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SANATIN, BEDENIN, MEKANIN SINIRLARINDA
Beral Madra

Gul Ilgaz'in, Milli Reaslirans Sanat Galerisindeki ge¢miste ve glinimuzde Urettigi yapitlardan olusan sergisinin yazisina
2004’te kendisinin Karsi Sanat Galerisinde gerceklestirdigimiz Sfenks Seni Yiyip Yutacak baslikli grup sergisi icin Urettigi
Kullanma Kilavuzu baslikli yapiti ve buna iligkin bir alinti ile basliyorum.

Kullanma Kilavuzu bir kadin anatomisi resmidir; kadin Ilgaz'in kendisidir. Grafik dokunuslarla bezenmis beden tiketim
ekonomisi icinde onemli bir endustri markasi gibi sunulmaktadir ve reklamlarda oldugu gibi kas, uzuvlar ve organlar igin
kullanma talimatlari ve bir takim uyari isaretleri verilmistir. Kadin bir tiketim mali gibi tanitilmaktadir; nasil satin alinacagi
sorusu da aliciya yol gostermektedir. Bu imgenin oncesinde de 2002’de Uretilmis Parca-Bucuk baslikli, yine bir kadini -portre
boliminde yine kendisi olarak- bes ayri kimligi, anne, es, birey olarak gosteren fotograf parcalarinin birlesmesinden olusan
parcalanmis bir beden olarak gosteren fotograf da su alintida aciklanan bir “Ben” sorgulamasinda yer aliyor: Lacana gére
herhangi bir yapisal ag, bilin¢alti da dahil olmak lizere bir dil olarak okunur. Bilingalti ne ruhsal bir derinlik ne de ruhun fizik enerji
ya da glicle yankilanan gizli bir késesidir; daha ¢ok kimlik yapilanmasini gerceklestirmek icin bilingli “Ben’den dislanmis olan her
seydir. Bu yapilanma dil tistiinden gerceklestiginde, bilincalti adeta “Ben”in kimligini tehdit eden reddedilmis gostergelerin yankisidir.
Bu reddedilenlerin bir béliimii gérseldir. Clinkii Lacan dili imgeleri belirler; ancak imgeler dili miimkiin kilan kaynagi (diislemi)
hazirlar. Kendisini biitiinciil bir 6zne olarak gorebilmek bir cesit gorsel baskilanma icerir. “Ben’in denetleyiciligi ve bagimsizligi
yanilsamasini rahatsiz edecek her seyin tistii értiiltir. Clinkii kas ve uzuv koleksiyonundan baska bir sey olmayan bedenimizin biricik-
benzersiz olmadigini gérmeye dayanamayiz, bakis daralir.*

Gul Ilgaz’in gorsel sanatin,bedenin ve mekanin sinirlarini sorgulayan,irdeleyen,yorumlayan imge lretiminde yasadigi siyasal,
ekonomik, kiiltlirel ortamda kadin 6zne olarak “Ben” sunuluyor. “Ben”in sanat lretimindeki islevinin irdelenmesinde, “Ben”in
kadin kimligi acisindan durusunda, “Ben”in bilingalti slreglerini etkileyen bellek acisindan ¢ozlimlenmesinde ve “Ben”in
yasadigi cografyadaki -sehir- varliginda su agiklamadaki gibi bir optik bilingalti izleniyor: Kendimize bir gii¢ duygusu verebilmek
icin, garen/bilingli/konusan 6znenin sahip oldugu bir beden imgesi kurariz. Bu imge 6znenin kendisi tarafindan secilmis ya da
kurulmus degildir; 6zne olusumunu asar ve sonunda dilin alanina (sembolik) girer. Beden imgesi en erken ¢ocuklukta ortaya ¢ikan
Oteki/Anne ile 6zne arasindaki diyalektik etkilesimin sonucudur. Lacan’in kavramlastirdigi
bu ok iinlii ‘Ayna Evresi” arzunun ve cocuksu yokluk ya da yoksunlugun tetikledigi bir
diyalektigi icerir. BOylece gortis alaninda her zaman dznenin gorsel hakimiyetini ve mekdna
iliskin optik-geometrik denetimini istikrarsizlastirmayla tehdit eden bir ¢esit golge vardir-
optik bilingalti.?

Optik bilingalti ilk kez Walter Benjamin’in Fotografinin Kii¢tik Tarihi’'nde kullanilmis

bir kavramdir; o donemdeki Muybridge ve Marey fotograflarindaki goziin en basit
hareketleri bile yakalayamadigi hareketleri kastederek kullanmistir. Fotografin hizli

veya yavas cekimde yakalayip agiga ¢ikardigi sirlardan soz etmekte ve bu optik :
bilingaltina fotograf sayesinde ulasildigini belirtmektedir: Bir kisi ¢ikip gittiginde i
saniyenin bir kesirinde ne oldugu konusunda bir fikrimiz yoktur; ancak yavaslatma ve

bliyiitme aletleri bu sirri agiga vurur. Bu optik bilingdisinin varligini ilk kez fotograf ile L/ = 4
kesfettik, psikoanaliz aracilifiyla sezgisel bilin¢disini kesfettiGimiz gibi.? t4 {-\'ﬁ
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Ilgaz,fotograflarinda optik bilingaltini kullanarak “Ben”in sirlarini bilingli bir yaklagimla - . 3
gosteriyor yapitlarinda. |

Bu yapitlardaki “Ben” ve optik bilingalti imgelerini ¢6ziimleyebilmek icin Gul Ilgaz'in — | e
1990’lardan glinimuze sanat uretiminin ozelliklerini, cesitli agamalarini ve etkilerini ﬂ
yorumlarken, onun uretime basladigi donemde Turkiye'deki sanat Gretiminin durum

ve kosullarina iliskin bellegi tazelemek yararli olur. (&l

sanatcilar ve bu Uretimi kitlelere ulastiran kurum ve kuruluslarin glincel soylem ve

Kiresel baglamda, ginlimuize 0zgl sanat uretiminin, bu Uretimi gerceklestiren — ESSSSEEE & v
eylemlerine bakildiginda “kadin sanatci1” kimliginin etkin bigcimde 6ne ¢iktigi goriliyor. l_* i
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1 Christine Battersby, Just jamming: Irigaray, painting and psychoanalysis, New Art Criticism, ed. Katy Deepwell, Kullanma Kilavuzu / The Manual, 2004
s. 129, Manchester University Press, 1995
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3 Rosalind Krauss, Optical Unconscious, MIT Press, 4. baski 1996,s. 186

AT THE LIMITS OF ART, BODY, SPACE
Beral Madra

For Gl Ilgaz’s exhibition at Milli Reasuirans Art Gallery consisting of her earlier and current works, | open my text with one of
her works titled The Manual produced for the group exhibition The Sphinx will Devour You!, which we exhibited at Karsi Sanat
Calismalari in 2004, as well as with a related quotation.

The Manual is a picture of the woman’s anatomy; the woman is Ilgaz. She is offered as if she was a prominent industrial brand
in the consumption market ornamented with graphic details; and certain warnings and instructions about how to use the
muscles, limbs and organs are given just as in the advertorials. The woman is introduced as a commodity of consumption,and
the question of how-to-buy guides the buyer. Prior to this image, another work titled Piece and Half (2002),a photograph that
reveals, again,a woman-whose head is replaced with the artist’s portrait- as a fragmented body compiled of the photograph
parts that show five different identities as mother, wife, and individual, is also included within the inquiry of “I” described in
the following quote: For Lacan, any structured network can be read as a language, including the unconscious. The latter is not a
psychic depth, nor a hidden place of the soul resonant with psychic energies or forces; it is rather all that has been excluded from
the self-conscious ‘I’ so that it becomes constructed. And since that construction has gone on through language, the unconscious
itself is a kind of echo of refused signifiers that seem to threaten the identity of that ‘I, Some of these refusals are visual. According
to Lacan, the language determines images; but images provide the resource (the imaginary) which makes language possible. To see
oneself as a unitary subject involves a form of visual repression. What is blacked out is everything that would disturb the illusion
of the ‘I’ as controlling and autonomous. Because we cannot bear to view our body as non-unique, as no more than a collection of
limbs and organs, the gaze narrows.!

