy. It is also a window onto the question of how, and if,
"academic” or “theoretical” accounts of the expression
of emotions, psychological states, personal experiences
can ever suffice to cover the spectrum of an artist’s inner
world.

In this sense, looking at how all the emotions, the
thoughts, and her life have evolved, | believe Cemre has
not failed but “failed better”. Samuel Beckett, in Worstward
Ho, his story which is not a story but an articulation of what
cannot be articulated, and which includes that famous
quote, “"Ever tried. Ever failed. No matter. Try again. Fail
again. Fail better”, repeats over and over again:

"So on. Somehow on. (...) No choice but stand. Somehow
up and stand. Somehow stand.” Coincidentally, Beck-

ett also summons up images about children and the old

in that story, and the psychological gaps and bridges
between the one who holds and the one being held. His
word-images talk about a child’s hand raised to reach

a holding hand. This “holding and being held"” he refers

to is something we all know about emaotionally, but can't
articulate all that easily. We know it when we see it. We
know it when we feel it. We know it when it is absent. We
carry it when we have been held and we carry it when we
have not been held. Between mother and child. Between
teacher and student. Between the young and the old.




But, as Beckett says: Somehow up and stand. Simply
stand. Double Portrait is perhaps Yesil's story of up and
standing. There's a pun here: Her son, who was born in be-
tween all this soul searching, identity forming, life chang-
ing process is also called Yesil. Double Portraitis also his
story. Of being born, being held, and slowly standing up
on two little feet. He was not present when the journey
began. But he completes and then restarts a new journey:
Cemre Yesil's exhibition at the Milli ReasUlrans greets the
viewer with images of new tooth as metaphors for grow-
ing and becoming. There are many rites of passage in this
exhibition. Cemre losing her wisdom tooth, her son Yesil
getting his first milk tooth. And it is no surprise that images
of milktooth are metaphors for a photographic journey
involving mothers, children and identity. | recall a concept
attributed to Héléne Cixous in which “anglais” becomes
“langue-lait” (voice-milk), referring to feminine writing with
"white ink"; the feminine body’s milk. Cemre’s Double Por-
traitis a series of “white images" to borrow the term “white
ink": they are produced with the fluids of a woman'’s body:
orgasm, milk, tears. We can sense the tears of loss, and
the tears of happiness. We accompany a woman'’s eye,
making sense of her self through photography.

There is no need to deny that Double Portrait gives away
the gendered identity of its photographer. The person who
is taking the photographs and exploring the emotional and
intellectual meanings of maternity is a woman who be-
came a mother during the course of the project. This adds
an interesting edge to the project. But this is not an intel-
lectual rendering of the cultural context of motherhood as
in Mary Kelly's Post-Partum Document (1973-78), in which
the artist, through documentation of the first six years of
her son, commented on the identity of woman as other in
patriarchal culture. Nor is Double Portrait a deconstruction
of images relating to motherhood as in Rineke Dijkstra’s
1994 series of three young mothers (Saskia, Julia, Tecla)
which generally generates a shock wave in those seeing
those images for the first time. Both these examples are
too intellectual, too much concerned with deconstruc-
tion. Cemre Yesil's series of photographs and the way she
brings them together at the Milli Reasurans are forthright
renditions of a curiosity of both the nature and culture

of things: Of losing grandma, of seeing mother’s grief,

of losing love, of finding love, of desire, of hormones, of
pregnancy, of change, of birth, of motherhood. But ata
fundamental level, Double Portraitis also not only about
gender, but of remembering what it means to be held, and
experiencing what it means to hold regardless of cultural
norms related to gender. Father too can be mother.

