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SANAT
TARIHCISININ
USTURASI

Renk ile
Nesnenin
Catismali
Tarihine Giris”*

Baris Acar

Her seyden once sanat tarihcisinin usturasini masanin tze-
rine birakmasi gerekiyor. Konusmaya bundan sonra baslaya-
hiliriz. O ustura ki, yalin kavramsal ayrimlar yapma gelenegi
anlaminda, biz onunla distnmeye basladik; lakin bir o ka-
dardir ve belki —yapilan yayinlarin fazlaligi Gzerinden kiyas-
layacak olursak- cok daha fazla zamandir nesnesi tUzerine
dusunmekten alikoyuyor bizi ve tam da bu ylzden usturanin
eylemini c6zimlemek ve hala ondan kurtulabilen bir “sanat”
varsa onu iyilestirmek icin geriye dogru da uzanan bir cabaya
girismek gerekiyor.

Bu sebeple tesrih oncelikle usturanin tesrihi olacaktir. Sa-
natlari kesip bicmek igin Kullanilani kesip bicmeden onun Urettigi
disunisun ¢ikmazlarini kesfetmek mimkin gortinmtyor. Bunun
ilk asamasl da so6z konusu silahin masanin Uzerine birakilmasi,
deyim yerindeyse, teslim edilmesidir. Sanat tarihgisi usturasini
teslim etmedikce cagdas sanata ve onunla birlikte olusmus olan
(ve dogal olarak sanatin tarihini katetmis olan ve artik geri donu-

st de olanaksiz olan) yeni poetik evrene girmek mimkin degildir.

ART
HISTORIAN’S
RAZOR

An Introduction
to the Conflictual
History of Color
and Object”

Baris Acar

Above all, an art historian needs to leave her/his razor aside. Only
then we can start the true process of discussion. However when
it comes to pure conceptual distinctions, it is this exact razor
from which our thinking has emerged. From the moment it was
established, art history has thus withheld us from considering its
own object. This is exactly why we need to analyze the actions
that this razor takes and engage in a retrospective effort to re-
generate “an art” that has saved itself from art history — if there
is any such thing. Considering the sheer number of publications,
one can argue that this lack of self-awareness might have been
true for an even longer period.

This article is, first of all, the dissection of that razor. Explor-
ing the dead end of the thinking that this razor has produced
does not seem possible without first dissecting the tool of dis-
section itself. This first phase thus requires us to put our weap-
on on the table; to surrender, so to say, our means of dissection.
Unless the art historian hands over her/his razor, it not possible

to grasp contemporary art and its coeval, the new poetic uni-

* Bu yazi sanatginin eserleri Uzerine kaleme alinan daha genis kapsamli bir calismadan derlenmistir.

*This article is based on an extensive study dealing with the artist’s works.
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Sanat tarihcisinin usturasina bir kronoloji bigilecekse bu
kronoloji 14. ylzyilin baslarina, Ockhamli William'a dek geri
goturulebilir. Ancak kesin olarak 18. ylzyildan bu yana Uslup-
lar tarihi diye anilmaktadir. KultUrel kodlar iginde belirli bigimsel
kaliplar araciligiyla bir Gslubun dogup gelistigi ve zaman iginde
bir digeri ile yer degistirdigi seklindeki bu okuma bigimi disiplinin
kurulus sureglerinde epey islevsel gorinmustdr. D. Carrier bunu
Principles of Art History Writing’'de’ Winckelmann’la éreklen-
dirir. Metaryal olmayan dlnyayi metaryal dinyay taklitle acik-
layan ve dogum, biyume, 6luim dizgesinde temellenen bu tarih
anlayisi kilttrel dontstime uygun estetik kategoriler yaratmak
icin kullanilmistir. H. Wolfflin'in bigimgi okumasiyla dogruguna
ulasan sanat tarihi yazimi bu disiplinlesme surecinin sonucudur.
Bu epistemolojik dizge, bir yandan ulus-devletlerin ortaya ¢ik-
ma sureglerinde imparatorluk ge¢mislerinden devralinan kiltar
mirasini yorumlayabilmek icin kullanilir, bir yandan da sosyal
alanda oldugu kadar sanatsal alanda da kendini gdsteren yeni
ve devrimci dontstmleri agikladigi icin elverislidir. Her Uslup bir
kdltdre aittir; onun simgesellidi ile yiklidur ve onun degerlerini
korur. Lakin sanat tarihinin belkemigi olarak kullanilan bu este-
tik teori kultlrden KultUre degisiklik gosteren yapilan aciklaya-
maz. Sanat yapitini “sanat” yapan seyi Kilttrel 6gelerde gordi-
gunden bir eliyle “glizel-duyu”ya yaslanarak evrensellik kapisini
acarken onu Kilturel kodlara baglayarak obur eliyle ayni kapiyi
siki sikiya Kilitler. Hele hele “caginin 6tesinde” diye anilan tekil
ya da tikel 6rnekleri timUyle gormezden geldigi igin stirekli bos-
luklar yaratarak ilerlemek zorundadir. TUm sanat tarihi gelene-
ginin kendi Uretimi olan s6z konusu bosluklar dilsel pratigiyle
yamama girisimi oldugunu bile séylemek mimkindur.?