In Gil Ilgaz's image productions which push the limits, question, investigate, interpret visual arts, body and space,“I” is offered
as a female subject situated in her political,economic,cultural environment. In the investigation of “I”s function in art practice,
the stance of “I” in regards to woman’s identity, the deconstruction of “I” in regards to memory which triggers unconscious
processes, the presence/existence of “I” in the geography of residence -the city- an optical unconscious is traced; similar to the
description given here: To give us a sense of power, we construct an image of the body as owned by the seeing/conscious/speaking
subject. This image is not chosen or constructed by the subject himself; it precedes subject
formation and is, indeed, what makes it possible to say ‘I’ when we eventually enter the
domain of language (the symbolic). The body-image is the result of a dialectical interplay
between the subject and the Other/the Mother which occurs during early infancy. This
‘Mirror Stage; as Lacan most famously terms it, involves a dialectics that is initiated by
desire and by the infantile experience of absence or lack. Thus, within vision, there is
always a kind of shadow -the optical unconscious- which threatens to destabilize the
subject’s sense of visual control and optical-geometrical mastery of space.?

The optical unconscious is a term first appeared in Walter Benjamin’s A Short History
of Photograph’; he used it in reference to the simplest movements in the photographs
by Muybridge and Marey which goes undetected by the eye. He talks about the secrets
caught and unveiled by either slow or fast motion shots and points out that the optical
unconscious is accessed through photography. “We have no idea at all, he declares,
“what happens during the fraction of a second when a person steps out.” But photography,
he exults, “‘with its devices of slow motion and enlargement, reveals the secret. It is through
photography that we first discover the existence of this optical unconscious, just as we
discover the instinctual unconscious through psychoanalysis.”

By using the optical unconscious in her photographs Ilgaz reveals the secrets of “I” in
her works through a conscious approach.

While we interpret the characteristics, various stages and impacts of Gul llgaz’s artistic
practice from the 1990s to today to understand the “I” and the optical unconscious in
these works, it will be useful to refresh our memory about the conditions and state of
art practice in Turkey when she has begun her practice.

Parga-buguk / Piece and half, 2002 1 Christine Battersby, Just jamming: Irigaray, painting and psychoanalysis, New Feminist Art Criticism: Critical
Strategies, ed. Katy Deepwell, p. 129, Manchester University Press, 1995
2 ibid
3 Rosalind Krauss, Optical Unconscious, MIT Press, 4th printing, 1996, p. 186



Modernizmin kadin sanatgilari golgeye iten cinsiyet¢i yaklasimi, postmodernizmin kadin sanatgiya ayricalik taniyarak bu
koktencilige yetersiz kalan ¢ozim aramasi, elestirel kuram, sosyoloji ve sanat kurami alanindaki soéylemlerin 1siginda ve
sivil 6rgit dayanismalarinin kararli eylemlerinde tarihe gomduldu. Turkiye’nin gorsel sanat Gretimi ve bu Uretimi destekleyen
altyapilar da bu gelismelere 1990’larda baslayan bir ivmeyle uyum saglamaya ¢alisiyor ve bu sireg kiiresel bir deger ve islerlik
tasiyor. Tirkiye’nin gorsel sanat Uretimi 6zellikle bulundugu bolgenin, Bati-Asya'nin siyasal-kiltlrel cografyasinin sorunlarina
ve Ulkedeki tamamlanmamis modernizm ile gelenedin c¢atiskisindan dogan olumsuzluklarin yarattigi biling yarilmalarina
karsin bu degisimde olumlu bir 6rnek olusturuyor. Bu baglamda Turkiye'de kadin kimliginin siyasal, ekonomik, toplumsal ve
kilturel alanlardaki konumuna, islevine ve sorunlarina iliskin elestirel Uretimleri gerceklestiren sanatgilarin ¢cok énemli bir
islevi yerine getirdigi; kadin sanatgilarin da bu siirece onderlik ettigi gozlemleniyor.

Turkiye’de modernist sanat Uretimi 1970’lerin ortasindan sonra erkek sanatgilarin onculigunde postmodernlige dogru yon
degistirirken, sanat kuramlarinin ongordugu ve kuskusuz sol soylemin yayginlastirdigi esitlik ve 6zgurlik manifestolari
temelinde kiiguk bir grup kadin sanat¢i da bu surece katilmaya basladi. 1970li yillarda uluslararasi ortamda kadin sanatginin
kendi govdesini kullanmasi, bu hakkini en kdktenci bigimlere dogru yonlendirmesi ve bunu sanat yapitina donustlirmesiyle
gercek kirilma olusmustu. Bu kadin sanatcilardan bazilarini (Marina Abramovic, Valie Export, Rebecca Horn, Rosemarie
Trockel, Katharina Fritsch and Katharina Sieverding gibi) 1990’lardan bu yana istanbul’daki sergilerde video ya da fotografla
belgelenmis isleriyle gorduk. Gil Ilgaz’in 2000’lerden baslayarak Urettigi yapitlar bu surecin Turkiye’deki onemli ornekleridir
ve modernist erkek-egemen bakisla bakmaya kosullanmis genis kitle izleyicisinin bu sureci algilamasi ve benimsemesine
katki saglamaktadir.

1980’lerin ortasindan sonra liberal ekonomiye gegisle sanat yapitlari ve sanat altyapilari 6zel sektoriin sayginlik ve yatirim
alani olarak degerlendirildiginde ve uluslararasi iletisim ve isbirligi olanaklari gerceklestiginde kadin sanatgilar bir siredir
atilgan, dikkat cekici ve irdeleyici isler Uretiyordu ve uluslararasi ortamlarda ilgi gormeye baslamislardi. Ancak, kuram ve
uygulamada bu beklenen esitlige dogru bir gidis olsa da 1990’larin sonuna kadar modern ve postmodern sanat gelismeleri
icinde erkek egemen soylemin yaygin gucl yadsinamaz. Tirkiye'nin postmodernlik ve kiresellik stirecindeki gecislerde genel
olarak kadinlar hala siirmekte olan geleneksel yapilar yiziinden siyasal, ekonomik ve toplumsal alandaki kimliklerini kabul
ettirmek i¢in ugras verirken, kadin sanatgilar bu ugrasa buyuk katkida bulunuyor. Postmodernlik siireci kuskusuz kadinlar igin
bir agilimdi; ancak statukoyu degistirmek Oyle kolay bir is degildir. Kadin sanatgilar toplumun disina atilmis ya da toplumdaki
kimligi bastirilmis bireylerin ki bunlar i¢inde her siniftan ve
her meslekten kadinlar cogunluktadir; durumunu iyilestirmek
icin her seyden once biyik anlatilari yapisokime ugratmak
gerektiginin bilincindedir. Bu kaliplasmis ve gecerligini
yitirmis gelenekselligi asabilmek icin kitlelerin ve kurumlarin
modernist bakisini ve yapisini kokten degistirmek gerekir.
Kadin sanatgilarin altust ettikleri,zorladiklari alanlar genistir;
genellikle babaerkil aile dizeni, cinsel baskilar, glinahlar,
suglamalar, cocuk ve kadin tacizleri, tuketim ve reklamin
kadini stereotip imge ve fetis olarak kullanmasi, gdvde ve ruh
catiskilari istunde duruyor, toplumbilim, ruh¢dzim ve iliskisel
estetik yontemleri kullaniyorlar. Turkiye'de kadin sanatgilarin
1980°den giiniimiize Uretimlerini 2009'da Berlin-istanbul
Kardes Kent 20. yil kutlamalari sirasinda Brandenburg Kapisi
bolgesindeki Akademie der Kiinste binasinda sergiledigimiz
Ayaklarimin Altinda Cenneti Degil, Diinyay: Istiyorum baslikli
sergide uluslararasi duzlemde gosterdik. Gul Ilgaz’in bu sergi
icin gerceklestirdigi fotograf, soz konusu Uretimi ve serginin
Berlin’deki anlamini o©zellikle vurguluyordu. Ilgaz, kendi
portresini ve bedenini Berlin Bergama Sunagrndaki Athena
Kabartmasi'na yerlestirdi ve kendisini gozlpek bir davranisla
akil ve strateji tanrigasi Athena olarak sundu. Sunak Bergama
krallarinin Galatlara karsi MO 165-156 vyillari arasinda
kazandiklari zaferleri olumsuzlestirmek icin yapilmis ve bas
tanri Zeus ile onun savas ve akil tanrigasi sevgili kizi Athena’ya
adanmistir. Athena’nin erkek tanrilari geride birakan uniyle
ve Zeus'un, babasinin basindan dogmasiyla mitolojide kadin
glcunu temsil etmesi, gunimuzdeki feminist yaklasima
esdegerdir. Bu fotograf sergi binasinin dnyliziine asildi.