Photography here is an attempt at the articulation of hu-
man states, about how we struggle with existence itself.
How we stand, and how we need to be held to be able to
stand, in the beginning; but also along the way, as we be-
come adults with our particular scars of childhood. Pho-
tography in this sense constitutes a visual articulation of
emotions perhaps easier said in imagery. It is thus a psy-
chological tool, and for some, photography is psychology.
Cemre's approach can be explored from within that field
of photo-psychology in which images are produced to
explore, and looked at to explore. An invaluable source of
our human nature and culture. For Cemre, the field of in-
quiry in Double Portrait was being child/grandchild; being
mother; being artist. For the viewer, the same photographs
reflect, like a mirror, our own human states and stories

of being held and holding; from being one to two; from
portrait to self portrait to double portraits and how we've
experienced these states of being seen in photographs,
and probably more specifically in family photographs. In
this sense, Double Portraitis full of the visual variants that
raise questions related to our selves and identities through
our own personal archives. Who are we?.. When do we
become who we are? How were we held? And can photo-
graphs really tell us?..

Hence Cemre Yesil's series of photographs that come
together in Double Portrait allude to the concept of “hold-
ing" that started the whole project towards a journey

into a very intimate part of our identities. Our relationship
with mother. The initial photographs were images of an
embrace between mothers and their adult children, and

it is these studio photographs that form the core of the
exhibition at the Milli Reaslrans Gallery. The main hall
that constitutes the heart of the gallery space not only
brings together these images of holding, but embraces
the viewer into an emotional space that serves to remind
the viewer of the mother-child relationship. We can take
different paths to look at these photographs, but all these
paths will eventually lead to the same questions. Who is a
mother? What is a mother? Is mother womb? Biology? Or
is mother holding? Embrace?.. Is mother always female? Is
mothering always feminine? What is a mother’s presence,
what is a mother’s absence?
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In a culture where images of the mother-child relationship
are cliched conspicuously in and outside of the realms of
art, popular culture and everyday life, Cemre Yesil situ-
ates this relationship in a semi-studio setting which she
transforms into a stage of emotions. The studio of our lives
is so much different... can it be re-expressed in a photog-
rapher’s studio? In front of a photographer? For Cemre,
the impulse behind the whole project was tied up to her
observation about her own mother's loss of mother. The
witnessing of the final and perhaps real separation from
the umbilical cord. Her feelings of loss, grief, and the cog-
nition of death were channelled into her photography, and
that is why she invited adult children and their mothers to
pose for double portraits. The term “adult child” seems out
of place; awkward, anachronistic perhaps. An image that
persists but shouldn't. Evoking the connection but also
the anxiety of mother-child separation, even in adulthood.
In Cemre's photographs, they come together, the mother
and adult child, and they pose for her in ways that give

us the impression that they have forgotten the photogra-
pher: This setting reiterates their past bond; they become
(double) self to the (photographing) other. These intimate
shots reveal the mother-child bond in a way that looks like
time has frozen, but then also looks like time, condensed,
is contained in that very moment.

A double portrait is rather more interesting than a usual
portrait, because it contains more information as to the
subjects being photographed. The way two separate
bodies are standing, their proximity to each other, the
body language, the touching or the not-touching... each
detail becomes a psychological clue. When the double

in the portrait is a mother and child, the setting is even
more intense. The primary double portrait that comes to
mind is no doubt the image of Mary and Jesus, the pre-
dominant mother-child constellation of Western iconog-
raphy. Of these, Pietaimagery is closest to what Cemre
is attempting to, because the ultimate aim is the explora-
tion of a psychological bond that has its basis in having
being held and its ramifications. In Pieta compositions,
Jesus is obviously an adult child, and | am reminded of
Sam Taylor-Wood's 2001 video where the artist carries
the actor Robert Downey Jr. on her lap, literally showing
the difficulty of holding another’s body weight; physical-
ly and psychologically. Mothers and their adult children.
Adult children and their mothers. A reciprocal relationship
of holding. A 2011 Orhan Cem Cetin photograph, A and
B-Me&Ma also comes to mind; with its allusive title, Me&-
Ma: say it in Turkish, it sounds like “meme”, the breast and
milk of mother.