Sanatlar Uzerinde yarattid tahribati degerlendirmeyi bir ke-
nara birakirsak, en azindan sunu rahatlikla soyleyehiliriz ki, 20.
ylzyilin ortasindan bu yana ¢oktan tarihi ge¢mis bir dili zorla-
yarak sanat tarihinin en ¢ok zarar verdigi kendi sesidir. Dilinin
gittikce korelmesine karsin ayni yaklasim ve yontemleri kullan-
mak konusunda gosterdigi Israr onu konusamaz hale getirmis-
tir. Bu sebeple cagdas sanat Uzerine soz alanlarin filozoflar ve
sosyologlar olmasi sasirtici dedildir. Simdi, filozoflarin sik sik
nesnelerinden ayrilmalari (sanat felsefecilerinin tlikenmeyen
evrensel gecerlilik arayislar ya da estetikgilerin duygulanim
alanini ¢éztimlemek konusundaki agmazlari) ile sosyologlarin
herhangi bir ddnemde tek bir drnek ya da bir sanatginin yalnizca
bir yapitindan yola cikarak kilttrel baglamda yaptiklari inan-
masi! guc genellemelerden Kkurtulmak icin sanat tarihinin alana
geri donmesi gerekiyorsa, bu oncelikle kendi sirtindaki yikten
kurtulmasi ve hemen ardindan da “kavramsal” bir yeniden insa

sUrecine girmesiyle mimkun olacaktir.

verse (which has naturally run through the same stages as has
art history, reaching a point of no-return).

The art historian’s razor can be dated back to the fourteenth
century, right to William of Ockham; it has been called the history
of discourse since the eighteenth century. Reading discourses as
a) emerging and developing within cultural codes and through
certain formal patterns, and b) being replaced by another in time
looked effective when the discipline was being established. In
Principles of Art History Writing' D. Carrier relates this to Winck-
elmann. This understanding of history that explains the non-ma-
terial world as imitating the material world is based on the cycle
of birth, growth and death and was used to create aesthetical
categories that comply with cultural transformations. Peaking
after H. Wolfflin’s formalist reading, art historiography emerged
as the result of this discipline formation. This epistemological
system is used to interpret the cultural heritage of empires dur-
ing the formation of nation-states, and it also proves useful in
accounting for the new and revolutionary transformations that
we have seen in both the social and artistic fields. Each discourse
belongs to a culture; it is loaded with the symbols available with-
in that culture and it protects existing values. Yet this aesthetical
theory, used as the backbone of art history, cannot account for
culture-specific structures. On the one hand it values cultural el-
ements as they are what makes “art” and suggests universality
by aesthetical feeling, on the other hand it limits what makes art
to cultural codes and as such rules out that universality. By its
own law it must move forward, but this creates gaps as it ignores
singular and particular examples that are ahead of their time.
One can also argue that the whole tradition of art history is an
attempt to patch self-generated gaps with linguistic practices.?

Let alone the destruction it has inflicted upon arts, more
than anything else art history has impaired its own voice
since the mid-20" century, enforcing an already outdated
language. Insisting on the same approach and methods de-
spite the eroding language it adopted, art history increas-
ingly lost its ability to speak. This is exactly why one cannot
be surprised to see philosophers and sociologists taking the
floor in contemporary art. Yet one needs to get rid of philoso-
phers digressing from their objects (philosophers of art end-
lessly questing for universal validity, or aesthetes’ dilemma
regarding the analysis of field of sensations) and sociolo-
gists’ far-fetched cultural generalizations explaining an era
based on a single case or a single work of a single artist. If
art history is to rediscover its own voice, it should first get
rid of its burdensome razor, and then start a “conceptual”

reconstruction period.