When we look at the contemporary discourse and actions of the institutions and organizations which present the artistic
productions unique to today and their artists to the masses, in the global context, it is evident that their identity as “female
artist” proactively signified. The sexist approach of modernism which overshadowed the female artists, the inadequate search
by post-modernism to find a solution to this fundamentalism by differing the woman artists got buried in history under
the light of critical theory, sociology and art theory, and with the determined actions taken by the collaborations of NGOs.
Increasingly from the 1990s on, visual art productions and infrastructures supporting these practices in Turkey, too, have
worked on to follow these developments, and this process carried a global value and function. In this transformation, the
visual arts in Turkey with its significant position in Western Asia contributed to socio-cultural problems and the disruptions
of consciousness caused by the problems that have arisen from the conflict between incompleted Modernism and tradition.
In this context, it can be acknowledged that the artists; who actualized the critical practices against the adverse position
of female identity in the political, economic, social and cultural spheres; undertook a prominent function; it is evident that
women artists are guiding this process.

As the modernist artistic production in Turkey after the mid-1970s evolved towards post-modernism mostly led by male artists,
a small group of female artists has started to participate in this process based on equality and freedom manifestations that
have been activated by the art theories and spread by the leftist discourse. It was in the 1970s when female artists began to
use their bodies by themselves and directed this right to the most fundamentalist forms and turned it into an artwork, the
real disruption occurred in the international scene. In Istanbul, since the ‘90s, we have watched some of these artists (such
as Marina Abramovic, Valie Export, Rebecca Horn, Rosemarie Trockel, Katharina Fritsch and Katharina Sieverding) via video or
photograph documentation of their works. The works of Gul Ilgaz since the 2000s are significant cases in this process, and
they contribute to the knowledge of the mass audiences, conditioned to the male-dominated gaze, to perceive and embrace
this process.

Along with the transition to the liberal economy from the mid-1980s on, when artworks and art infrastructures have been
considered as means of prestige and investment by the private sector,and when international communication and collaborations
occurred; female artists have already been creating progressive and analytical works,and already have attracted international
attention. However; even though we have progressed towards egalitarianism in theory and practice, it would be impossible
to deny the expansive power of male-dominated discourse within Modern and Post-Modern artistic developments until the
late 1990s. While women work hard for the recognition of their identity in political, economic and
social spheres during the processes of the post-modernist and globalist transitions in Turkey, female
artists make a great contribution to the cause. Without a doubt, the process of post-modernity has been
a great expansion for women; however; it is not an easy task to change the status quo. The female
artists are aware that in order to improve the status of the individuals outcasted or whose identity
has been socially oppressed -of whose majority is always women of every class and occupation-, first
and foremost, the grand narratives need to be deconstructed. To overcome these clichés and outdated
traditionality, it is required to revolutionize the Modernist approach and structure of the masses and
institutions. The fields that female artists turn upside-down and push are wide; they emphasize on
generally patriarchial family structure, sexual pressure, sin, accusation, abuse of children and women,
usage of women as a stereotypic image and fetish in consumption and advertisement, paradox of body
and mind; they use sociology, psychoanalysis and relational aesthetics. We have presented the works by
female artists from Turkey from 1980 to today with an exhibition titled Under My Feet | Want the World,
not Heaven! at Akademie der Kuinste building, located around Brandenburg Gate,during the celebrations
of the 20th anniversary of Berlin-Istanbul as sister cities. The photograph Gl llgaz has produced for
this exhibition specifically signifies the prominence of aforesaid production and the exhibition’s taking
place in Berlin. Ilgaz places her portrait and body upon the relief of Athena at the Pergamon Altar in
Berlin and, in a heroic manner, presents herself as the goddess of wisdom and strategy. The altar was
built to immortalize the victories by the Pergamene kings against the Galatians between 165-156 CE;
and was dedicated to Zeus, chief of the gods, and his dear daughter, Athena the goddess of war and
wisdom. That Athena represents the power of women in mythology thanks to her fame exceeding that
of male gods and her being born from her father’s head is equal to the current feminist approach. This
photograph was displayed on the front side of the exhibition building overlooking the famous square.

In this context, Gul Ilgaz's oeuvre consisting of photographs, videos and installations carries an
important function as questioning, investigative and definitive images (metaphors) in relation to the
problematics that are still relevant. By examining these works in three sections, let’'s make it easier to
comprehend the characteristics of Gul Ilgaz’s artistic productions.

Micadele / The Struggle, 2008



Bubaglamda Gulllgaz'in performans belgeleri fotograflar,videolar ve yerlestirmelerden
olusan vyapit toplulugu gunimizde de sirmekte olan bu sorunlar acisindan
sorgulayici, irdeleyici ve belirleyici gorlingliler (metaforlar) olarak 6nemli bir islev
tasiyor. Bu yapitlari ii¢ bolimde inceleyerek, Gil Ilgaz'in lretim 6zelliklerini kavramayi
kolaylastiralim.

SANATIN SINIRLARINDA

1980’lerde baslayan postmodern slrecte sanat dretimi uluslararasi akimlara
eklemlenmeye basladiginda modernizmin 6ngordigu kavram,bigim ve estetik degerler
de degismeye basladi. Sanatgilar sanat yapitinin mevcut kiltirel diizen i¢inde anlam
ve degerinin yeniden tanimlanmasini arastirmaya basladilar. Gul Ilgaz’'in 1990 uretim
surecinin baslangiglarini olusturan bir dizi yapitta bu arastirmanin sonuglari izleniyor.
Tuval resminin yansittigi bilgi ve estetik nedir? Zamanin ruhuna ve kendi kusaginin
epistemolojik durumuna bagli olarak bu soruyu irdeleme geregini giindeme getiriyor.
[lgaz 6nce bu bilgiyi tum temsili dzelliklerinden arindiriyor ve ana malzemeyi, ¢esitli
Olclilerde gerilmis beyaz tuvali, duvarda veya yerde oldugu gibi sergiliyor. 1970’lerde
one ¢itkan minimalist akimin 6ngordigu yalinlik ve azlik Ilgaz'in sanatin alt ve Ust
sinirini ve ayni zamanda kendisinin sanat uretimi ile olan iligkisini sorgulamasina
yardimci oluyor; burada modernizmin besledigi yaraticilik, kavram, bigim agisindan
sanat sinirsizdir goristinden de uzaklasma s6z konusudur; sanatgi oniindeki Uretim
surecinin sorunlarini irdelemektedir. Bir bosg
tuval dizisinde ise omurgaya benzeyen bir
kabariklik, tuvalin altinda kimildayan organik
bir cisim oldugunu varsaydiran kabariklik gibi
en aza indirgenmis dokunuslar izlenir. ikinci
asamaya gegis baslamistir; tuval ile ne temsil
edilmelidir? Sanatc¢inin  kendi goOvdesinin
varliginin izi ne olmalidir? Lucio Fontana
1950’ler ve 1960’larda bos tuvallere genellikle
caprazlama kesik atiyor ve buna Mekansal
Kavram diyordu; amaci modernist Utopyaci
yaklasimla izleyiciye mekansal sik(net ve
huzur vermekti. llgaz da tuvali mekansal bir
nesne olarak degerlendiriyor, ancak huzur
yerine tecessus, huzursuzluk ve tedirginlik
yansitiyor.

Hacimli Tuval / Volumed Canvas, 1997

Bir sonraki asamada tuvalin beyazligi korunurken dokusu baska bir kavramin
malzemesine donustiruluyor. Til, Fransizca bir sozciktiir ve Fransa’da Corréze
bolgesinde Tulle kentinde Uretilmis ve sanayi alaninda genelgeger bir sozcik olmustur.
Tulin kadinlarin ozellikle gece giysilerinde ya da gelinliklerinde, ayni zamanda ev
dekorasyonunda perdelerde kullanilan bir tekstil oldugunu vurgularsak, Ilgaz’'in bu
malzemeyi kullanirken kadin kimligi ve bu kimligin toplumsal diizendeki anlamini
sorgulamaya basladigi agiktir. Nitekim daha sonraki asamalarda tiil bircok performans
ve yerlestirmede ana malzeme olarak gorulir. Bu yapitlar 1996-1999 arasinda gesitli
grup sergilerinde gosterilmistir. Bos tuvaller 1997°de AKM'deki bir sergide, uzun ve
bolumlu bir duvara esit bicimde gruplandirilarak yaslandirilmistir. Burada geleneksel
sergileme bigimi,duvara asilan tuval sorgulanmistir. 1997 Kaos Gencg Etkinlik sergisinde
ise tuval ve kasnagi duvarda ve yerde karsilikli olarak yapisokimle gosterilmistir.
Tuvalin Sirti ve Hacimli Tuval (1989) islerinde tuval yeni bir bicim kazanmis, mekanla
Uc boyutlu iliskiye girmistir; kemerli bir kapi, olasi bir agilima déniismistir. 1999°da
til ile olusturulan yerlestirmede tuvalin gecirgen olmasi,arka alanin gorulebilmesi ve
izleyicinin bu yalin yapit ile mekan arasindaki iliskiyi algilamasi da amagtir. [lgaz’'in
tuval ve tul Ustine gerceklestirdigi yapitlarin 1960’lar ve 1970’lerde yiizyilin basindaki
konstruktivist ve slprematist akimlardan esinlenerek uygulanan minimalist akimin
ongordugi iki amacla ilgisi belirgindir; 6nce sanat yapiti ile kendi iligkisini, sonra da
izleyicinin o yapitla iliskisini yalinlastirarak birlikte bir hakikate ulagsmak.

