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Mevcudiyetin Yuzu

Zeynep Sayin

L
‘Sanatta insan susar. Konusan imgedir.’
Boris Pasternak

Onceden acilan bir pencereye bakmak yerine
pencerenin kendisini aralayan seyse eger imge,
konstruktivistlerle futuristler arasinda salinan,
Arno Breker fasizmine uzanan, yuzyil ge¢ kalmis
gorunen bu Karakaya imgesi nasil bir varlik, hangi
tarihin, hangi melegin kanatlanni agmakta, han-
gilerini kapatmakta? Keskin hatlar, sert gecisler,
aluminyum parlakhgi: anutsallgin sinirina  yak-
lasan, banka girislerine, alisveris merkezlerine, pla-
za Onlerine, (kalmarmus) meydanlara, (kalmamuis)
kamusal alanlara yerlestirimek uzere hazirlan-
mus, buyuk boyutlu heykeller... Hangi kamusal
mekan zamanindan kalan bellek izi, hangi hatwra?
Savascilar, yirtict hayvanlar: géz alic, dikkat ce-
kici, kopekbalidt keskinliginde, her an saldiracak,
metal derilerini yirtacak kadar gergin. Oyuncakgt
raflaninda uzay yolu savascilan, battallasinca cana-
varlasmuslar... Nedir bu: emtia imparatorlugunda
surekliligi ve gelecedi vaat eden bir anit, gegcmis
bigimlere oykunen bir mal, urun fazlahd i¢inde
bir taky, bir sus daha, fasist kapitalizmi kendiyle yu-
zlestiren bir ayna?

Hele hald bdyle gdgus oOnde, bacaklar kasl,
Boccioni adami acgisinda agik adimlarla yar-
oykunmeci ve figuratif ise, olmazsa olmaz celiskisi
heykelin. Onceden acilmis pencerelerden gorinen,
cergcevenin icine yerlesen, gozluklerin mercegini
bileyen, tam da sanat olmayamin mekaninda
dikilen sey anit: oysa sanatin sanatsalligi, gegmise
Oykunen ve tarihten yarnim kalanlar tamamlayan
ya da gelecek tarihi kuran cumleleri kuran bir anit
olmayisinda... Sanatin sanatsaliginin olmazsa
olmazlarindan biri, asla anit olmayisinda, anit
olamayisinda... Eger énemli tarihsel olaylan ya da
kisilert anmak i¢in goze carpacak buyuklukte -iri
ve fasist degil midir her anit- ve simgesel deger
tastyan nitelikte bir abide ise anit, tam da sanati
sanat kilan iskalayan sey: ¢unku sanat eserinin
bilingalty, tam da bilince si\gmaz, bilince gelmez,
hi¢bir hatiraya yerlesmemis, hi¢cbir zaman olmamis
olan bir seyi agmakta... Unutkanhid: da hatwras1 da

The Face Of Existence

Zeynep Sayin

L
‘In art the man is silent and the image speaks.’
Boris Pasternak

If an image is that which, instead of looking outside
an already opened window, opens a window for the
first time, so what kind of an entity is this Karakaya
image that oscillates between constructivists and
futurists, that extends towards an Armo Breker-style
fascism, and appears to have arrived a century late,
which history’s, which angel's wings does it expand,
and which does it close? Sharp lines, hard transitions
and the shine of aluminium: large-scale sculptures,
approaching the Dborders of monumentality,
prepared to be placed at bank entrances, shopping
centres, plaza fronts, squares (that no longer exist),
public spaces (that no longer exist). Which trace
of memory from the time of public space, which
memoir? Warriors, beasts of prey: spectacular, eye-
catching, sharp as a shark, tense as if they may attack
any second, tearing away their metal skin. Star Trek
warriors on toy-shop shelves, they have turned into
monsters in their oversized form... What is this then:
a monument promising continuity and the future in
the empire of commodities, a commodity emulating
past forms, another adornment, another ornament
amidst the surplus of products, a mirror that has
fascist capitalism face itself?

And especially when it is, still, chest stuck out,
muscular legs, positioned like the Boccioni man,
with a step taken forward, semi-mimetic and
figurative, then this is the sine qua non contradiction
of sculpture. A monument is that which is visible
from windows already open, which can be placed
within a frame, which sharpens the lenses of one's
glasses, and precisely that which is erected in the
space of non-art: yet art is artistic only in that it is
not a monument that emulates the past, that seeks
to complete what remains unfinished from the past,
or utters sentences that build future history... Art is
artistic only if it is never, by no means, a monument,
only if it cannot be a monument... If a monument
is @ memorial of a size - is not every monument
bulky and fascistic - that catches the eye in order
to commemorate significant historical events or
persons, bearing a symbolic value, then it is precisely
that which misses what makes art what it is: because
the subconscious of the work of art, opens up
something that is impossible to contain or capture
by consciousness, something that has settled in
no memory, something that has never come into



olmayan varlik: hatirlamakla unutmanin arasinda.
Bizi tutan, bwrakmayan, tutunulamayan sey, asla
yasanmamus, asla bilinmeyen, asla olmamis olanin
bilingaltinda. Aksi takdirde, eger dyle degilse, anitla
ayni kékten gelen bir baska s6zcugun, angutlugun,
imgelerin degil insanlarin konustugu, konusurken
sustugu akil noksanhgiin egemenlik alaninda...

Neyi peki bu Karakaya imgesi hatirlamadan,
unutmadan agmakta? Tietze'ye gore birisiyapmaya
hazirlanmak demek anitlamak, aniklamak: tarihsel
bir any1 kdken bilerek, anit olusturmaya dogru
yola koyulmak, yapit kurmak... Her zaman bir basa,
baslangica, kdkene, ilksellige, arche'ye gonderme
yapan ve tarihsel bir arsivde bir araya gelmek uUzere
toparlamiyorsa (kat1 sanatina demirde 6ykunen kat
kat hayvanlar simdilik bir yana) neden Boccioni'yi,
Brekeri anistirmakta? Eger anit degilse neden bu
bellek izi, neden bu anma?