Renk Alani Resmi ve Ge¢ Resimsel Soyutlama
Sanat tarihinin keskin bilenmis usturasindan ustaca kurtu-
lan avangardlar icin 1950°li yillar kritik onemdedir. Keza bu
yillarda renk ile nesne arasindaki micadelenin en gugli an-
larindan hiri yasanacaktir. 1940'li yillardan itibaren Barnett
Newman, Mark Rothko, Ad Reinhardt, Clyfford Still, Robert
Motherwell, Kenneth Noland, Jules Olitski, Morris Louis gibi
sanatcilar, her biri kendi izledince, basta resim sanati tarihi
olmak Gzere bitin sanat tarihini bambaska bir yone dogru
sirecek bir girisimi baslatirlar.?

Soyut Disavurumculuk akiminin birer stiregi olarak ortaya ¢i-
kan Renk Alani Resmi (Color Field Painting) ve Geg-Resimsel So-
yutlama (Post Painterly Abstraction) akimlari icinde degerlendi-
rilen bu sanatgilara dair belirleyici cerceveyi Clement Greenberg,

1954-55 yillarinda “Abstract, Representational and so forth™
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Color Field Painting and Post Painterly Abstraction
Avant-gardists have always had an inherent talent for avoid-
ing the intimidating razor of art history, and in 1950s this took
a critical turn when the battle between color and object esca-
lated. From 1940s onwards, artists like Barnett Newman, Mark
Rothko, Ad Reinhardt, Clyfford Still, Robert Motherwell, Ken-
neth Noland, Jules Olitski, and Morris Louis took the initiative
to reshape history of painting along with art history itself — each
following their own path.?

Associated with the movements of Color Field Painting and
Post Painterly Abstraction (both of which are repercussions of
abstract expressionism), these artists were re-visited in the
framework developed by Clement Greenberg in his “Abstract,
Representational and so forth™ and the articles published in

Partisan Review under the title “American-Type Painting” dur-
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ve Partisan Review'de yayimladigi “American-Type Painting™
yazilarinda gelistirir. Bir yandan modernizmi de tanimlamak
gayretinde olan bu makaleler, Bati sanatinin temellendigi optik
gelenedi tiyatro sahnesi, resim sanatini da bir pencereden bu
sahneye bakiyor olma durumuyla ortaya koyar. Dogal olarak bu
gelenek mimesis ve temsil Uzerinden bicimlenen bir gelenektir.

“Giotto’'dan Courbet’ye kadar ressamin ilk gorevi, diiz yiizey
Uzerindeki U¢ boyutlu uzam yanilsamasinin icini oymakti. Bu yi-
zeyin icerisinden, sanki perdenin hemen onlinden sahneye baki-
yormus gibi bakiliyordu. Modernizm bu sahneyi oyle daraltmis-
tir ki artik arka perde, ressamin Uzerinde calismak tUzere elinde
kalan tek sey olan perdenin aynisi olmustur. Ressam bu perdeyi
ne Kadar zengin ve cesitli bicimlerde islerse islesin; Gzerine hala
anlasilabilir imajlar ciziyor olsa bile bir tir kayip duygusuyla
kars! Karsiya Kaliriz. Bu perde-resimde bizi rahatsiz eden sey
imajlarin bozunumu hatta yoklugu degil; ressamin, bedenin de
icinde hareket ettigi tlrden bir uzam yanilsamasi yaratmak zo-
runda oldugu donemlerde imajlarin bolca faydalandigi uzama
dayanan haklarin yUrirlikten kaldinlmasidir. Uzama dayanan
bu yanilsama veya yanilsama hissini, bu yanilsamayi dolduran
imajlardan daha fazla 6zleyebiliriz. Resim (picture) simdi bede-
nimizle ayni mezhebe Uye bir varlik (entity) haline geldi; artik bu
mezhebin hayali esdegerinin araci degil. Resimdeki uzam (picto-
rial space) tlm ‘igerisi’ni yitirmis ve tamamiyle ‘disarisi’ olmus
durumda. izleyici (spectator) artik kendi bulundugu uzamdan
onun igerisine kagamaz.®