Isimsiz / Untitled, 1997

Tuvalin Sirt1 / Back of the Canvas, 1999

Tuval Yerlestirme / Installation with Canvas
1997

Onlar / Them, 1999

isimsiz / Untitled, 1998

AT THE LIMITS OF ART

During the post-modern process in the 1980s, the art production starts to be
incorporated into international trends; the concepts, forms and aesthetic values
predicted by modernism begin to evolve. Artists venture to redefine the meaning
and value of artwork within the given cultural order. The results of this research are
monitored in a series of works that constitute the origin of Giil Ilgaz’s 1990 production
process. What is the knowledge and aesthetics reflected by the canvas painting?
Depending on the spirit of the time and the epistemological state of her generation,she
raises the necessity to examine this question. Ilgaz first stripes off this knowledge from
its representative qualities and exhibits the main material, a white canvas stretched
in various sizes, just like that, either on the wall or floor. The simplicity and scarcity
predicted by the minimalist movement that has risen to prominence in the 1970s helps
Ilgaz to question the upper and lower limits of art, as well as her relationship with
the artistic practice; here there is a shift from the idea that art is infinite in terms of
creativity,concept and form, as nurtured by modernism; the artist examines the process
of artistic production right in front of her. Minimalized interventions such as a swelling
resembling a spine on a series of empty canvases and a swelling that makes us assume
the existence of a moving organic object under the canvas are visible. The transition
to the second stage has begun; what should be represented with the canvas? What
should be the trace of the artist’s body’s existence? In the 1950s and 1960s, Lucio
Fontana slashed empty canvases, often crossing, and called it Spatial Concept; with
a Modernist utopian approach, he aimed to provide spatial tranquility and serenity to
the audience. Ilgaz, also, uses canvas as a spatial object, however, instead of serenity, it
reflects concern, uneasiness and anxiety.

In the next stage, while the whiteness of canvas is preserved, its texture is transformed
into a material of another concept. Tulle is a French word, produced in the city of Tulle
in the Correéze region of France and has become a common word in the industry. If
we emphasize that tulle is a textile used especially in evening gowns or wedding
dresses for women, as well as in curtains for home decoration; it is clear that with this
material Ilgaz begins to question the female identity and the meaning of this identity
in the social order.As a matter of fact,in later stages tulle is seen as the main material
in many performances and installations. These works have been shown in various
group exhibitions between 1996 and 1999. In an exhibition at the AKM in 1997, blank
canvases have been grouped and reclined against a long, segmented wall in an even
manner. Here, the traditional form of exhibiting the canvas, hanging on the wall, has
been questioned. In the 1997 “Chaos Youth Action” exhibition, she displayed the canvas
and the panel/frame facing each other on the wall and floor in a deconstructive way.
In her works titled Back of the Canvas and Volumed Canvas (1989) canvas gains a new
form, initiates a three-dimensional relationship with space; converts into an arched
door, a possible expansion. One purpose of the installation with the tulle in 1999 is
to make the canvas permeable, the background visible, and the viewer perceive the
relationship between this simple work and space. Ilgaz’s works on canvas and tulle
are obviously related to the two goals foreseen by the minimalist movement, inspired
by the constructivist and suprematist movements in the 1960s and 1970s; to reach
truth together by simplifying, first, her relationship with the artwork, and then, the
audience’s relationship with the work.

AT THE LIMITS OF BODY

The reasons behind Gul llgaz’s performance and images using her own body are based
on a social-cultural responsibility as well as a search for the truth belonging to “I".
The body is as much a social phenomenon as it is a biological formation. The fact
that artists make the body visible in their works and turn to body-related productions
undoubtedly relies on the awareness of social-scientific thought and discourses,
especially in the Post-modern process. Information from the fields of philosophy,
sociology, psychology, anthropology has contributed to the development of Modern



BEDENIN SINIRLARINDA

Gl Ilgaz'in kendi bedenini kullanarak gerceklestirdigi performans ve imgelerin temelindeki nedenler “Ben’e ait bir hakikat
arayisi oldugu kadar toplumsal-kulturel bir sorumluluk da icerir. Beden biyolojik bir olusum oldugu kadar toplumsal bir
olgudur da. Sanatgilarin bedeni yapitlarinda gorunur kilmasi ve bedenle ilgili Gretimlere yonelmesi kuskusuz toplum-bilimsel
duslincenin ve soylemlerin 6zellikle postmodern suregteki bilinglenmesine dayaniyor. Felsefe, sosyoloji, psikoloji, antropoloji
alanlarindaki bilgi modern ve postmodern sanat bigimleri, bilgisi ve estetiginin de gelismesine katki saglamistir. Bedeni
siyasal,ekonomik,kiltirel agidan ideolojik amaglar icin kullanilmasinin drnekleri gunlik yasamin igcinde cesitli midahalelerle
sureklilik icerir; sanatgl arastirmaci, yorumcu, elestirici, uyarici 0zellikleriyle bu durumun bilincindedir. Toplumun bedeni
toplumsal yasamda uyum saglama ya da bagkaldirma simgesi olarak algiladigi gergegi Gul Ilgaz’in yaraticiligini bu yonde
kararli ve keskin bir bicimde kullanmasinin nedenidir. Diger bir neden de kisinin kendi bedeninin 6zelliklerini algilamasi
ile ilgilidir; kendi bedeninin sinirlarini ve olanaklarini arastirmak ve sorgulamak da sanat Uretim surecinde bir yontemdir.
Ilgaz kendi bedeni ile ve kendi bedeni icin imge dizileri Uretmektedir; toplumsal alanda kendi degerini bedensel olarak
ortaya koyarak sinamakta ve sinanmasini saglamaktadir. Ilgaz’in kadin bedeni Ustiine gergeklestirdigi imgeleri feminist sanat
kavrami ile degerlendirebilir miyiz? Bircok feminist sanat¢i gibi bedeni -hem de kendi bedenini- bir temsil alani olarak
ve toplumsal-kulturel elestirisinin nesnesi olarak kullanmaktadir. Ancak genel olarak feminist sanat Uretimlerinde sanatgi
bedenini sarsici, abartili, kimi zaman da irkiltici bicimde bir eylem alani olarak kullanir; performanslarda bu dramatik eylem
izleyici ile eszamanlidir. Bu turlerde bir yabancilasma ve yabancilastirma soz konusudur. Ilgaz bu yabancilastirma ve irkiltme
Uretim bigcimini ve yontemini benimsememistir. Onun yaklasimi feminist soylemin sert gondermelerine olumsuz tepki duyan
izleyiciyi bu soylemin hakikat sifrelerine daha dolayli yontemlerle alistirmak ve benimsetmektir. Nitekim elestirmenler
feminist performanslari kadini yiiceltmeyi ve evrensellestirmeyi 6ngdren “insancil” (hlimanist) ve bedene iliskin ideolojileri
elestiren “insancil-karsiti” (anti-hlimanist) olarak siniflandirmaktadir.