II.

‘Buyuk bir gurultt patrti igcinde imparatorluk
destant yazilirken onun yildinmlarla alev alev
yanan basi, simsekler sagcan genis gogsu belirir: o
fallus-insandur.’

Swinburne/Bataille

‘Futurizmin sanati fasizmdir.’
Marinetti

Patine edilmemis, bulanik, bulasik, puruzlu, lekeli,
kut, kunt, kalin, balcikla stvanmisa benzeyen, 1511
karanhigina gomen, ayaklar uzerinden govdeye
dogru yukseldikgce gerginlesen aluminyum ve
duzlugune yansidiginda tutunmayan, geriye
yansittigt icin parlayan 1sik, gézu ilk alan sey. Parlak
aydinh@t alisveris merkezlerinin... Yanilsamanin ve
yansimanin arti-degeri... Karakaya heykellerinin
verdigi rahatsizlik icin ilk neden, aluminyum 151gin
suniligine, kolaycihigina siginma yanilsamast...
Yanilsama olsa bile sinir bozucu. Heykelin gogus
kafeslerinin aynasinda saclar tarandi taranacak;
Canovadan Jeff Koons'a dedin ortak payda olan
kayganlik, tuyleri agdayla alinmus, kingiklan utuyle
duzlestirilmis, ustunde patinaj yapilabilir kadar
duz bir yuzeye yapismis sanki. Ama 15191 emen,
kayganhgi tokezleten yaralar ve ikinci bakista
kirlilikle agdalilik, derinlikle yuzeysellik, dokusallikla
yaniusama arasinda agilan bir gerilim var. Farkh
mesafelerdenbakincaanlasilan, farkliyogunluklann
bir araya gelmesiyle olusan aluminyum bir doku,
derinine bir istif... Higcbir olumsuzlamaya yer

being... A being that has no forgetfulness or memory:
between remembering and forgetting. The thing
that holds us, that does not let us go, the thing that
cannot be held on to, is in the subconscious of that
which has never been lived, can never be known,
has never happened. Otherwise, if that is not the
case, then under the domination of foolishness,
another word that comes, in Turkish, from the same
root as monument, in a field where not images, but
people speak, and remain silent as they do so, in a
field dominated by the lack of intelligence...

So what is it that this Karakaya image opens, without
remembering, without forgetting? According to
Tietze, these Turkish terms, anitlamak, aniklamak,
mean to prepare: to set about forming a monument,
building a composition on the conscious knowledge
of a historical memory as origin... Always referring to
a head, a start, an origin, to the primal, to arche, why
does it allude to Boccioni, to Breker, if it does not
bring these together in a historical archive (leaving
aside, for now, the layers of animals emulating the
art of kat1in iron)? If it is not a monument, then why
this trace of memory, why this commemoration?

II.

‘In the midst of this rowdy imperial epic we see a
blasted head flashing, a massive chest crossed by
lightning, the phallus-man [...]

Swinburne, quoted by Bataille in his study on Sade’s
work, translated by Alastair Hamilton

‘The art of futurism is fascism.’
Marinetti

What first catches the eye is, aluminium, no patina
applied, blurred, smeared, rugged, stained, blunt,
obtuse, thick, in appearance, plastered with loam,
and the tenser as one descends from the feet that
bury light in its darkness towards the body, and then,
the light that shines because it cannot hold on when
it reflects off the flat surface, and is reflected back.
The bright lustre of shopping centres... The surplus
value of illusion and reflection.. The first reason
for the disturbance caused by Karakaya sculptures
is the illusion they create of seeking shelter in the
artificialness, glibness of light... Even though it is an
illusion, it is nevertheless disconcerting. The shiny
rib cage of the sculpture makes for a mirror so that
one can almost tidy one’s hair in it; slickness, the
common denominator of sculpture from Canova
to Jeff Koons, almost as if hairs have been removed
with wax, wrinkles ironed out, and stuck on a surface
so flat that one could skate on it. However, there is a
tension between the wounds that suck in light and
trip up the slickness, and at second gaze, between
dirt and viscosity, depth and shallowness, and
texturality and illusion. An aluminium texture, a deep






birakmayan, kisinin kendine hayranhk duyacad
yuzeyse kayganlik, buradaki istifte metalin yarasinu
acan kinsikliklar, aluminyum etin dolduramadigt
delikler var... Kimi zaman kayganhgi, kimi zaman
rolyefi 6ne c¢ikaran, gorsel degerle dokunsal
degerlere yer degistirten, kayganlikla dort bes kata
kadar cikabilen bir duzen arasinda gidip gelen,
yakinlasmaya yakindan bakmaya davet eden
heykeller.