b

Cemre's double portraits of mothers and their adult chil-
dren are obviously not images where the pose is dictated
by culture. These are intimate shots in which she attempts
to re-address the cultural, and reach a more raw, natural
state of expression where the sitters genuinely express
the way they have been held or perhaps wanted to be
held. When | look at those photographs that constitute
the backbone of the exhibition, | see possession, warmth,
gratitude, companionship, admiration. Cemre has pho-
tographed doubles who have accepted to be part of her
project. But the exhibition space in which these pho-
tographs accompany many other images of childhood
and motherhood do not constitute only a welcoming lap.
When you enter the exhibition, walk through the milk teeth,
through the baby photographs, through birth, and love,
and joy, and the armchair provided for you in the central
hall is like a time capsule that invites you to sit with your
own memories of holding and being held. Just sit there
for a moment. Think about your own embrace(s). Imagine
you're in a photograph; a condensed present moment;
beyond the “say cheese” fagcade. That moment, for better
or for worse; captured in an image or not; holds a unique
fragment of (y)our humanity.
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Comro yesilin
Cille Iortresinde
nsanlik Halleri

Ahu Antmen

ingilizce'den ceviren: Orhan Cem Cetin

Kalici bir kadraj.

Benim dogumum, ona yadigar.
Onun éliimd, korktugum hatiram.
Bir fotograf gibi hep bunlar.
Onun hayati. Benim hayatim. KIik.
Iste bizim essiz insanlik halimiz.

Cemre Yesil'in buttint Cifte Portre baghgi altinda yer alan
fotograflari, sergisi ve kitabi, bir fotografcinin dogur-

ma cilesini ortaya koyuyor: Yillar stiren arastirmalarinin,
sonunda bir kitap ve bir sergi halinde ortaya c¢ikisi; ayni za-
manda ilk cocugunu dlinyaya getirmesi. Cile s6zcugu ku-
laga fazlasiyla sert gelebilir... Orta Cag'da suclamalardan
aklanmak icin Ustesinden gelinmesi gereken istirapli bir
deneyimmis cile; dyle ki, hayatta kalabilmek, bizatihi ma-
sumiyetin kaniti olurmus. Cemre'nin tecribeleri, dinyasina
gercek anlamda yeni hayat ve nese katarken, arastirmasini
da anne-gocuk bagini gergek zamanl bir gdézlem
sistemine donustlren sonla o kadar da kéti degildi
eminim. Simdi bizler, onun yolculugunun ve arastirmasinin
taniklariyiz.

Cifte Portre'nin fidanhgi bir kucaklagmaydi. Anne ile
cocugun kucaklasmasi. Ben ile 6tekinin kucaklasmasi.
Fotograf¢iile imgenin kucaklagmasi. Cemre bu kucak-
lasmanin anlamini 6nce akademik ortamda, akademik bir
dille kuramlastirmaya giristi. Bunu gerceklestirmenin glic
oldugu ortaya ciktl. isin altindan kalkamayacagi icin degil.
O dbéneminin ve slirecin bir parcasi ve gorgu tanigi olarak,’
Cemre'nin kimlik, fotograf, cocukluk, annelik, 6lim, bellek
ve portre gelenegi gibi konulari kapsayan meseleleri
kuramsal bir boyutta irdelemek icin harcadigi yogun en-
telektlel cabaya kefilim. Her biri ugsuz bucaksiz calisma
alanlari; bir de Ustline, kuramin hiyerarsik yetkesine
yaslanmis ¢ok fazla 6znel gézlem ve yargi...

Cemre sUrecin bir noktasinda, sanatci olarak kendi se-
sinden daha fazla agirlik tasiyan kuramsal bir zeminin
kendisine hitap etmedigini kesfetti. Bu rotayi terk etmeye
karar verdi ama bu karar, secimini basta bir yenilgi olarak
dustndugu icin, kendi kendisiyle giristigi kisisel bir mu-
cadeleye donusta.

" Ahu Antmen, Cemre Yesil'in London College of Communication'da y(iriitmiis oldugu

The Photographic Embodiment of Maternal Embrace: How Might the Photographic Double
Portrait Extend Through and Beyond the (M)other and Adult-Child Constellation?

baslikli doktora arastirmasina danigmanlik yapmaktaydi.