Greenberg'in elestirisi Kandinski'ye dek erken modernle-
rin, dolayisiyla ilk soyut sanatcilarin da bu gelenegin etkisin-
den tam olarak siyrilamadigini soyler. Soyutlama strecleri adim
adim ilerleyerek ama sonunda timuyle dinyanin soyut bir for-
ma donusturtlmesini beraberinde getirse de, tabloda sadece
renk yUzeyi olarak soyut Kaldiginda bile anlamsal bir arka planin
temsili geride birakilmak istenmistir. Dolayisiyla temsil sistemi-
nin 6ztne dokunulmamistir.” 1950°li yillara girilirken karsimiza
cikan sanatgilarin soyut calismalari ise baska bir dogrultuda
gelismektedir. Greenberg’e gore gercek anlamiyla soyut ancak
bu sanatgilarla birlikte karsimiza cikar? Gitgide daralan resmin
arka plani (bu arka plan ister Ugtnci boyut yanilsamasi olsun
isterse ontolojik anlamdaki tinsel tabaka olsun) ile yuzey ara-
sindaki bosluk, sonunda resmin sanatgi ya da alimlayiciyla kar-
silikli durdugu bir ana kadar azalir.

Bu noktada avangard ile iliskisi baglaminda resme bakmaya
baslayabiliriz. Ben, Greenberg’ln Uzerlerine bir tir estetik teo-
risi yazmaya calisti§ bu sanatgilarin ¢abalarinin tam anlamiyla
resim ylzeyinden kopma ani oldugunu one slrecegim. Pollock

akitmalariyla kendine dek uzanan Bati sanati optik semasinin

ing 1954-55. Also hoping to define modernism, these articles
present the optical tradition (on which the Western art is based)
as a theatre stage, and the art of painting as the condition of
looking at this stage through a window. From this perspective,
this tradition is thereby, by definition, shaped by mimesis and
representation.

“From Giotto to Courbet, the painter’s first task had been
to hollow out an illusion of three-dimensional space on a flat
surface. One looked through this surface as through a prosce-
nium onto a stage. Modernism has rendered this stage so shal-
low that now its backdrop has become the same as its curtain,
which has now become all that the painter has left to work on.
No matter how richly and variously he inscribes and folds this
curtain, and even though he still outlines recognizable images
upon it, we may feel a certain sense of loss. It is not so much the
distortion or even the absence of images that we may mind in
this curtain-painting, but rather the abrogation of those spatial
rights which images used to enjoy back when the painter was
obliged to create an illusion of the same kind of space as that in
which our bodies move. This spatial illusion, or rather the sense
of it, is what we may miss even more than we do the images that
used to fill it. The picture has now become an entity belonging to
the same order of space as our bodies; it is no longer the vehicle
of an imagined equivalent of that order. Pictorial space has lost
its ‘inside.” The spectator can no longer escape into it from the
space in which he himself stands”.”

Greenberg argues that early modernists up to Kandin-
sky (that is to say, the first abstract artists) were unable
to fully break away from this tradition. Although abstrac-
tion will gradually turn the earth into an abstract form,
even when only color remains on the surface of a canvas
an artist will struggle to entirely leave behind the repre-
sentation of a semantic background. Therefore the core of
the system of representation is left intact.” However, the
abstract works of artists towards the 1950s suggest an-
other direction. According to Greenberg, it is these artists
who engendered art proper. Space between the narrow-
ing background (be this a three dimensional illusion or an
ontologically spiritual level) and the surface of canvas is
reduced to the point at which the artist and the receiver
finally stand facing each other.

At this point we can re-visit painting in its relation to avant-
garde. My claim is that the efforts of the artists on whom Green-
berg was writing a sort of aesthetic theory triggered a decisive
rupture from the surface of painting. Pollock’s drippings are the

final moments of the optical scheme of the Western art that
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son hamlesini yapmistir. Giotto'dan Pollock’a dek temsil Uze-
rinden ilerleyen gelenek sanatginin izini son kez tuale dusurdr.
sekilde arafa dulser. Greenberg’ln iddia ettidi gibi, resim artik
sadece tam 6numizde durmamakta bizzat bir nesne olarak ara-
miza karismaktadir. Newman ve Reinhardt’la beraber baslayan
resimsel cizgi bu adimdir.