Kimi yerde sinirleri geren kayganhgiyla akill telefon
estetigi, kimi yerde keski ve zimpara sayesinde
golgeye doyurulan doku... Aksi insana 6zgu teknik
yapim surecini ve uretim pratigini gozler onune
serdigi icin kusursuzlugun sifatiysa eger kayganlik
(R. Barthes), burada hem elin hicbir engelle
karsilasmadan kayabildigi bir yuzey, hem etleri
iyt ahnmamuis tunaklara, nasir baglamis topuklara
takilir gibi takildigy, disin biraktigi boslugu arayan dil
gibidolastigy, cukurlarinda titreyen golgeler, yaralar,
oyuklar var. Yildiz demekse eger astrum, ters kayan
yildiz, felaket, dis-aster (Blanchot): yuzeysellikle
derinligin, gerginlikle karanhgin, &zdesleyimle
soyutlamanin geriliminde, yidizlann ve felaketin
—hangisi yildiz, hangisi 151k, hangisi yansi, hangisi
felaket- izi var.. Heykellerin ritmi, bu gerilimin
karsiikli gegis taksiminde, o taksimin anwyla ve
jestiyle hareket etmesinde. Anutsalligin ve iktidann
reddi, yeniden uretimi, her ikisinin beraberligi...
Guzellik ile nobranhgin bir digerine dugumlendidi,
birinin kabarirken digerinin yatistigi ant agiga
serer, yanslyl ve yanisamayl meydana ¢ikar,
pazar ekonomisinin, anit estetiginin kirli dilini
parlatirken, karanlikta kalan 15191 bugune getiren,
aydinlikla karanligi tersine ceviren, karanhktaki
aydinligt bugune acan bir imgesellik... Gunumuz
berbathgindan kaginamayan politik antropolojisi
guzelligin...

Ayni taksim, bas yerine govdenin bitiminde uzayan
kanatlar ve yuzgeclerle, bas ile gévde arasinda
suren gerilimde de surmekte. Zafer tanngasi, tarih
melegi estetiginde yerli bir Nike, insanla hayvanin
girdigi iliskide yeseren guzelligi ve insana basin,
baslangicin, baskanhgin egemen oldugunda
buyuyen angutlugu birbirine montajlamakta.
Hayvanlar insanhida terfi etmis sanki de insanlar
anitta tasillasmis, insan olamamis durumda. Eger
montajlanant olumsallastiran ve birkerecikligini
ondan alan bir pratikse montaj, meydanlarda
anilan baslangicin ve basin anitsalliginuin ve anisinin
i¢ci bosaltilmakta. Hayvan ile insan arasi bir varlk,

agglomeration that can be perceived when viewed
from different distances, that has been formed by the
combination of different intensities... If slickness is the
surface that does not allow room for any negation,
the surface for one to feel admiration for oneself, then
the agglomeration here features wrinkles that open
wounds in the metal, and holes that the aluminium-
flesh cannot fill... These are sculptures that at times
emphasize slickness, yet at other times emphasize
relief, coordinate an interplay between visual and
tactile values, oscillate between slickness and an
order that can feature up to four or five layers, and
invite the viewer to look closer...

In some parts, the aesthetics of smart phones with
a slickness that strains the nerves, in some other
parts a texture that has its fill of shadows with the
use of chisel and emery... If slickness is the adjective
of perfection, since its opposite would reveal the
human technical production process and practice
(R. Barthes), then here we have both a surface upon
which the hand can slide without encountering
any obstruction whatsoever, and another surface,
which it catches on, like catching on broken nails, or
calloused heels, on which it wanders like a tongue
searching for the gap left behind by a missing tooth,
and shadows, wounds and grooves, trembling in
their pits. If astrum means star, then the star falling
in the wrong direction is dis-aster (Blanchot): in the
suspense between superficiality and depth, tension
and darkness, identification and abstraction, there
is the trace left behind stars and disaster — which
one is the star, which one the light, which one the
reflection, which one the disaster... The rhythm of
the sculptures is in the reciprocal transition tagsim,
melodic improvisation of this suspense, it is in the
movement of this tagsim with its moment and
gesture. The rejection of monumentality and power,
their reproduction, the togetherness of the two... It
reveals the moment when beauty and churlishness
are buttoned together, the moment when one
simmers down while the other swells, it exposes
reflection and illusion, and as it polishes the dirty
language of the aesthetics of monuments, this is an
act of the imaginary that brings the light that was left
in the dark into the present day, that inverses light
and darkness, and that opens the light in darkness
to the present... The political anthropology of beauty
that cannot avoid today's awfulness...

The same tagsim continues between the wings and
fins that extend, not at the point where the head
ends, but the torso, in the continuing suspense
between head and torso. A local Nike, displaying the
aesthetics of the goddess of victory, or the angel of
history, montages the beauty that comes into leaf
in the relationship between human and animal,
with the foolishness that grows when the head, the
beginning or chieftaincy establish their hegemony



kanatlannt acarken, suzulerek kaymakta. imge,
icinde birbirine dugumlenen bir jestler zincirini
barnndirdiginda, heykel oldugunda da, politikadan
ve ahlaktan ayrnilmast mutlak olarak mumkun
olmayan estetik bir alanda.

Dahasy, sadece Pasolininin sézunu ettigi gibi film
materyaline 6zgu i¢ckin nedenlerle degil, burada,
heykelde de "'montaj devreye girer girmez... simdiki
zaman gecmise donmekte (yani ¢esitli canl diller
arasinda bir koordinasyon gerceklesmekte)...
Materyalini, oOlumun yasami islemesi gibi
islemekte.’t Gecmisin bugunde icadint imkanh
kildigi an imkansizlastirirken, bugunu -ge¢cmise
olan farklihgiyla konumlandrdigi anda- elestirel
ve tarihsel bir simdiye agan montaj: burada, kimi
zaman simdiyi, kimi zaman gecmisi, kimi zaman
hayvani, kimi zaman insani, kimi zaman govdeyi
kimi zaman basi parcalayarak kimi zaman ge¢gmise
inen, kimi zaman bugune gelen, her hal ve karda
gecmisle bugunu hic olmamus bir simdinin
olasiigina (yani: gelecege) actidu icin hicbir anya,
hicbir bellek kinntisina tutunamayan, futurist
estetikten aldigr payr kendini henuz olmamus bir
gelecege yansilayarak imkansiz kilan, futurizmi
anutsalliktan kurtaran pratik: anmtin tam tersine,
“(..) kayar gecmisin hakiki imgesi. Tannabilirlik
aninda bir daha geriye gelmesi imkansiz bir imge
olarak tutulur gegmis. [...] Gegmis olarn tarihsel
olarak dile getirmek, ‘olmus oldugu gibi' ge¢cmisi
taniwyabilmek degildir. Bir aniya, tehlike aninda
parlarmiscasina egemen olmaktir. [...] Her yeni
cagla birlikte aktarillani, onu sahip olmak uzere
olan konformizmden kurtarmayi1 denemek gerekir.
[...] Sadece bodyle bir tarihyazzimct su hisle yuklu
gecmisteki umut kvilcimint tutusturabilir:  galip
geldigi zaman Oluler bile dusman karsisinda
guvence altinda degil. Dusman ise galip gelmeyi
birakmis durumda degil.”