Eger Cemre'nin karari diger ydnde olsaydi, huzurlariniz-
daki proje anne ve cocuk imgelemine odakli ikili fotografik
portreler hakkinda, uygulama temelli bir aragtirmanin ¢ik-
tisi olan bir doktora tezine evrilmis olacakti. Su an gérmek-
te oldugunuz is de yine ayni arastirmaya yaslaniyor ama
Cemre'nin biraktigi noktadan cok daha zengin bir birikim
bu. Ustelik haliyle, artik bir tez de degil; daha ¢cok imgeler-
de ve sdzcuklerde vicut bulmus bir derin diigiinme belki.
Ayni zamanda, sanat dilinin fotograf araciligiyla iletimi.
Kaybetme korkusunun, dogum ve derin sevginin verdigi
nesenin icinden gegen kigisel bir yolculugun arsivi oldugu
kadar, fotografin psikolojik boyutunun sorgulanisi. Bir yan-
dan da duygularin, ruhsal durumlarin, kigisel deneyimlerin
ifadesinin “akademik” ya da “kuramsal” izahinin bir
sanatc¢inin ic dlinya izgesini nasil ve ne kadar kapsayabi-
lecegi sorusuna acilan bir pencere de.

Bu anlamda, tim duygularinin, digtincelerinin ve
yasaminin nasil evrildigine baktigimda, inaniyorum ki
Cemre bu mucadelede yenilmedi, ama “daha iyi yenildi".
Samuel Beckett, bir dyklden ziyade dile getirilemeyenin
dile getirilisi olan ve "Mitemadiyen dene. Mitemadiyen
yenil. Ne gam. Yine dene. Yine yenil. Daha iyi yenil.” bigi-
mindeki GnlU deyisin gectigi Worstward Ho éykustlinde,
tekrar tekrar der ki: “Béylece devam. Her nasil olacaksa
devam. (...) Ayakta kalmaktan baska segcenek yok.

Bir yolunu bul, kalk ve ayakta dur. Bir yolunu bul ve ayak-
ta dur.” Rastlantiya bakin ki, Beckett bu éykude ayrica
cocuklarla yaglilarin imgelerini, kucaklayan ile kucaklanan
arasindaki psikolojik ucurumlari ve kopruleri de bir araya
getirir. Yazarin séz-imgeleri, bir cocugun elinin onu
kavrayacak ele dogru uzanmasindan bahseder. S6z
konusu “elinden tutma ve tutulma”, hepimizin duygusal
olarak bildigi ama pek kolay dile getiremedigimiz bir
olgudur. Onu gérince taniriz. Onu hissettigimizde taniriz.
Yoklugunu fark ederiz. Onu, biri bizi tutmussa tasiriz, tut-
mamissa da tasiriz. Anne ile evladi arasinda. Ogretmenle
ogrencisi arasinda. Gencle yagli arasinda.




Ama, Beckett'in dedigi gibi: Bir yolunu bul, kalk ve ayakta
dur. Sadece ayakta dur! Cifte Portre belki de Yesil'in kalkip
ayakta durmasinin éykUstdur. Burada bir sézcik oyunu
var: Cemre’nin tim bu ruh arayisi, kimlik ingasi, yagsam
degisimi slreci sirasinda dogan oglunun adi da Yesil.

Cifte Portre onun da 6ykusu. Diinyaya gelmenin, kucak-
lanmanin, bir ¢ift kliclk ayak Uzerinde usulca ylkselmenin.
Yolculuk bagladiginda o hentiz yoktu. Ama simdi o, bir
yolculugun tamamlanip, yeni bir yolculugun baslamasina
vesile: Cemre Yesil'in Milli Reaslirans'ta yer alan sergi-

si, izleyiciyi baylmenin, bir kimlik kazanmanin metafo-

ru olarak, sut disi imgeleriyle karsiliyor. Bu sergide, cok
sayida gecis toéreni var bdyle. Cemre'nin yirmi yas disini
kaybetmesi, oglu Yesil'in ilk stt disinin ¢gikmasi. Sut disi
goruntulerinin, anneler, cocuklar ve kimlik temalariniiceren
bir fotografik yolculuk icin metafor olmasina da sasmamak
gerek. Héléne Cixous'ya atfedilen bir kavram geliyor akla:
“anglais” (Ggle- ingilizce), “langue-lait” (Iagle- s6z-siit)
olurken, kadin yazini “beyaz murekkep” ile, kadin bedeni-
nin suttyle iliskileniyor. Cemre’'nin Cifte Portre'si de "beyaz
muUrekkep“ten ilhamla, bir dizi “beyaz imge”. Bir kadinin
beden sivilariyla olusmusglar: orgazm, sut, gozyasi. Kaybe-
dilen icin doékulen gbézyaslar yaninda mutluluk gézyaslarini
da hissedebiliyoruz. Fotograf araciligiyla benligini anlam-
landiran bir kadinin gbzlerine eglik ediyoruz.