“Cagdas 6zneyi parcalara ayirmaya dayanan genel bir felsefi
actklamaya gore, soyut sanat, cagdas dinyadaki yabancilas-
may! ,yeniden sunar/ temsil eder, yani bu sanatin icerigi soyut
olarak kabul edilmelidir. Gelgelelim, bu yaklasim asirt basit ve
hantaldir. Newman drneginde gecerli olan ise bunun tam tersi-
dir: Soyutlama resmin temsili icerigi degil, yalnizca Newman'in
boyarken kullandig bigimsel dildir.™

Peter de Bolla estetik deneyimi nesne edindigi Art Mat-
ters kitabinda Newman’in resimsel tutumunu biyUk bir us-
talikla inceler. Newman'in blyUk boyutlu ve dikey seritler-
le kesilmis monokrom resimleri her seyden dnce izleyicinin
Konumunu problemli hale getirir. izleyicinin bu bliyik tual-
lerle normal boyutlardaki bir yapinin icinde karsilasmasi
imkansizdir. Karsilastiginda ise onu algilamak igin duracagi
yeri bulmasi kolay olmaz. Keza resmin timund gormek icin
epeyce geri cekilmek zorundadir. Lakin o durumda da hem
sergi mekaninda baska yapitlarla kesismek durumunda kala-
cak hem de yapittan ¢ok uzaklastigi icin onunla fiziksel bagi
zayiflayacaktir. Zaten Newman'in kendisi de resimlerinin on-
larin uzaktan gorulmek icin degil, aksine yakindan bakilmak
icin oldugunu séylemistir. izleyici yeterince uzaklasamadig
resmin ontinde, yalnizca monokrom boyanmis bir ylizeyin ya-
ninda yurdr. Boylece resmin soyutlugunun salt bicimsel bir
islevi oldugunu gorebiliriz. Bu sayede resim neredeyse bir
mekan problemi haline gelmeye baslar. Heykelle arasindaki
sinir gizgisi belirsiz olmaya baslar. Kuskusuz onun arkasina
ge¢mesi mimkun degildir, ancak resmin Uzerine konmus di-
key kesikler izleyiciye zaman duygusunu deneyimletecek ve
onu bir kez daha heykele yaklastiracaktir. Aslinda burada
resmin heykele benzerligi degdildir sorun. Sorun, resmin hey-
kelin Urettigi mekansalliga benzer bir duyguya yol acmasidir.
Resmin Urettigi estetik deneyim gormeye degil, tanik olmaya
yakindir. Boylece Kklasik resim sanatinin olageldigi gibi gorsel
bir deneyimle degil, boyanin renk olarak degil nesne olarak
varligini 6ne alan deneyimle ylz ylize oldugumuzu fark ede-
riz. Dolayisiyla izleyicinin de bir tur kamusal alan Uretiminin
parcas! haline geldigini distnebiliriz.

“Aslinda bu imgeyi gorebilmeye baslamadan once bakmakta

oldugum seye tanik olmak zorundayim; bu anlamda bakmak hig
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prevailed until he emerged as an artist. Representation domi-
nated tradition from Giotto, until Pollock imprinted the artist’s
strokes to canvas one last time. After this, art falls into pur-
gatory pointing at a paradigmal change. As Greenberg puts it,
painting does not simply stand in front of us, but it becomes a
part of the crowd as an object. This change is the pictorial line
Newman and Reinhardt initiated:

“According to a general philosophical account of the frag-
mentation of the modern subject, abstract art “re-presents” the
alienation of the modern world, that is to say, its content is tak-
en to be abstract. But this is too simplistic and unsupple, and in
the case of Newman precisely the opposite is true: abstraction
is merely the formal language in which he paints and not the
representational content of the image.”™