Aktarllani ve gelenegi, onu temelluk eden bir
konformizmden kurtarmak: fasizmi bedensel ve
mahrem bir deneyim olarak hepimizin tecrube
ettigi bir cagda Karakaya' nin beden heykelleri bdyle
de Ozetlenebilir. Yirminci yuzyihin baslanndan
kalma, fasizmin yukselisine kosut giden bir
konstruktivizmi ve futurizmi, bugune dusen koseli
ve kaygan mayonez isitising, bir Osmanh kagit
sanati olan kathi'ya montajlamak, u¢boyutlu bir

1 Pier Paolo Pasolinj‘,
2 Walter Benjamin, Uber den Begriff der Geschichte, GS 1.2, s. 691-
704, burada s. 695.

over humanity. It is almost as if animals have been
promoted to humanity while humans have been
petrified, fossilized as monuments, having failed to
become humans. If montage is a praxis that renders
the montaged contingent and renders it devoid of
its uniqueness, then the content monumentality and
memory of the beginning and head alluded to in
squares is being discharged. A being between animal
and human, glides as it slips away, expanding its
wings. When it contains a chain of gestures buttoned
to each other, also when it is a sculpture, an image
occupies a field that is impossible to completely
detach from politics and ethics.

What is more, this happens not, as Pasolini says,
for reasons inherent to the material film, here, in
sculpture, too, “as soon as montage intervenes,
[..] the present becomes past {in other words, a
coordination takes place between various living
languages} [..] Montage thus accomplishes for the
material [...] what death accomplishes for life."t The
invention of the past in the present is rendered
impossible by the moment it renders possible,
whereas it is montage that opens today - at the
moment it positions it with its difference to the
past — onto a critical and historical present: here, a
practice that destroys at times the present, or the
past, or the animal, or the human, or the body, or the
head, a practice that at times descends into the past,
comes to the future, but in any event, cannot hold
onto any souvenir, any crumb of memory because
it opens the past and today onto the possibility of a
present that has never taken place (in other words:
the future), and which renders impossible the share it
receives from futurist aesthetics by redoubling itself
upon an as-of-yet-unrealized-future, which rescues
futurism from monumentality: in contrast to the
monument, “(...) The true picture of the past whizzes
by. Only as a picture, which flashes its final farewell
in the moment of its recognizability, is the past to be
held fast. [V] [..] To articulate what is past does not
mean to recognize "how it really was”. It means to
take control of a memory, as it flashes in a moment
of danger. [VI-1] [..] In every epoch, the attempt
must be made to deliver tradition anew from the
conformism which is on the point of overwhelming
it. [VI-2] [...] The only writer of history with the gift
of setting alight the sparks of hope in the past, is the
one who is convinced of this: that not even the dead
will be safe from the enemy, if he is victorious. And
this enemy has not ceased to be victorious.”?

1 Pier Paolo Pasolini, Observations on the Long Take, Pier Paolo
Pasolini, Translated by Norman MacAfee and Craig Owens, see
http://fdm.ucsc.edu/~landrews/178s2010/Assets/8656165C/
observations%200on%20the%20long%20take.pdf

2 Walter Benjamin, On the Concept of History, Translated by
Dennis Redmond, Creative Commons, available online at:
https://www.marxists.org/reference/archive/benjamin/1940/
history.htm



gercekligi tuvalde u¢ boyut yanilsamasiyla temsil
etmek yerine iki boyutlu bir duzlugu u¢ boyutlu
heykele tasimak da, heykeltrasin pratiklerinden
biri... Aluminyum varliklann yaninda metalin toprak
renginde yelpaze gibi acilan yaratiklar kattlar...
Venedik kirmizisina yakin, topraga karismayi,
Olmeyi, yok olmayi igceren, simyada pigmenti
nitelemek i¢in kullanilan bir ismi var bu rengin:
olu kafas, bedenden arta kalan dedgersiz atik
anlamina gelen caput martuum, caputa mortua.
Bedenlerin her birinin ayn ayn fasizme maruz
kaldigr bir ddbnemde Karakaya varliklarinin kisisel
istila deneyimi, caputa mortua. O guglu, penceleri
yere saglam basan hayvanlar kat kat degil yalnizca,
her seyin yeniden sekillenmeye hazirlandigt
bir yok olus, ¢oézulus asamasinda. Aluminyum
heykellerdeki gerilim, onlarda da var. Mumyalara
astar oldugu i¢in mumya kahverengisi diye anilan
bu renk, caputa mortua, Avrupa sanati tarihinde
dinsel figurlerden arta kalani simgelemekte
kullaniimakta. Burada kat1 gibi kesilen hayvanlann
yuzunde ve astannda...