Gul Ilgaz'in kendi bedenine iliskin imgeleri Gretmek igin gerceklestirdigi performanslari ya da fotografik ¢alismalarinin
kuskusuz uluslararasi kadin sanatcilarin Uretimleriyle ortak bir yonu vardir: Cinsiyetin geleneksel ve glincel 6zelliklerini 6ne
¢ikaran govde deneyimlerinin 6zgulligu ve anlami vurgulanirken, temel ya da 6z bir kadinsi durus degil, kiltirel ve toplumsal
ortamin elestirisine iliskin bir 6zgunluk belirtilir. Sanat yapitlarinda birkag¢ cesit beden performansi gorulur: Sanatginin
izleyici ontiinde onun dogrudan algisini hedef alarak, kendi govdesini kullanarak yaptigi performanslarda, izleyici artik izleyici
degil, bir taniktir. Sanat¢inin kendi basina yaptigi performansi ya da bu performansin biraktigi bir izi belgelemesi ya da
kadin bedeninin ideolojik agidan araglastirilmasini gosteren maddi varliklarla yerlestirmeler yapmasi da diger yontemlerdir.
Ozellikle yerlestirmeler izleyicinin algisini ve deneyimini kadin bedeninin fiziksel varligindan uzaklastirmakta, nesnelerin
tasidigl karmasik bellek gondermelerine ve toplumsal-kilturel kaygilarin alanina yonlendirmektedir. Sergide ana salonda
yer alan, etekleri taslara baglanmis gorkemli beyaz giysi tam da bu tir igin belirgin bir drnektir. Beyaz til giysi-ki tuldn ilk
kullanimi Ilgaz’'in 1990’lardaki minimalist mekan yapitlarinda goriliuyor-bir yandan sadelik ve masumiyeti yansitip izleyiciyi
mutlu ederken ayni zamanda taslara bagli etekleriyle bir incinme ya da sarsintinin, sessiz ve derin bir direnisin de simgesidir.
Beyaz giysi, toplumsal degerlendirme agisindan her zaman erkek-egemen toplumun gelin olma gelenegine yukledigi agir
kimlik sorununu da ayni anda gecerli kiliyor.

Ilgaz 2001°de kendi bedenine dogru yolculuguna baslarken yasamoykusinin arsivinden bir cocukluk fotografini sunuyor. Kiz
cocuguna iliskin siyasal ve kiiltlrel denetleme ve yonlendirme gdstergelerinin en saf ve agik sunumunda “cici” bir giysi giymis kiz
gocugu, elinde bir bayrak ve bir bebek tutuyor;
1967 tarihli ©6gretmeninden gelen 0vgi
dolu, siirli bir mektup bu yapita eslik ediyor.
Burada anne-baba ikilisinden sonra 6gretmen
figlrinun cocugun zihin ve ruh dunyasina
guzellikle sizmasinin gorsel ornegi izleniyor.
2001 tarihli Klise baslikli diger bir imge
gocugu bk bir kaidenin Ustlinde gosteriyor
ve yine okul sisteminin etkisine gonderme
yapiliyor. Evlilik baslikli (2003) fotografta ise
anne,gelin,damat U¢lusl objektife bakiyor; bu
olagan digun fotografinda olagan olmayan
tam da bu bakislardaki gelecege dogru
uzanan sasiris, belirsizlik ve tedirginliktir.
Bedene iliskin fotograflarin ilki, 2001 tarihli
Oliime Dogmak baslikli  fotograf kadin
bedeninin geleneksel ideolojik temel islevini,
dogurganlik uzvunu imgeleyen, kendi basina

Bebek ve Bayrak / The Doll and the Flag, 2000
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and Post-modern forms, knowledge and aesthetics of art. Manipulation of the body politically,economically, culturally for the
ideological ends is continuous in daily life with a variety of interventions; the artist is aware of this situation as a researcher,
interpreter, critic, stimulator. The fact that society perceives the body as a symbol of adaptation or rebellion in social life
is the reason why Gul Ilgaz directs her creativity towards this direction with such determination and acuity. On the other
hand, another reason is one’s perception of the particularities of their own body; investigating and questioning one’s own
body’s Llimits and possibilities is also a method in the artistic practice. Ilgaz creates a series of images with her body for her
own body; by presenting her value as a body in the social sphere she tests it and enables it to be tested. Is it possible to
read images Ilgaz applies to the female body within the concept of feminist art? Like many feminist artists, she uses the
body-her body, to boot- as a space of representation and an object of her social-cultural criticism. Nevertheless, in their
feminist artistic productions, the artists generally use their body as a space of action in a sensational, extravagant, and at
times, shocking manner; in performances, this dramatic action takes place simultaneously with the audience. In these styles,
a self-alienation, and alienating occur. llgaz did not accustom these production forms and moods of alienation and shock.
Her approach is to indirectly have the audience -who, otherwise, reacts negatively to the violent references of the feminist
discourse- to familiarize and internalize the truth codes of the discourse. As such, critics categorize feminist performances
either as “humanist” for glorifying and globalizing the women or “anti-humanist” for criticizing the ideologies about the body.

Gul Ilgaz's performances or photographic works realized to produce the images of her
body, undoubtedly, have something in common with the productions of international
female artists: While the specificity and meaning of body experiences that highlight
the traditional and contemporary characteristics of gender are signified, a specificity
in relation to the criticism of the cultural and social sphere is defined, not a basic
or fundamental feminine stance. There are a few types of body performances in
artworks. In the works where the artist performs using their body directly aiming
at the audience’s perception, the audience is not an audience but a witness. Other
methods include documentation of a performance the artists perform on their own or
a trace of this performance,and an installation made with physical materials revealing
the instrumentalization of the female body for the sake of an ideology. Especially the
installations drift the audiences’ perception and experience away from the physical
— existence of the female body, direct them to the field of complex references and
social-cultural concerns. The grand white tulle dress whose skirt is tied to stones
placed in the main hall at the exhibition is a significant example of this type. The
white tulle dress - which first appears in Ilgaz’s minimalist spatial works —, on the one
hand, pleases the audience by reflecting simplicity and innocence, on the other hand,
symbolizes an offense or trauma, a quite and rooted resistance with its weighed down
skirt. When we examine its social value, the white dress also validates the problematics
of difficult identity issues which are imposed upon the tradition of bridehood by an
ever male-dominated society.

As llgaz sets off her journey into her body in 2001,she displays a childhood photograph
from her biographic archive. In this purest and clearest presentation of political and
cultural supervision and manipulation, there is a ‘good” girl with a pretty dress holding
a flag and a baby; a letter with a poem and praises by her teacher written in 1967
accompanies the work. Here is a visual example of how the teacher figure gently
infiltrates into the child’s mind and soul after the mother-father duo. Another image
titled Cliché (2001) shows the child on the top of a big pedestal and, again, refers to
the impact of the school system.Though, in the photograph titled Portrait of a Wedding
dated 2003 the trio of the mother, the bride and the groom directly stares into the
lens; what is unnatural in this very natural wedding photo is the surprise, uncertainty
and anxiousness that extend towards the future.

The first photo in relation to the body,a 2001 work titled Born to Death, is an image of
a performance work realized on her own that envisages the traditionally, ideologically
main function of the female body, the reproductive organ. In the photograph taken
from the perspective of the woman lying on the floor, the legs stretched outwards as
if in delivery open to a modern house. In this work llgaz confronts with two famous
images of male-dominated art history: Gustave Courbet’s 1866 Origine du Monde and
Marcel Duchamp’s Etant donnés, where the vagina of the woman is clearly visible; llgaz