In Art Matters, Peter de Bolla delves into aesthetic ex-
perience and presents an invaluable analysis of Newman's
pictorial approach. Newman’s large scale monochromatic
paintings cut into vertical strips primarily problematize the
position of the spectator. One would not be able to come
across a canvas of this size in a normal building and expo-
sure to his work thus makes finding the right spot to perceive
become problematized. Normally one needs to put a consid-
erable distance between herself/himself and the painting.
But then one either has to block the view of another piece in
an exhibition, or loses the physical connection with the first
painting as the distance grows. Newman reassuringly re-
marks that his paintings are not meant to be viewed at a dis-
tance, but are rather for closer inspection. Standing in front
of a too-close painting, the spectator can only perceive a
monochromatic surface. This might prove that painting’s ab-
straction possesses only a formal function. And now a paint-
ing can suggest a problem of space as the borders between
a canvas and a sculpture start vanishing. Circling around a
painting is of course impossible, but the feeling of tempo-
rality achieved through the vertical strips on the painting
brings it closer to a sculpture. Here the issue is not about
painting’s similarity to sculpture. The issue is that the spa-
tial feeling such a painting creates resembles that created
by a sculpture. The aesthetic experience created by painting
is thus closer to witnessing and further from seeing. Unlike
the visual experience of the classical art of painting, an ex-
perience prioritizing dye’s existence as object rather than as
color emerges. In this way a spectator can turn into a part of
the production of public space.

“In fact | need to witness that | am looking before | can be-

gin to see this image; in this sense looking is not like a visual
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de gorsel bir etkinlige benzemez, daha cok varligin ya da varlik
duygusunun fark edilmesine benzer. Neredeyse bir sey gorsele
ait olan alandan cikarlmis, her zamanki yerinden alinip bilinme-
dik baska bir yere goturtilmis gibidir. O sey benim kendi mevcu-
diyetimi saptamamdir. Orada olduguma, gorme yetisinin onayiyla
degil -bir aynanin 6ntinde durmuyorum-, ancak gérme duyusunun
baska bir duyu (Aydinlanma distndrlerinin icsel duyu ya da be-
geni dedikleri sey) icinde ¢cozulmesi sayesinde taniklik ederim. Bu,
zorunlu olarak gorus icinde bir dokunma duyumu uyandim, sanki
dokunma duyusu gorme yetisine dahil olmus gibidir.”™

Boylelikle Pollock’'un ve Rothko’nun tual ylzeyinde birak-
tiklari incecik izden, Kaprow’un ve Buren’in mekanlarina gecis
yapabiliriz. Minimalist Sanat, Happeningler, Enstalasyon, Per-
formans ve Video sanati gibi yeni avangard hareket ve medium-
lar bu noktada tabloya girehilirler.

Bu konunun daha detayli incelemesini Benjamin Buchloh'un
1971 yilinda kaleme aldigi, Avrupa ve Amerika tarih anlayislari-
nin cagdas sanat Uretimiyle iligkisini irdeledigi “Formalism and
Historicity”"" makalesinden takip edebiliriz. Burada Buchloh,
tarihsel avaganrdlarla yeni avangardlar arasindaki ontolojik
farklilik Gzerinde durur. Duchamp’in sanat yapiti algisina yaptidi
katkinin onun sanat yapitini “birincil nesnel gerceklikten ikin-
cil gostergesel gerceklie dontstlrme” islemi oldugu soyler.
Ancak parantez icinde hemen ekler: “tersi de dogrudur”. Yapit
artik nesnenin fiziksel/ gorsel varolusu ile sinirli degildir (belki
hi¢ olmamistir, ancak bu kopus sanat tarihinde ilk defa bu kadar
belirgindir). Bu yuzden “birincil nesne gergekligi” ile onu tanim-
layamayiz. Uzerine konusahilmek icin gostergeye dair ikincil bir
gergeklik hakkinda konusmamiz gerekir, ki bu gergeklik kav-
ramsal yapidadir. Ote yandan Buchloh bunun tersinin de gecerli
oldugunu sdylerken kavramsal olanin yapisina dair onemli bir
ipucu da verir bize. Kavramsal olan gorsel olan gibi sabit ve
degismez bir gerceklik gibi gérinmez. Cift tarafli ve gecirgen-
dir. Ontolojik anlamda bir soyutlama bigimi olarak gostergenin
kavramsal yapisi nesneyle onun kavrami arasinda harekete ge-
cebilecegimiz bir ylzey olusturur bizim igin.'