Birbirine dikislenen zaman anlannn arasindaki
celiski ve uyumsuzluk, aynihigin cansikicihigt
ve buyurganhd yerine birbirine monte edilen
farkliliklan ortaya ¢ikararak her birini kendisi olarak
goérunur kilan, farkliiklann agctigi arada, meydanlara
anit dikecegine elestirel bir potansiyeli meydana
cikaran bedenler. Her seferinde genislige, aleniyete,
kamuya ¢ikarmak anlamina gelen bir acik etme,
ortaya koyma: meydana cikarma... Ufkunu acma...
Ama neden simdi? Neden meydanlar kapatilirken?
Neden mumya astan? Neden montajlama sureci,
neden bugun, neden burada? Avrupada hukugun
egemenliginin askiya alindigi 1. Dunya Savast
sirasinda bir¢cok Avrupa ulkesinde futuristlerin,
Dada'nin, surrealistlerin ve digerlerinin, II. Dunya
Savasinda nasyonal sosyalizme maruz kalan
Ulkelerde etken/edilgen bir direnis hareketi icinde
bulunan ve ornekleri soysuz sanat diye sergilenen
butun sanat akimlannin ve digerlerinin, 11 Eylul
sonrast AB.D.de Jon Kessler, Isa Genzken, Robert
Gober gibi sanatcilann ve digerlerinin sanatsal
pratigiyle nasil bir ortak payda?

Tehlike aninda parlarmiscasina egemen olmak...
Madencilerin, grizuyu 6nceden anlama yetenegine
sahip oldugunu dusundukleri kuslara benzetiyor
imgeyi Didi-Huberman: madenciler madene
kafes icinde kuslarla iner, gaz sizmadan kafes
icindeki kuslar tuylerini kabartmaya ve titremeye

Saving tradition and what has been transmitted
from a conformism that appropriates it: in an age
when we all live through fascism as a physical and
intimate experience, Karakaya's sculptures of bodies
can also be summarized like this. To montage, a
constructivism and futurism that harks back to the
early twentieth century and runs parallel to the rise
of fascism and its angular and slippery mayonnaise
glare that falls on today with kat1, an Ottoman art
of cutting paper, and to convey onto the three-
dimensional art of sculpture a two-dimensional
flatness instead of seeking to represent a three-
dimensional reality on canvas by creating an illusion
of three-dimensions are among the practices of the
sculptor... Beside the aluminium entities, the beings
that open like an earthen-coloured fan are the kats...
Close to Venetian red, this colour that involves
becoming earth, dying and dissolving, has a name
that is used to describe pigment in alchemy: caput
martuum, caputa mortua, which means head of the
dead, the worthless leftover that remains from the
dead body. At a time when each body, individually
and separately, is subjected to fascism, caputa
mortua is the personal invasion attempt of Karakaya
creatures... Those powerful animals, whose claws
firmly grasp the earth are not only in layers, but
they are also at a stage of destruction, dissolution,
when everything prepares to be reshaped. They, too,
possess the tension of the aluminium sculptures.
This colour, referred to as mummy brown because
it was used as mummy coating, is used, in European
art history, to symbolize what remains from religious
figures; whereas here it is used in the faces and the
coating of animals cut in the kat1 style...

The contradiction and dissonance between
moments of time stitched to each other, bodies
revealing, rather than sameness and sullenness, the
differences montaged to each other, rendering each
visible as itself, bringing out a critical potential into
the open, in the gap opened up by differences, rather
than erecting monuments in squares. A revelation,
exposition that at each turn means to expose to
width, to publicity, to the public: to reveal, to place in
the open... To expand horizons... But why now? Why
when the squares are being closed? Why mummy
coating? Why a montage process, why today, why
here? What common ground with futurists, Dada,
surrealists and others during World War I when
the rule of law was suspended in Europe, with all
the art movements and others, which took part in
active/passive resistance movements in countries
subjected to national socialism during World War I,
movements, the examples of which were exhibited
as degenerate art, with the practice of artists such as
Jon Kessler, Isa Genzken, Robert Gober and others in
post-September 11 USA?

To take control, as it flashes in a moment of danger...









baslarmus... Felaketin gelisini hisseden kuslar,
felaketin gelisini géren imgeler, guzel bir kusa
yakistinlan zehirli kehanet. Tarihin isgal edildigi
bir cagda felaketi gosteren, felakete karsi dayanma
gucu veren imgeler... Sadece yasayanlann degil,
olmuslerin de dusman karsisinda guvence altinda
olmadigi bir zamanda kabaran tuyler, acilan
kanatlar. Oltller anutsallastirmadan kazanilnus, Slim
siyasallastirimadan kurtanilms degil hentiz. Olim
mezarliklarda degil, siyaset meydanlarinda. 11 Eylul
saldinst ardindan Bush hukumeti tarafindan terére
karsi savas cigirtkanh@iyla siyasallasan olumler ve
hayatlar: uzundur Aluleri ve yasayanlarn bozguna
ugratan sure¢ bugun burada...

Bu heykeller sanki oluleri dlmusluklerinden -anit
mezarlarindan-, yasayanlan nefessizliklerinden
kurtarma, bir soluk arast aldirma cabasinda. Trav-
maya oykunmeci uyum bu nedenle: nasil Dadamnin
kilit stratejilerinden biri, Dadamn cevresindeki
kosullara oOykunmesi ve iginde bulundugu
mekanin koordinatlarnni almastysa “askeri bedenin
zirh-lanmasi, sanayi is¢isinin pargalara ayrlmasi,
kapitalist &znenin metalasmast’? burada da
Karakaya, (bilincli/bilingsiz/bilingdncesi) sanatsal
bir direnis stratejisi olarak Breker Almanyasina,
Bush Amerikastna ve gunumuz Turkiyesine
6zgu koordinatlara yerlesmekte, onlarin anitsal
'savascl bigcimini almakta: “yasadigimiz zamanlarin
yansimasint sinirlerimizde bulan farsy, kelimelerle
ifade edilemeyecek bir ergenlik ve tannsizlik
seviyesine ulasmustir.”