Cifte Portre'nin, fotografcisinin cinsiyetli kimligini ele
verdigini inkar etmeye gerek yok. Fotograflari ceken,
anneligin duygusal ve disiinsel anlamlarini arastiran Kisi,
proje sirasinda anne olan bir kadin. Bu gercek, projeye
ilging bir boyut katiyor. Ancak bu, Mary Kelly'nin, oglunun
ilk alti yasini belgeleyerek ataerkil bir ktltirde kadin kim-
liginin otekilestiriimesini arastirdidi Post-Partum
Document, 1973-78) calismasinda oldugu gibi, anneligin
kiltirel baglaminin entelektlel bir yorumu degil. Cifte
Portre, Rineke Dijkstra’nin 1994 tarihinde ¢ geng an-
nenin (Saskia, Julia, Tecla), ilk kez gérenlerde genelde bir
sok dalgasi yaratan fotograflari ile yaptigina benzer bir
yapl1 sokimu de degil. Bu 6rneklerin her ikisi de fazlasiyla
entelektlel, fazlasiyla yapi sékiime odakl. Cemre Yesil'in
Milli Reasurans'ta sergilenen fotograflari ve onlari bir araya
getirme bicimi, olgularin (anneannenin kaybi, annenin
yasina taniklik, agki kaybedis, agki bulus, arzu, hormonlar,
hamilelik, degisim, dogum, annelik) hem dogasina hem de
kultlrline dair merakin dogrudan, cekincesizce
irdelenmesi daha cok. Ote yandan Cifte Portre cinsiyete
dair olmakla birlikte yalnizca 6yle degil; aksine, cinsiyetle
ilgili toplumsal normlardan bagimsiz olarak, kucaklanmis
ve kucaklamig olmanin anlaminin hatirlanmasina dair.
Baba da anne olabilir.

Burada fotograf, insan halleriyle ve varolusun kendisiyle
nasil bas ettigimizi ifade etme ¢abasi olarak kargimiza
cikiyor. Her birimiz, cocuklugumuzdan kalma bize 6zgu
yara izlerimizle birer yetigkin olurken, hem baslangi¢cta ama
sonra yol boyunca da nasil ayakta durdugumuz ve ayakta
durabilmek icin birisinin bizi tutmasina nasil ihtiya¢ duy-
dugumuz tizerine. Bu anlamda fotograf, belki de imgelerle
daha kolay ifade edilebilen duygularin gorsel telaffuzu.
Dolayisiyla fotograf bir psikolojik ara¢ 6zlinde, kimileri icin
de zaten psikolojinin ta kendisi. Cemre’nin yaklagimini,

bu anlamda, imgelerin kesfetmek i¢in Uretildigi ve onlara
kesfetmek icin bakildigi foto-psikoloji alaninin icinde ele
almak miimkiin. insan dogamiz ve kiiltiirimiiz icin paha
bicilmez bir kaynak. Cemre icin, Cifte Portre'de sorgulama
alanlar, evlat/torun olmak; anne olmak ve sanatci olmak-
la ilgiliydi. izleyici igin, ayni fotograflar, tipki birer ayna
gibi, kendi insanlik hallerimizi, kucaklama ve kucaklanma,
birken iki olma, portreden 6zportreye ve cifte portrelere
gecis oykdulerimizi ve bunlari bir fotografta ve muhtemelen,
daha da daraltarak, aile fotograflarinda gérilme deneyimi
olarak nasil yasadigimizlailgili. Bu anlamda Cifte Portre
kendi kisisel argivlerimiz araciligiyla benligimize ve kim-
ligimize dair sorular doguran goérsel cesitlemelerle dolu.
Kimiz biz? Oldugumuz kisiye ne zaman dénustyoruz?
Nasil tuttular, kucakladilar bizi? Ve fotograflar bizi gercek-
ten anlatabilir mi?