Buren ya da Kaprow gibi sanatcilarl ortaya cikaran, yani
resimsel olandan paradigmal/ epistemolojik kopusu saglayan
sey bu kavramsallasma durumudur Buchloh‘a gore. Newman,
Reinhardt, Stella gibi resimle kavram arasindaki bu gegis bolge-
sinde yer tutan sanatgilar resimden ressamca olan/ resimsele
gonderme yapan her seyi ¢ikartmislardir. Tablo timiyle acik
ve 0zerk bir nesne statlisline sigramistir. Eger ki renkten soz
ediyorsak, geriye kalan boyadir. O boya ki Robert Smithson‘dan
Jean-Michel Basquiat‘ya dek yeni avangardlar onunla sokaklari

yeniden Kesfe cikacaktir.

activity at all—it is more like a recognition of presence, or a
feeling of or for presence. It is almost as if something has been
removed from the domain of the visual, moved from its usual
place to some other, unfamiliar location. And that thing is my
own identification of self-presence. | witness myself as there
not through ocular corroboration—I am not standing in front of
a mirror—but through the decomposition of the sense of sight
into another sense (what Enlightenment thinkers called an in-
ternal sense or taste). This produces a compelling sensation of
tactility in vision, as if sight included the sense of touch.”™®

We can now turn away from the thin strips left on canvas
by Pollock and Rothko towards the spaces of Kaprow and
Buren. Avant-gardist movements and media such as Mini-
malist Art, Happenings, Installation, Performance and Video
art can now step in.

A more detailed analysis on this subject can be found in
Benjamin Buchloh’s 1971 article titled “Formalism and Histo-
ricity”"", which deals with the relationship between the under-
standing of history in Europe and the North America and the
production of art. Here, Buchloh dwells on the ontological dif-
ferences between historical and new avant-gardists, arguing
that Duchamp’s contribution to the perception of an art piece
is the act of “transforming from a primary objective reality into
a secondary mythical reality”. He adds however, that “the op-
posite is also true”. The work is no longer limited to the object’s
physical/visual existence (maybe it never was, but the rupture
is all too evident now in art history). An explanation from “pri-
mary objective reality” is not possible. Elaborating on it requires
a secondary mythical reality belonging to the sign; and this re-
ality is conceptually based on structure. When Buchloh claims
that the opposite is also true, this suggests an important hint
as to the structure of the conceptual. The conceptual does not
appear fixed and unchanging as is the visual. It is two-sided and
permeable. The conceptual structure of the sign, which is an
ontological form of abstraction, provides us with a surface on
which one can move between object and its concept.’?

What paved the way to Buren and Kaprow; that is to say,
what triggered the paradigmal and epistemological rupture from
the pictorial, according to Bucloch, is this conceptualization. Art-
ists who stand in the transition zone between painting and con-
cept (such as Newman, Reinhardt, and Stella) stripped painting
of all that is painterly and refers to the pictorial. Painting could
then acquire the status of an open and autonomous object. If we
are to talk about color, we are only left with dye. And that dye is
what new avant-gardists from Robert Smithson to Jean-Michel

Basquiat took with them as they re-discovered streets.

Yeryiizii Ayetleri
Earth Suras

200 x 200 cm

tuval Uzerine yagliboya
oil on canvas

2011
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Ekrem Kahraman Resmini Anlama ve

Yorumlama icin Kiiciik Bir Girig
Sagduyu sahibi okuyucu yazida ele aldigim Barnett Newman
resimleriyle Ekrem Kahraman arasinda nasil bir iliski oldugunu
soracaktir hemen. Haklidir. Lakin yazi buraya dek bunu anlatmayi
basaramadiysa ben bu noktada analojiler araciligiyla bunu sag-
layabilecegimi distinmiyorum. Analoji ve siniflandirma Gzerin-
den gelismis bir sanat tarihinin sagduyusudur burada okuyucuyu
yonlendiren. Benim maksadim ise iliskisizlikler Gzerinden iliskile-
nen bir sanat tarihi yaziminin olanagini arastirmak. Kahraman'in
calismalari icin kimsenin garip karsilamayacagi bicimde Dali ya
da Magritte benzetmeleri yapabilir, onun yetistigi topraklara bag-
layarak biraz metafizik resim biraz da gergekustuculige atifla
resmini agiklayabilirdim. Ondaki temsilleri ve sembolleri ¢ozmek-
le ya da cesitli hikdyeler Uzerinden onlari okumakla vakit gegire-
bilirdim. Bu, mevcut sanat tarihi anlatisina ve sanat elestirisine
uygun oldugu icin soylediklerimin siphe goturdr bir tarafi olmaz-
dr. Ote yandan belki yeni, daha 6nce (izerinde durulmamis, bir-iki
olgu Uzerinde durarak ben de bu anlatiya eklemlenebilirdim ve
boylece bu resimlerde beni ceken sey hakkinda hichir sey soyle-
memis olurdum. S6z konusu anlatinin ya da sanatcinin dogdugu
yer, sosyal belirlenimi, egilimleri vb. gibi kdkenci hikdyelerin soy-
ledikleri sey onlinde sonunda hep aynidir: Sanat yapiti doneminin
aynasidir. Ancak bu aslinda yapit Uzerine highir sey soylememek
anlamina gelir ve sanatglyi da bir illistrator konumuna sabitler.
Benim ilgimi ceken onun resimsel tercihleri ve bunun sanat tarihi
icinde uzandi§ ufuktu. Kanimca hicbir iliski kurulamadigini di-
sundtgumuz yerde poetik dilin konustuklar bize bu ezberlerden
daha taze bir bakis saglayabilir. Bir nevi resmin ufkundan yasa-
min ufkuna seyahat de denebilir belki buna.