Ne var ki tam da bu berbatligi dykunmecilik saye-
sinde nature morte olarak tarihe gdmecegi ve
oldurecegiyerde gegmisi, icinde yasatan ve hayatta
birakan bir tarih. Anittan kaginmak yerine, yaninda
bir karsi-ritm olusturdugu i¢in arnutin anitsalligiru
meydana ¢ikaran imge...

Heykellerde kimi zaman Roma bustleri gibi onlann
olmayan bir gévdenin ustune oturtulmus —ki olu
maskelerinden soluk alan élum portreleri bustler—,
kimi zaman Turk folklorunda Ahmet Yasar Ocak'in
derledigi kesik bas, bassiz govde hikayelerini, kimi
zaman Arno Breker'in fasizmine inat kafayr kesen
Andre Masson'u ve Georges Bataille1 aristiran,
kola kanata donusen ama kol kanat germeyen,
baslangi¢siz bitimsiz baslar...

3 Hal Foster, Yeni Kotti Glinler, Istanbul, 2017, s. 98
4 Hugo Ballden alinty, Foster icinde, a.g.e., s. 100.
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Didi-Huberman likens the image to the birds that
miners believe to be gifted with the talent to foresee
firedamp in mines: miners would descend into the
mine with canaries in their cages, and before the gas
began to release the birds would begin to fluff their
feathers and tremble... Birds sensing the impending
disaster, images sensing the impending disaster,
a poisonous prophecy ascribed to a beautiful bird.
Images that, in an age when history has been
invaded, point towards disaster, and provide the
strength to endure disaster... Feathers fluffed, wings
spread at a time when not only the living but the
dead, too, are not safe against the onslaught of
the enemy. The dead are yet to be rescued from
monumentalization, death itself is yet to be saved
from politicization. Death is not in the graves, but
there in the arenas of politics. Deaths and lives
politicized following the September 11 attack by the
anti-terror warmongering of the Bush government:
the process that has trounced upon both the dead
and the living has long since been here...

These sculptures seem to be involved in an effort
to relieve the dead from their deadness — from their
mausoleums —, and the living from their shortness
of breath, to help them get a breather. This is the
reason for the harmony that emulates trauma: in the
same manner that one of Dada’s key strategies was
to emulate the conditions that surrounded it and to
adopt the coordinates of the space it occupies — “the
armoring of the military body, the fragmenting of the
industrial order, the commodification of the capitalist
subject™ here, too, Karakaya, as an (conscious/
unconscious/preconscious) artistic resistance
strategy, settles within the coordinates of Breker's
Germany, Bush's United States and contemporary
Turkey, and adopts their form of monumental
‘warrior”: “The farce of these times, reflected in our
nerves, has reached a degree of infantilism and
godlessness that cannot be expressed in words.™

However, it is a history that keeps the past alive within
itself, gives life to it instead of killing and burying
this awfulness in history as a nature morte thanks
to mimesis. Instead of avoiding the monument,
an image that emphasizes the monumentality of
the monument because it forms a counter-rhythm
beside it...

Heads like those placed, like Roman busts, on torsos
that do not actually belong to them — after all, busts
are portraits of death that breathe through death
masks —, that remind one of, at times, the stories of
severed heads, or bodies without heads anthologized
in Turkish folklore by Ahmet Yasar Ocak, and at

3 Hal Foster, Bad New Days, available online at https://monoskop.
org/media/text/foster_2015_bad_new_days/#ch3ft-34
4 ibid.



Benjamin'in tarihin okunabilirligine dair savlarinda
montajt devreye sokmasy, rastlantisal degil: sadece
Eisenstein'da dedil, Bataillein unlt dergisi/dergileri
Documents ve Acephalede de montaj, monte
ettiklerinin araliklanindan, hi¢ dusunulmemis bir sey,
hi¢ bilinmeyen bir bilingalti olarak olarak tarihi ve
tarihsel imgeyi agmakta. Gecmisin nasil oldugunu,
gecmisi tekrar ve taklit eden degil, araligindan
gérunur kildigt bugunle beraber aydinlatan imge:
temelluk eden bir arche estetigi i¢cinden, fasizmden
gelerek, bassiz baslar, baslangicsiz  bitimsiz
govdeler, baskansiz gelecekler meydanda...

Yine de Pasolininin —aynt zamanda bir futurizm
elestirisiolan— Salo ya da Sodom'un 120 Gunu'ndeki
karabasanlar arasinda satonun siyahi hizmetgisiyle
yatarken yakalanan ve efendiler tarafindan
oldurulen geng¢ erkegin kalklk yumrugu gibi
onerdigi ‘basmakalip ve kaba sembolik bir temsille,
‘efendinin zaferine eklenen bir harac halini alan’
bir pratik degil sadece heykellerdeki bu montaj,
aksine, her anida eksik olan, hatirlanmayan, hicbir
bellege dahil olmayan seyi —yoklugu, dlumu-— de
kendi i¢ine aldigi, oldurmeyi kendi yapitina ve
yapisina tasididi icin burada, simdide, meydanlarn
ortasinda, alisveris merkezlerinde tarihselligin
icinde tasidigi olumu bugune acmakta: kink
kanatlanyla bassiz govdesiyle gunumuz
Turkiye'sinin melegi... Tarih melegi...