Boyle bakinca, Cemre Yesil'in Cifte Portre'sinde bir araya
gelen fotograflar, tim projeyi kimliklerimizin fazlasiyla
mahrem bir kismina dogru yolculuga ¢ikaran “kucak”
kavramina isaret ediyor. Anne ile iliskimize. Cektigi ilk
fotograflar, annelerle yetiskin cocuklarinin kucaklagsma
gdruntdleri. Milli Reastrans Sanat Galerisi'ndeki serginin
navesini olusturan de iste bu stiidyo fotograflari. Galeri
alaninin kalbi diyebilecegimiz ana salon, bu kucaklasma
imgelerini bir araya getirmekle kalmiyor, ayni zamanda
izleyiciyi de anne-cocuk iligkisini hatirlatacak bicimde
duygusal bir uzama c¢ekerek kucakliyor. Bu fotograflara
bakmak icin farkli rotalar izleyebiliriz ama hangi rotayi
secersek secelim, sonunda ayni sorulara ulasacagiz.
Kimdir anne? Anne nedir? Anne rahim midir? Biyoloji
midir? Yoksa anne, kucaginda tutmak mi demektir? Kucak
midir? Anne her zaman bir kadin midir? Annelik her zaman
kadinsi midir? Bir annenin varligi, bir annenin yoklugu
nedir?




Anne-cocuk iligkisine dair imgelerin sanat, populer kilttr
ve gundelik hayat alanlarinda dikkat cekecek dlcude
kligelestirildigi bir kllttirde, Cemre Yesil bu iligkiyi bir
duygular sahnesine doénustirdigu yari-stlidyo ortaminda
konumlandiriyor. Yasamlarimizin stiidyosu o kadar farkli
iken bir fotografcinin stiidyosunda yeniden ifade edilebilir
mi? Ya da bir fotografcinin huzurunda? Cemre igin, tim
projenin arkasindaki itki, kendi annesinin anne kaybini
g6zlemlemis olmasina baglaniyor. Gébek baginin son kez
ve belki de gercekten kopusunun tanikligi. Cemre kayip
ve keder duygulari ile 6lim kavrayigini, fotograf kanaliyla
anlamlandirabilmek adina yetiskin cocuklar ile annelerini
cifte portre ¢cekimleri icin poz vermeye davet etmis. "Ye-
tiskin cocuk” deyimi abes geliyor kulaga; tuhaf, hatal bir
kronoloji gibi. Yerini israrla koruyan ama zamani sasmig bir
imge. Anne-cocuk bagini hatirlatan ama yetigkinlikte de
olsa ayriligin kaygisini da uyandiran. Cemre'nin
fotograflarinda anneler ve yetigkin cocuklari yan yana ge-
lirken fotografcinin varligini unuttuklari izlenimini uyandira-
cak bicimlerde poz veriyorlar: Dekor, gecmisten gelen
baglarini bir kez daha tesis ediyor; (fotograflayan) 6tekine,
(cifte) ben oluyorlar. Bu icten karelerde anne-cocuk bag,
adeta zaman donmus gibi ortaya konuyor, ama ayni anda,
zaman yogunlagmis ve o biricik anin icine sigdiriimis gibi.

Bir cifte portre, fotograflanan 6zneler hakkinda daha fazla
bilgi icerdiginden, aligildik portrelerden ¢cok daha ilging.