Klise / Cliché, 2001 gijves this erotic image from her gaze and leaves these two images that had a great
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yapilmis bir performansin imgesidir. Yerde yatan kadinin bakisindan cekilmis
fotografta dogum sirasindaki gibi iyice disa dogru gerilmis bacaklar modern bir
ev mekanina dogru agiliyor. Ilgaz bu isinde erkek-egemen sanat tarihinin iki GnlU
imgesi ile hesaplasiyor: Gustave Courbet’nin 1866 tarihli Origine du Monde'u ile
Marcel Duchamp'in Etant donnés yapitlarinda kadinin vajinasi acikca goriiliir;
Ilgaz bu erotik goruntiyu kendi bakis agisindan veriyor ve gegmiste buyuk etki
yaratan bu iki imgeyi izleyicinin dus glicine birakiyor. 2002°de gerceklestirdigi
performansin sekiz siyah-beyaz fotografla belgelenmis sonucu Ilgaz'in her
zamanki konuya en can alici noktasindan girdigini gosterir. Sanatgl kendi
karninin Ustiine -goévdesinin dogurgan bolgesine- “sucluyum c¢linki..” (...lardan
sugluyum) yazmaktadir. Bu erkek-egemen toplumlarin kadina yikledigi sucun bir
karsi eylem olarak agiga cikarilmasidir; butun suglamalar ve glinahlar igin bir kez
yapilan koktenci bir eylemdir. Bu ayni zamanda rahatlatici bir eylemdir; kimlik
sorununa sifir noktasindan baglamaktir. Kadin bedenine erkek-egemenligin
ylkledigi karabasan kuruntulari alt etmenin tek yolunun bu anlayisi ifsa etmek
oldugunu belirten gondllu ve alayci bir itiraf tiimcesi. Bu performansin feminist
performanslara gondermesi belirgindir; Carolee Schneeman, Yoko Ono, Marina
Abramovic 1970'li yillarda yasadiklari donemde kadin kimligi sorunlarina bagli
olarak bedenlerine bu tur mudahaleler yapti. Turkiye sanat ortaminda benzer
bir performans Nil Yalter (1974) tarafindan gerceklestirilmisti. Ilgaz bu bellegin
ve gelenegin yansittigi tekinsiz mesaji surduruyor. Ancak bu tekinsiz fotograf
2005’te baska bir beden yazili fotografla bir uzlasmaya ya da erkekegemenlige
akilcr bir uyariya evriliyor: Sirtlari kameraya, baslari birbirine donuk bir kadin
(Ilgaz'in kendisi) ve bir erkek imgesinin olusturdugu diptikle karsilasiyor izleyici. Kadinin sirtinda “sorumluluk’, erkedin sirtinda
“vicdan”yaziyor. Bu dizinin en son yapiti sergideki en etkileyici yapitlardan birisidir: Bir kadinin-llgaz'in kendisi- beden pargalarini
gosteren alti fotograf. Her beden pargasina bir ok saplanmistir; oklarin saplandigi yerde bir serit Ustliine yazilmis kisa timceler
yer aliyor. Tumcelerin toplami bir kadin cinayetini haber veriyor. Alti fotografin birlesmesinin yansittigi beden Mantegna’nin
San Sebastian (1480) resmini ¢agristiriyor. San Sebastian veba salgininin bir sehididir. Turkiye’de kadin cinayetleri bir salgina
donusmustur; kadin amansiz bir erkek siddetinin sehididir. Ilgaz bir kez daha kendi bedenini kullanarak bu imgeyi olusturuyor ve
serginin merkezindeki etekleri taslara sabitlenerek gerilmis blylk beyaz gelinligin yanina yerlestiriyor.

Evlilik Tablosu / Portrait of a Wedding, 2003

MEKANIN SINIRLARINDA

Bellek ¢agdas sanat Uretiminin ve kultur birikiminin ana malzemelerinden birisidir. Modernizm sil bastan bir sdylemi icerse de,
gegmisin birikimi hi¢bir zaman silinmemis, geleneksel bigimler ve yontemler her zaman gegerli olmustur. Sanat yapitlarinda
bellek nasil kullaniliyor? Ge¢mise hasret olarak mi? Yagamaoykusu ile hesaplasmak icin mi? Ge¢misteki anlatilari canlandirmak ve
yeniden kullanmak igin mi? Toplumsal bellegi kullanarak yeni bir yorum ve elestiri icin mi? Bu olanaklari kullanan sanatgilarin
onunde bir agmaz olabilir; her durumda bellek sanatcinin amacina gore bir degisim gecirebilir. Gul Ilgaz'in yapitlarina bellek su
kaynaklardan giriyor: istanbul Bogazi /ki Kara Bir Dere,2003; Diisiis, 2004 ve i¢ mekan, ev odalari ve harabelesmis oda gériintiileri
Babamin Terlikleri dizisi, 2003, Annemin Odasi, 2006, Pencereler, 2017. Bu bellek imgelerinin birbirleriyle iliskisi nedir? icerisi,
disarisi ve ev arasindaki ikilemli, gerilimli iliski mi? Gegicilige karsi surekliligi olan yasanilan bir yerin varligina, kaliciliga ve
degismezlige duyulan 6zlem mi? Burada Gaston Bachelard’in ruhun derinliklerini incelemek icin kullandigi evimgesine, Mekdnin
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I am Guilty of...
2002
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impact in the past to the audience’s imagination. The white
and black photography documentation of her performance
in 2002 reveals how she dives into a general topic right
from its epicenter. The artist writes “I am Guilty of..” on her
abandonment -the reproductive part of her body.

As a counter-action, it is an exposure of the aspersions by the
male-dominated societies on women; it is a fundamentalist
actdone onlyonce against all the accusations and attributed
sins. This also is a relieving act; it initiates the identity
problematic from ground zero. A voluntary and sarcastic
confession that states that the only way to overcome
the nightmarish delusions imposed on the female body
by male dominance is to expose this understanding. The
allusion of this performance to feminist performances is
evident; Carolee Schneeman, Yoko Ono, Marina Abramovic
made such interventions onto their bodies in relation to the issues of female identity in the 1970s. A similar performance
in the Turkish art scene was performed by Nil Yalter (1974). Ilgaz continues the uncanny message projected by this memory
and tradition. But this uncanny photograph evolves into a compromise with another body-written photograph in 2005, or a
reasonable warning to masculinity: The audience encounters a diptych formed by the image of a woman (Ilgaz’s) and a man
with their backs to the camera, their heads facing each other. It is written “Responsibility” on the woman’s back,“Conscience” on
the man’s back. The latest work of this series is one of the most impressive works in the exhibition: six photographs showing
the body parts of a woman - Ilgaz’s. Each body part is impaled with an arrow; where the arrows are impaled there are short
sentences written on a tape. The sum of the sentences reports the murder of a woman. The body reflected by the compilation
of the six photographs evokes Mantegna’s painting of San Sebastian (1480). San Sebastian is a martyr of the plague epidemic.
Women'’s killings in Turkey have turned into an epidemic; women are martyrs of unrelenting male violence. Ilgaz once again
uses her own body to create this image and places it next to the large white wedding dress, which is stretched by fixing the
skirts with stones in the center of the exhibition.

L

Vicdan ve Sorumluluk / Responsibility and Conscience, 2005

AT THE BORDERS OF SPACE

Memory is one of the main materials of contemporary art production and cultural accumulation. Although modernism
presumes a discourse of clearcut beginnings, the accumulation of the past has never been erased, traditional forms and
methods have always been present. How is the memory used in artworks? As a longing for the past? To reckon with a life
story? To revive and reuse past narratives? For a new interpretation and criticism using social memory? There may be a
dilemma for artists using these possibilities; in any case, the memory may transform according to the artist’s purpose. The
memory enters Gil Ilgaz's works from the following sources: Bosphorus Two Lands and a River, 2003; The Falling, 2004 and
interior space, rooms of a household and images of ruined rooms My Father’s Slippers Series, 2003; The Windows, 2017. What
is the relationship between these memory images? The complex, tense relationship between the inside and the outside and
the home? The existence of a living, stable place against impermanence, the longing for dependability and invariance? Here
one can take a look at Gaston Bachelard’s house image that he uses to study the depths of the soul in The Poetics of Space: [...]
(T)here is ground for taking the house as a tool for analysis of the human soul. [...JNot only our memories but the things we have

Oliime Dogmak / Born to Death, 2001
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Poetikasrna bakilabilir: insan ruhunun céziimlenmesi icin evi bir ara¢ olarak kullanmanin nedeni vardir... Yalniz anilarimiz degil,
unuttugumuz seyler de evin icindedir. Ruhumuz bir ikdmet yeridir. Evleri ve odalari hatirlamak, kendimize katlanmayr 6grenmektir.
Ilgaz ikamet yerinin barindirdigi bellegin “Ben” kimligine etkilerini agcimliyor bu yapitlarinda. Ilgaz bellegin islevini sorularla
dolu bir dizi performans fotografiyla imgeye donistirdukten sonra da 2016’da Kurtarilmis Anilar adli bir oda yerlestirmesinde
bir ¢éziimleme Oneriyor. Bu oda adeta Ilgaz'in kendi yasamoykustindeki anne ve baba belledi Ustiine Urettigi Babamin Terlikleri,
Babamin Terlikleri-Koprii, Annemin Odasimin son sahnesidir. iki bos koltugun karsisindaki tic duvar timiiyle cesitli fotograflarla
kapli; olimlerden geriye kalan belgeler olarak aile albuminin basrolde oldugu bir sahne. Susan Sontag’'in aile albimleri
Ustline soyledikleri burada gorsellesmistir: “Cekirdek aile denen o klostrofobik birim ¢ok daha genis olan aile toplulugundan kesilip
¢ikarilirken, fotograf gelip aile yasaminin tehlikeye diisen stirekliligini ve yok olmaya yliz tutmus olan genisligini anilastirmis, simgesel
olarak yeniden olusturmustur... Bir ailenin fotograf albiimii genellikle bliyiik aileyle ilgilidir - cogu kez de ondan artakalan tek seydir.*