Yirminci yuzyil basindan kalma arkaik ve anakronik
bir teknik, montaj... Bitmis bir yapitsalliga (anita)
direnerek, birteknik yapimsurecininkendisine, dahil
olmadigimiz her surecte bizi hazirliksiz yakaladigt
icin de i¢inde her zaman buyurganhdt barindiran
sonuca (yapita) tutulan ayna: her seferinde, inatla,
1srarla bu ikisinin arasini agan —ismiyle musemma-
Karakaya. Fasist estetik ile informel arasindaki
‘ara’... Arno Breker ile Georges Bataille arasindaki
‘ara’.. Pornografinin kayganhdiyla erotizmin kirli
guzelligi arasindaki ‘ara’... Bas ile gévde, kadin ile
erkek, hayvan ile insan, yukansi ile asagisy, dikey ile
yatay arasindaki ‘ara’... Katlarin karanlhidiyla solugu
arasindaki ‘ara’.. Uzakdogu'da okgulann kullandigt
turden, gergin degilken igeri, gerginken disan
dogru bir egri cizen okla yayin tam ortasinda.
arslanla insan, yataylikla (yere kosut) dikeylik (fallus
gibi agilan bassizlik), yeryuzu ile gokyuzu, yayin
gerginligiyle gevsekligi arasi su varhidin ¢cevriminde

5 Eric Marty, Marquis de Sade yirminci ytizyllda neden ciddiye
alindi?, Istanbul, 2017, s. 25/26.
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other times, André Masson, who in defiance of Arno
Breker's fascism, chopped the head off, and Georges
Bataille, heads with no beginning or end, that tum
into arms and wings but do not take anyone under
their wing...

It is no coincidence that Benjamin introduces
montage in his theories on the legibility of history:
Not only in Eisenstein, but also in Bataille's renowned
journal/journals Documents and Acephale, montage
opens up, from the gaps in what it brings together,
history and the historical image as a thing that
has never been thought before, as a subconscious
absolutely unknown. The image that illuminates
how the past was not with a today that repeats
and imitates the past, but with a today that renders
the past visible from a gap it leaves: from within
an aesthetics of arche that appropriates, coming
from fascism, heads without heads, bodies with no
beginning or ends, and in squares, features without
chiefs...

Nevertheless, the montage in these sculptures is
not only a practice that like the raised fist becomes
a 'form of extortion added to the master’s victory’
with a ‘stereotypical and vulgar symbolic spectacle’™
proposed like the raised fist of the young man who
was caught sleeping with the black maid in the
castle amidst nightmares and was murdered by the
masters in Pasolini's Salo or the 120 Days of Sodom —
which is also a critique of futurism —, but quite to the
contrary, because, it contains within itself that which
1S missing in every memory, that thing that is not
remembered, that is not included in any memory —
nothingness, death — because it conveys killing into
its work and doing, in the here and now, in the middle
of squares, in shopping centres, within historicity, it
opens the death it carries within to the present day:
with its broken wings, and headless body, the angel
of today's Turkey... The angel of history...

Montage is an archaic and anachronic technique, a
left-over from the early twentieth century... Resisting
a concluded monumentality (the monument) it
is a mirror held to a technical production process
itself, an outcome (the work) that always contains
authoritarianism because it catches us unprepared
in every process we are not part of: every time,
doggedly, persistently, driving a wedge between the
two, true to his name: Karakaya [lit. Black Rock]. The
‘gap’ between fascist aesthetics and the informal...
The ‘gap’ between Arno Breker and Georges Batalille...
The ‘gap’ between the slickness of pornography and
the dirty beauty of eroticism.. The ‘gap’ between
the head and the body, woman and man, animal
and human, up and down, vertical and horizontal...
The ‘gap’ between the darkness of layers and their

5 Eric Marty, Pourquoi le XXe siecle a-t-il pris Sade au sérieux?.



kendi ustune kapanir gérunurken acilan, ne insana
ne hayvana ne gokyuzune ne yeryuzune benzeyen
ritmik alan: ‘ara’... Ne animsamaya, ne unutmaya
uygun olan, her ikisini de acan: eger kurgusal
bir baslangia fiziksel olarak mevcuda getiren, o
baslangicin tarihini yazan bir bilgi deposuysa arsiv,
arsivin marjinda, arsiv yerine an-arsivi an-arsiv
kilan ‘ara’..

IIL

‘Herkes medyum kesildi basimiza, korkudan mu,
dehsetten mi, umitsizlikten mi, yoksa artik yasa
masa kalmadigindan mu... Kimbilir!"

Hugo Ball, 1917.