iki ayr bedenin durusu, birbirlerine yakinligi, beden dilleri,
birbirlerine dokunuyor ya da dokunmuyor olmalari... Her
ayrinti bir psikolojik ipucu. Portredeki ¢ift, bir anne ile
cocugu oldugunda atmosfer daha da yogunlasiyor. Akla
oncelikle gelen cifte portre, hi¢ kugkusuz Bati ikonografi-
sinin baskin anne-cocuk birlikteligi, Meryem ile isa imgesi.
Bu gelenek icinde Pieta temsili, Cemre'nin tesebbisline
en yakin olani; zira nihai hedef, kucaklaniyor olmanin ve
bunun yansimalarinin temelini olusturdugu psikolojik bagin
arastinimasi. Pieta kompozisyonlarinda, isa acikca bir ye-
tiskin cocuktur. Sam Taylor-Wood'un 2001 tarihli videosu
geliyor aklima; sanatci, kucaginda oyuncu Robert Downey
Jr.'1tasirken, hem fiziksel hem de psikolojik dlizeyde bir
baskasinin vicut agirhgini tagimanin zorlugunu gercek
anlamda sergiler orada. Anneler ve yetiskin cocuklari.
Yetigkin cocuklar ve anneleri. Karsilikl bir kucaklama, tasi-
ma hali. 2011 tarihli bir Orhan Cem Cetin fotografi olan

A ve B - Me&Ma da aklima geliyor; kinayeli bir ismi var,
Me&Ma: séyleyin, Turkge “meme” gibi caliniyor kulaga,
annenin memesi ve sutu.

Cemre’nin anneler ve yetigkin ¢cocuklarindan olugan ¢ifte
portreleri, belli ki duruslarin, kulttr tarafindan dikte edil-
medigi imgeler. Cok daha saf, ham, dogal bir ifade haline
ulastigi bu mahrem kareler kultlrel olana yeniden bakma
cabasi da icerdiginden, poz verenler kucaklandiklari ya
da belki kucaklanmayi arzu ettikleri bicimi disa vuruyorlar.
Serginin omurgasini olusturan bu fotograflara baktigimda,
sahip ¢ikma, sicaklik, stikran, yoldaslik, hayranlik gériyo-
rum. Cemre, projesinin parcasi olmayi kabul eden anne
ve yetiskin cocuklarini fotograflamis. Ancak, bu karelere
cocukluk ve annelige dair cok sayida bagka imgenin eglik
ettigi sergi alani, izleyiciye yalnizca davetkar bir kucak
sunmuyor. Sergiye girdiginizde, sut diglerinin, bebek
fotograflarinin, dogum, ask ve nesenin icinden

gecerek yuruyup geldiginiz salonda sizin icin ayriimig olan
koltuk, tipki bir zaman kapsulu gibi, kucaklama ve kucakta
tasinma hatiralarinizla birlikte kalmaniz icin sizi bekliyor.
Orada biraz oturun. Kendi kucaklasma(lari)nizi dtstntn.
Bir fotografin, yogunlasmis bir simdiki zamanin iginde,
“gulimse” vitrininin 6tesinde oldugunuzu hayal edin. O an,
iyisiyle, kétlustiyle; bir fotografta yakalanmig olsun olmasin,
bizim essiz insanlik halimizdir.
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19, yozy fotograflarna bakildiginda, poz verenlerin mimik ve
wiicut dilferinin oldukga kisitl oldugu kolayca fark edilr, Bu durum
geneliikie fotogral gekmek igin gereken uzun pozlama siresinden
K iginpoz

verenin ifadesini bozmadan ve hareket etmeden uzun bir siire

3 yeri irdl, Dénemin
masaya yaslanarak poz vermenin bu kadar yaygin olmasinin
sebebi de budur, Fotogralcilann bagvurdugu dahia az bilinen bir
taktik ise fotograf stidyolannin demirbagt haline gelmis olan gizil

Inthe y, the facial

of asitter within a photographic portrait were limited. Those.
limitations were mostly due (o the long exposure time needed
to create the image, To avoid motion blur and fuzzy images,

the sitters had to stay still, with empty faces, generally leaning.
on a little table or at times supported by a hidden headrest;

& common equipment in a photographic studio of that time.
When ti ts the Victorian
mothers' desire to have portraits of their children taken, the.

bir Uzun resultis a Mothers had
Vikts do s curtains, couches, chairs, and become an absence, in order
anneleri ise ¢6zama gocuklanni fo hold the i the siow exposure time.

bulmustur. Kendilerini bir perde, koltuk ya da sandalye olarak
oizieyen anneler, cocuklann: kucaklayarak fotogra Gekilene:

However, neither the hidden mothers nor their embracing
gestures were absent from the portraits of Victorian babies.
On

kadr Buayi

Ye the hidden

fotogralta Giki K kendilerini y
Fakat ne anneler ne de kucaklan Viktorya bebekierinin

gocuk yigini
karanhgin Icinde sessizce saklanirken arayip bulmaya itmigtir.

mother kes us aven

degper place, hiding In darkness, in silence.
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Cemre Yesil is a Turkish photographer and artist living in Istanbul. Her BA in photography is from Istanbul Bilgi University and she
holds an MA in Visual Arts from Sabanci University. In 2017, she dropped out her practice-based PhD in London College of Com-
munication. Her work has been exhibited and published internationally including The Guardian, International Centre of Photogra-
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Her 2020 book Hayal & Hakikat was shortlisted in Paris Photo Aperture Photobook Awards for the Photobook of the Year Category.
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Prize, Arles Author Book Award and Prix Levallois. Her works are included in the collections of Houston Center for Photography,
New York Library, Istanbul Modern Museum, and RISD Library. She currently lectures on photography in Falmouth University MA
Photography and Istanbul Bilgi University BA Visual Communication Design. She also works as a writer, curator and publisher.
Recently, she published her book titled ‘Double Portrait’ as an independent continuation of her PhD research project. The work is an
outcome of 9 years of research and practical work on photographic double portraiture; a hybrid book of photographs and essays on
mother's embrace and absence. Cemre Yesil Gonenli is also the founder of FiLBooks; a space dedicated to photo books, artist talks
and workshops which in 2017 became a publishing house in Karakdy, Istanbul.

Cemre Yesil, istanbul'da yasayan bir fotografci ve sanatci. Lisans egitimini istanbul Bilgi Universitesi Fotograf ve Video bélimiinde
aldiktan sonra yiiksek lisansini Sabanci Universitesi Gérsel Sanatlar béliimiinde tamamladi. London College of Communication’in
fotograf bélimiinde basladigi doktora programindan 2017'de ayrilarak arastirmasina bagimsiz olarak devam etti. isleri The Guardian,
International Centre of Photography New York, British Journal of Photography, Colors Magazine, La Fabrica, 6 mois, istanbul
Modern ve Salt Beyoglu gibi yerlerde sergilendi ve yayinlandi. 2020 yilinda ¢ikan kitabi Hayal & Hakikat, Paris Photo Aperture Fo-
tograf Kitabi Odiilleri'nde Yilin Fotograf Kitabi kategorisine aday oldu. 2014 ve 2021'de Amsterdam Photography Museum FOAM'In
Paul Huf Awards, 2016'da ING Unseen Awards ve Lead Awards'a aday gosterildi. Maria Sturm’la birlikte calistigi projesi For Birds’
Sake ile British Journal of Photography’nin Subat 2015 sayisinda takip edilmesi gereken 25 geng sanatci arasinda yer aldi. Ayni proje
PHE OjodePez Award for Human Values and Renaissance Photography Prize, Arles Author Book Award and Prix Levallois Award’a
aday gosterildi. Eserleri Houston Center of Photography, New York Library, istanbul Modern ve RISD Library’nin koleksiyonlarina
dahil edildi. Halen Falmouth Universitesi Fotograf yiiksek lisans béliimii ve istanbul Bilgi Universitesi Gorsel iletisim Tasarimi lisans
boéliminde ders vermekte olan Cemre Yesil Gonenli ayni zamanda yazar, klratdr ve yayinci olarak da UGiretim yapmakta. Yakin za-
manda cikan kitabi ‘Double Portrait’, doktora arastirma projesinin bagimsiz bir devami niteliginde. 9 yillik bir arastirma ve fotografik
pratigin Griind olan bu kitap, gifte portre fotograflari ve annenin yoklugu lGzerine gérsel ve metinsel denemelerden olusuyor.

Cemre Yesil Gonenli ayrica Karakdy'de yer alan fotograf kitaplar, sanatcgi bulugsmalari ve atdlyelere adanmis olan ve 2017'de bir
yayinevi olan FiLBooks'un kurucusu.
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