Ilgaz, bireyin dis diinyayla, yasadigi kentin cografyasiyla olan iligkisini sorgulayan yapitlariyla da dikkati ¢ekiyor. Dis diinyayla
iliski kuskusuz bireyin 6zgil bilgi ve algisiyla ilgilidir, ama ayni zamanda bu bilgi evrensel cografi bilginin ve bu bilginin
farkli toplumlar tarafindan yorumlanmasinin da etkisi altindadir. Ilgaz’in yasadigi cografya, istanbul kiiresel siyasal-kiiltiirel
cografyanin merkezindedir; tarihsel, siyasal, kulturel bellek ve gercekler bu kentin toplum ve birey ile iliskisinde ¢ok yonlu bir
etkiyi icermektedir. Freud, bellek ve cografya arasindaki iliskiyi yorumlarken Ebedi Sehir Roma’yr 6rnek gosteriyor.> Roma’nin
tarih boyunca gecirdigi degisimlere ve bu degisimlerin bellek Ustundeki ikilemli etkilerine deginiyor. Bugliniin insani bu
tir tarih yiikli bir sehirde nasil bir bellege sahip oluyor? istanbul Roma ile karsilastirildiginda benzer bir érnektir. llgaz,
istanbul'un gecirdigi degisimleri kendi yasami icinde deneyimlerken, kendinden 6nceki kent varligini ve degisimleri imgeler
yaratarak canlandiriyor. Freud bu duruma “Unutmanin bellek izinde bir silinme yani bir yikim oldugunu varsaymak gibi bir
yanlistan kurtulali beri, ruhsal yasamda bir kez kurulmus bir seyin yikilmayacadi, her seyin bir sekilde korundugu ve uygun sartlar
altinda, drnegin uzun erimli bir gerileme sayesinde tekrar ortaya ¢ikarilabilecegi seklindeki karsit varsayima egilim gosteriyoruz”
yorumunu getiriyordu.® Ilgaz bu deneyimleri yasadigi kentin miidahale edilmis gorintiileriyle, iki Kara Bir Dere, Diistis, Ge¢ Git
Artik Simdi (2007) fotograflariyla sunuyor. Diisiis’te Bogaz sularinin Ustiinde bir cesit ucusa gecerek kentin “Ben” ve kimlikler
Ustlinde yarattigi tutkunluk ve guvensizlik karsitligini kendi bedeni istiinde deneyerek yansitiyor.

2011-2012 tarihli fotograflarda Ilgaz yeni bir imgeyi ekliyor
yapit Uretimine. Tas adli ilk fotografta karanlik bir ormanda
dev bir kayay! itmeye calisiyor; Tas ve Ten baslikli diger Ug
fotografta ise, o engin bir deniz kiyisinda kendisine dogru
atilan bir tasi savusturuyor ve sonra ¢iplak omuzlarina birer
tas yerlestiriyor. Sergide de yapitlarindaki doga goruntulerini
somutlastiran taslar izleniyor. Ilgaz'in bu dizide estetik agidan
sanat tarihsel bellegi kullanan cekici ve gosterisli, anlam
acisindan ise guncel sorunlara gonderme yapan imgelere
yoneldigi izleniyor. Ilgaz, karanlik bir ormanda bir agaci siper
alarak ormanin derinliklerine dogru bakmaktadir; o derinlikte
kendi imgesi belli belirsiz bir bicimde yer almaktadir. Karanlik
orman kuskusuz c¢ocuklara anlatilan masallardaki tekinsiz
yerdir; kotu ve iyi ruhlar oradadir. Cocuk dusmani ve dostu ayirt
etmeyi ogrenip yoluna devam etmelidir. 2010°daki Karanlik
Yol ve Karanlik iskemle, Karanlik Yikintilar, Karanlik Adag, Sis ve
Gegit baslikli fotograflar bu karanlik mekan irdelemelerinin
baslangicini  olusturuyor. Karanlik orman Dante’nin ilahi
Komedya’sinda Birinci Kanto'daki “Yasam yolumuzun ortasinda
karanlik bir ormanda buldum kendimi, ¢iinkii dogru yol yitmisti.
Ah, icimdeki korkuyu tazeleyen, balta girmemis o sarp, gui¢lii
ormani anlatabilmek ne zor! Oyle aci verdi ki, 6liim acisi sanki;
ama ben, orada buldugum iyilikten séz edecegim, gordiigiim
baska seyleri soyleyecegim. dizesini cagristiriyor.”

Karanlik olumlu ve olumsuz gercekleri gizleyen bir metafordur.
GUnumizin neo-kapitalist ve hakikat-sonrasi dizeninde
“Ben”in dogasindaki bunalim alani yadsinamayacak bir
gercektir; ancak olanakliya ve iyilige dogru bir degisim ve

Kurtarilmis Anilar / Recovered Memories, 2016

4 Susan Sontag, On Photography, Rosetta Book, 2007, 1% electronic edition, s. 6

5 Steve Pile, The Body and the City, Psychoanalysis, space and subjectivity, Routledge, 1996, s. 241
6 Sigmund Freud, Civilization and its Discontents, Standard Edition, W.W. Norton, 1964

7 Dante Alighieri, Divine Comedy, Inferno, lines 4-9, trans. Longfellow 1867
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forgotten are “housed.” Our soul is an abode. And by remembering “houses”and “rooms,”we learn to “abide”within ourselves. In these
works, Ilgaz explores the effects of the memory residing at her place of residence onto the identity of “I". Upon transforming
the function of the memory into images via a series of performance photographs filled with questions, she, then, suggests a
resolution in a room installation titled Recovered Memories (2016). The room is almost the last scene of the memory of her
parents in My Father’s Slippers, My Father’s Slippers - Bridge, My Mother’s Room. Three walls in front of two empty armchairs
are fully covered with various photographs; a stage in which the family album is the lead being the remaining documents of
the deads. Susan Sontag’s comment on the family album is visualized here: As that claustrophobic unit, the nuclear family, was
being carved out of a much larger family aggregate, photography came along to memorialize, to restate symbolically, the imperiled
continuity and vanishing extendedness of family life. [...] A family’s photograph album is generally about the extended family -and,
often is all that remains of it.*

Ilgaz also draws attention to her works that question the relationship of the individual with the outside world, and the
geography of the city in which they live. The relationship with the outside world is undoubtedly related to the individual’s
specific knowledge and perception, but at the same time, this information is influenced by the universal knowledge of this
geographical information and the interpretation of it by different societies. The geography in which Ilgaz lives, Istanbul, is
at the center of the global political-cultural geography; historical, political, cultural memory and facts have a multifaceted
impact on the city’s relationship with the society and individual. Freud exemplifies Rome the Eternal City while interpreting the
relationship between memory and geography.> He mentions the changes that Rome has undergone throughout history and
the dilemma of these changes on memory.What memory do current residents have in such a city full of history? In comparison,
Istanbul is a similar case to Rome. While experiencing the changes that Istanbul has undergone in her life, Ilgaz portrays the
existence of the city and the changes before her by creating images. Freud comments on this condition as such: “Since the
time when we recognized the error of supposing that ordinary forgetting signified destruction or annihilation of the memory-trace,
we have been inclined to the opposite view that nothing once formed in the mind could ever perish, that everything survives in some
way or other, and is capable of under certain conditions of being brought to light again, as, for instance, when regression extends
back far enough.¢ Ilgaz exhibits these experiences with intervened images of the city in which she lives, with photographs of
Two Lands and a River (2003); Falling (2004), Get Going Now (2002). In
Falling she takes a sort of a flight over the waters of the Bosphorus,
she reflects the opposition of the passion and mistrust created by the
city over “I” and identities by experimenting on her body.