Ambrosiana kitapliginda 13. yuzyildan kalma bir
Yahudi elyazmasindan séz ediyor Agamben.
Yuksel Arslanin Kapital serisindeki goévdesi insan
bast hayvan figurlerle Karakaya'yt bulusturan
genislik, acgiklik, alan: insanlar, ancak cennete
gittikleri an, insanhga terfi ederek hayvan
baslarindan kurtulmakta. Kusursuz insan temsilleri,
Ambrosianadaki elyazmasinda birer hayvan...
Burada da mezar taslan, mezarlara yerlestirilen
atlar, minyaturlerdeki Burak'lar gibi, artik sadece
kutsal kisileri ve peygamberleri tasiyacaklarina,
minyaturlerde kutsal kisilerin, velilerin,
peygamberlerin basinda yukselen yalazla, kendileri
gdéde ucan hayvanlar.. Aynm diye bir sey varsa,
insan ile hayvan arasinda degil, insanla hayvaru
insan ve hayvan kilan dizge ile insan ve hayvan
arasinda. Tersine bir denklem dolayisiyla: insan
basi, insan arche’si, insan arsivi degil, bas yerine
yliz... Insanlar baslanndan olurken, hayvanlarn
baslarinda halelerive yuzlerivar... Avrupa sanatinda
azizler, hayvanlar ve caputa mortua.. Fasizm
zamanlarinda oOluler gége gozleri agik gittigi igin
geriye kalanlara yuklenen cifte sorumluluk, olulerin
gozlerini kapatmak ve yasayanlarin gozlerini agik
tutmaksa, burada da ¢ifte bir sorumluluk ve uyart:
insanlart baslanindan, hayvanlarn insanliklarindan
kurtararak onlan her ikisinin arasindaki ayrum
belirginlestirdigi denli Oteleyen bir gelecege,
henuz olmamus bir gelecede acilan ayna... Yuksel
Arslan, Bataillel, Agamben'i ve digerlerini Kazim
Karakaya'yla aynstiran ve bulusturan, nefes
aldirmayanizlek: goge yukselirken yere kapaklanan,
imparatorluk destani yazarken koélelesen, baskan
olurken basindan olan, anit dikerken angutlasan
insan... Dimdik yukselirken anit gibi, kendini
yaparken yapit gibi, hayvan gibi dort ayak uzerine
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breathing... In precisely the middle of the kind of bow
and arrow used by archers in the Far East, forming an
inwards curve when not stretched, and an outwards
curve when stretched. Between lion and human,
between horizontality (parallel to the ground) and
verticality (headlessness that opens up like the fallus),
between the earth and the sky, a rhythmic space that
opens up when it seems to close in on itself within
the cycle of that existence between the tension and
looseness of the bow: the ‘gap... Suitable neither to
remembering nor forgetting, a gap that opens up
both: If the archive is a storage of information that
brings a fictional beginning into physical existence
and writes the history of that beginning, then a ‘gap’
in the margins of that archive, a ‘gap’ that renders,
instead of the archive, the moment-archive a
moment-archive...

I1I.

‘Everyone has become mediumistic, from fear, from
terror, from agony, or because there are no laws
anymore - who knows?’

Hugo Ball, 1917.

Agamben speaks of a 13" century Jewish manuscript
in the Ambrosiana library. What brings together
the figures with human bodies and animal heads
in Yuksel Arslan's series titled Kapital/Capital with
Karakaya's works is width, breadth, space: people are
redeemed of their animal heads only when they go
to heaven, where they are promoted to humanity. In
the Ambrosiana manuscript, the representations of
perfect humans are, in fact, animals... Here, too, the
horses placed on tombstones and in graves, like the
Burag figures in miniatures, no longer only carry holy
figures and prophets, but with the aura emanating on
top of the heads of holy figures, saints and prophets,
ascend into the sky alone... If there is such a thing
as a distinction, then it is not between human and
animal, but between the system that renders human
and animal, and human and animal themselves.
Therefore, this is an inverse equation: not the human
head, not the human arche, not the human archive,
the face instead of the head... As people lose their
heads, animals have halos around their heads, they
have faces... Saints, animals and caputa mortua in
European art... During periods of fascism, since the
dead have died with their eyes open, if there is a
double responsibility assigned to those who survive,
L.e., both closing the eyes of the dead, and keeping
the eyes of the living open, then there is, here too, a
double responsibility and a warning: by saving people
from their heads, and animals from their humanness,
the mirror that opens onto a future that has not
yet matured yet, a future that delays the difference
between them as much as it renders it discernible...
The theme that differentiates and brings together
Yuksel Arslan, Bataille, Agamben and the others with



firlatilan, ceset gibi parcalanan.. Meydanlara
cakmak yerine cakilanla beraber meydana getirme,
mevcut kilma... Tasillasmis kogullari... onlara kendi
sarkilarini sOyleterek dans ettirme... (Marx)

Ve basit oldugu denli (en) karmasik c¢cdzumu
sanat¢inin: anut degil, animsama ve unutma
dedil, animsayarak ve unutarak kurulan, gecmisi
ve gelecedi kendi belgeledikleriyle mutemadi
olarak yorumlayan, arche'ye yaslanan bir arsiv
dedil, hayvanlk ve insanlik degil, ne ismi ne
belledi ne de bellek i¢in uygun olan, hi¢cbir zaman
deneyimlemedigimiz ama bizi yine de birakmayan
o seye, simdide ve buradada acilan alan, kendisi ve
yalinhigi mevcudiyetin. Anitin icinde anit olmayan...
Temsil etmek, ele gecirmek, anit dikmek, acgilan
bir pencereden bakmak degil, yuzsuzluk degil,
mevcudiyetin aralanan penceresi: mevcudiyetin
Karakaya heykellerinde yuzu bdyle, o kadar...
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Kazim Karakaya, the theme that takes one's breath
away: the human that falls flat on the ground as it
attempts to descend into the sky, that becomes a
slave while writing an epic for an empire, that loses
its head in trying to become a chief, that becomes
a fool while erecting a monument... As it rises, bolt
upright, like a monument, while it builds itself like an
edifice, hurled on four feet like an animal, destroyed
like a corpse... Rather than hammering into squares,
to create along with that which is being hammered,
to render present, to bring into existence... To make
the petrified conditions dance by singing to them
their own tune... (Marx)

And the artist's solution, as simple as it is (most)
complex: not a monument, not remembering
and forgetting, not an archive that rests on arche,
which is founded by remembering and forgetting
and constantly interprets the past and present with
what it documents, not animality and humanity, but
the field that opens in the here and now onto that
thing that has no name or memory, nor is suitable
to memory, that which we can never experience
but nevertheless does not abandon us, existence
itself, and its plainness. A non-monument inside the
monument... Not to represent, to conquer, to erect
a monument, or to look through a window, not
insolence/facelessness, but the window of existence,
half-open: this is the face of existence in Karakaya
sculptures, that is all...






17












21



22



23






25









28






¢ B W | 4 :
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220x60x30 cm, mermer
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