Ilgaz adds a new image to her artistic production in her photographs
dated 2011-2012. In the first photograph titled The Stone she tries
to push a giant rock in a forest; in the other three photographs titled
Stone and Skin she fends of a stone thrown at her at the shore of a
vast sea; and then places one stone at her each naked shoulder. The
exhibition also shows stones concretizing the images of nature in her
works. In this series, it is observed that llgaz turns towards images
that use art historical memory from an aesthetic point of view, which
are attractive and ostentatious, and which refer to current problems

iki Kara Bir Dere / Two Lands and a River, 2003

Babamin Terlikleri / My Father's Slippers, 2003

4 Susan Sontag, On Photography, Rosetta Book, 2007, 1 electronic edition, p. 6
5 Steve Pile, The Body and the City, Psychoanalysis, space and subjectivity, Routledge, 1996, p. 241
6 Sigmund Freud, Civilization and its Discontents, Standard Edition, W. W. Norton, 1964
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Karanlik iskemle / Darkness The Chair, 2010 Karanlik Agag / Darkness The Tree, 2010 Giderayak / While Going, Gegit / The Passage, 2010
2010

kurtulma istegi de bu alanin yaninda yer alir; bu iki ruhsal gliciin hangisinin stiin geleceginin yarisidir. Dort fotograf bu
ikilemi isaret ediyor: 2009 tarihli Gidisat, Yikintilar, Perde-Bulut, Kapi-Deniz ve 2010 tarihli Giderayak. Gidisat, Yikintilar, Perde-
Bulut ve Kapi-Deniz karanligi ve yikilmayi gosteriyor, ancak gokylzine, isikli bir gelecege dogru bir agiklik da goruluyor.
Umutsuzluk bir gergektir,ancak umut da karsisindaki gergektir. Bu dort fotografta Ilgaz kendi tercihini gostermeden iki gercegi
de sunuyor; Giderayak'ta ise tehdit eden golgeden uzaklagmayi basaran “Ben”i gosteriyor. Sergide sunulan iki yapit,Ilgaz’i yere
serilmis olan yatakta yatarken gosteren fotograf ve onu deniz onlinde gosteren video da bu umut ve umutsuzluk temasinin
ornekleridir.

Umutsuzlugun éliimle eslestigi bir an var midir? Olim distinilirken umutlanmak olasi midir? icten Disa ve Hayat (2016)
baslikli yapitlar Ilgaz'in “Ben”in bellegindeki baslangicta var olan (ezeli) gercede deginen yapitlardir. ilk iki yapitta Usti
ugusan sonbahar yapraklariyla ortiilmus bir mezar izleniyor; burada da doganin dlimle soylesisi izleniyor. Ilgaz bununla
yetinmeyip bu fotograflari bir triptige donusturuiyor; lcunci fotografta mezarin kapilari agiliyor ve yine bir gokyuziine benzer
bir imge goriliyor. Sanat yapitlarinda genellikle 6lim ve din yan yana, i¢ icedir; triptik de dinsel imgelerin kullanildig bir
aractir. Lacan, Olim inang alanina aittir, diyor; élecedinize inanmakta haklisiniz. Bu size destek veriyor. Eger inanmasaydiniz
yasaminiza nasil katlanirdiniz? EGer onun sona ermesine tiimiiyle glivenmeseydik, buna nasil katlanirdik? Yine de bu sadece bir
inang eylemidir ve bunun en kétii yani emin olmadiginizdir®

2018 tarihli Kayik baslikli fotograf bu dliimle ilgili yanitlamasi glg soruya bir yanit gibidir. Bu fotografta izleyici bir kayikta
ayakta duran tepeden tirnaga beyaz giysili kadinla birlikte engin bir denize dogru bakiyor olacak. llgaz’'in sanat tarihsel bellegi
ve gercekligin icerdigi tekinsizlige yikledigi imgeler Arnold Bécklin'in “Oliiler Adasi” (1880) adli siirrealistlere yol gosterici
olan unutulmaz yapitina cagrisim yaptiriyor. Krauss, Optik Bilin¢altrnda bu tur imgeleri Hayal glicli ve gerceklik arasindaki
ayrimin ¢okisii konusunda Breton, gercekiistlictiliigiin tiim kaynaklarinin olusturdugu etkiyi kullandi, ancak Freud bunu sihire
olan ilkel inang¢-animizm ve narsisistik bir her seye glicti yetme olarak ¢oziimlemisti; bunlarin hepsi
metafizik (rperti potansiyeli olan tekinsizligi tetikleyicidir. Clinkii bunlar varligin ilk dénemlerinde
bilince dogru yénelmesini temsil eder ve bu kirilma da bir yineleme diirtisiintin kanitidir; 6zne élim
diisiincesinin icine ¢ekilmistir. °

Bu sergide izlenen tim yapitlar, icinde yasadigimiz hakikat-sonrasi diizende toplumun optik
bilincaltini hakikati aramava dogru yonlendirmek izere tetiklemektedir.

."
= Ny
Hayat / Life,2016  Kapi Deniz / Sea Gate Yikintilar / Ruins, 2009 Gidisat / The Way it Goes, 2009
2009

8 https://www.youtube.com/watch?v=6ZoNpLZdAqQ
9 Rosalind Krauss, Optical Unconscious, MIT Press, 4th printing, 1996,s.186

16

| 1

Tas ve Ten / Stone and Skin, 2012

in terms of meaning. Taking cover behind a tree in a dark forest llgaz looks deep into the forest; at that depth, her image is
vaguely apparent. The dark forest is undoubtedly the uncanny place in the tales told to children; there dwell both evil and
good spirits. The children must go on their road by learning to differentiate the friend and the foe. The photographs titled
The Dark / Road and Dark / Chair, The Dark / Ruins, The Dark / Tree, Mist and Passage constitute the initiation into the inquiry of
the dark places. The dark forest reminds of the following lines from the First Canto of Dante’s The Divine Comedy ‘Ah me! how
hard a thing it is to say / What was this forest savage, rough, and stern, / Which in the very thought renews the fear. / So bitter is it,
death is little more; / But of the good to treat, which there | found, / Speak will | of the other things | saw there.””

Darkness is a metaphor that conceals both the positive and negative facts. In today’s neo-capitalist and post-truth order, the
field of crisis within the nature of “I” is undeniable; however; a desire for a change for the possibilities and the good, and
salvation also exists in this place; it is the race of which of these two spiritual powers will prevail. Four photos point to this
dilemma: In The way it goes, Ruins, Curtain-Cloud, Sea Gate (2009) and While Going (2010). The way it goes, Ruins, Curtain-Cloud
and Sea-Gate reflect the darkness and destruction bestowed, but an opening towards the sky, a bright future is also visible.
Despair is a fact but the hope is its counter-fact. In these four photographs, Ilgaz offers both of the facts without showing
her preference; While Going shows the “I” who manages to distance themselves from the threatening shadow. The two works
presented in the exhibition, the photograph showing llgaz lying on a bed on the floor and the video showing her in front of
the sea are certain examples of the theme of hope and despair.

Is there a moment when despair equals death? Is it possible to be hopeful when thinking of death? The works titled From
Inside to Out and Life (2016) reach out to the primordial reality in the memory of Ilgaz's “I”. In the first two works, we see a
grave covered with fallen, floating leaves of the fall season; here we watch nature’s interview with death. Ilgaz does not settle
with this and turns these photographs into a triptych; in the third photograph, the gates of the grave open and, again, an
image similar to a sky is visible. In artworks death and religion often stand side by side, intertwined; and a triptych is a tool
for religious imagery. Death belongs to the realm of faith, says Lacan, you are right to believe you will die. It sustains you. If you
didn’t believe in it, could you bear the life you have? If we couldn’t totally rely on the certainty that it will end how could you bear
all this? Nevertheless, it is only an act of faith and the worst thing about it is that you're not sure.®

The 2018 photograph titled The Boat is like an answer to a troublesome question about death. In this photograph,the audience
will be looking at a vast sea along with a woman in a head-to-toe white dress,standing on a boat. Ilgaz’s art-historical memory
and the images that she imposed on the uncanny embodied in life associate to Arnold Bocklin’s unforgettable Isle of The
Dead (1880), which guided Surrealists. Krauss interprets
such images in her Optical Unconscious as such: The
collapse of the distinction between imagination and
reality—an effect Breton courted with all of surrealism’s
resources, but one that Freud analyzes as the primitive
belief in magic—animism, narcissistic omnipotence, all
are potential triggers of that metaphysical shudder that
is the uncanny. For they represent the breakthrough into
the consciousness of earlier states of being, and in this
breakthrough, itself the evidence of a compulsion to repeat,
the subject is engulfed by the idea of death.’

Each and every work we see in this exhibition prompts
the social optical unconscious to search for the truth in
the post-truth order we live in.

Kayik / The Boat, 2018

7 Dante Alighieri, Divine Comedy, Inferno, lines 4-9, trans. Longfellow, 1867
8 https://www.youtube.com/watch?v=6ZoNpLZdAqQ
9 Rosalind Krauss, Optical Unconscious, MIT Press, 4th printing, 1996, p. 186
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Ozgecmis / Biography
Folyo lizerine C-Print / C-Print on foil
2020



Yatak / The Bed
Kumas tzerine C-Print / C-Print on fabric
2020




Kirilma Noktasi / Breaking Point
yerlestirme - installation, 2020







Haberler / The News, C-Print, 2020
























Tas atma / Throwing stones, video, 2020



Ev Sesleri / Domestic Sounds
Fotograf ve ses yerlestirme
Photography and sound installation
2020
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