Ekrem Kahraman resminde oldum olasi beni huzursuz
eden bir sey vardi. Kendisine bunu soyledigimde de ilgiyle
dinlemisti. Simdi bu yazi aracigiliyla bunu biraz olsun somut-
lastirabildigimi dUstntyorum. Kahraman‘in islerinin belirli bir
optik gelenege yaslanan yonleri, kendine 6zgu resimsel ter-
cihleri ve bu tercihlerden sapma anlari var. iste benim ama-
cim bu resimsel amaclarin niteligine, onlardan sapma anla-
rina ve giderek karsimdaki bu resimleri sanat yapan seyin ne
olduguna yaklasmaya calismak oldu.

Bir adim daha oteye gegmeme izin verilirse, sanatginin da,
Kant'in Yargi Yetisinin Elestirisi’nde ele aldi§i anlamda yapitin
ruh’unu ima ederek, temsil sorunlarinin otesinde sanatsal an-
lamda bir yasama karisma girisimi icinde oldugunu disUnuyo-
rum. Aksi takdirde resimlerinin Uzerine konmus boya tuselerini
agiklamak imkansiz olurdu. Renkle boya arasinda surekli bir ge-

rilim var bu resimlerde. Cogunlugun aksine onlara bakarken ben

A Short Introduction to Understand and

Interpret Ekrem Kahraman’s Painting
A reasonable reader may guestion the relation between Barnett
Newman'’s paintings and those of Ekrem Kahraman. The reader
would be right to do. However, if this article has not yet shown
the approach to this question, even the best analogies may also
fall short, because the reader is already being guided by an art
history based on analogy and classification. My intention here
is to look into the possibility of writing an art history fusing the
uncorrelated into correlation. | could relate Kahraman’s works
to Dali or Magritte, and no one would be surprised. Alternatively
| could explain his painting through his background, referring to
metaphysics and surrealism. Dealing with an analysis of the
representations and symbols available in his painting, or en-
gaging in a reading based on various stories, could be viable
options. As this would fit in the existing narrative of art history
and art criticism, no one would guestion my remarks. Focus-
ing on new and previously unnoticed aspects, | could be a part
of this narrative and slip away without saying a word on what
attracts me in his painting. Such narratives, or stories covering
when and where an artist was born, her/his social determina-
tion, tendencies, and etc. convey a single message: an artwork
mirrors its own era. But this says nothing and reduces artist to
only an illustrator of history. | was personally attracted by his
pictorial choices and the position of these choices within art his-
tory. | believe that wherever we think no relations exist, poetic
language can equip us with a perspective fresher than any as-
sumptions. One can call this a journey from painting’s horizon
into that of life.

| used to be somewhat uneasy looking at Ekrem Kahra-
man’s paintings. When | told him of this uneasiness, he listened
with great interest. Now | hope this text somewhat clarifies my
points. Certain aspects of Kahraman’s works rely on a certain
optical tradition: his works possess sui generis pictorial choices,
and there are certain deviations from these choices. My objec-
tive was to grasp the characteristics of these pictorial aims,
these moments of deviations, and ultimately understand what
makes all these paintings art.

If it does not sound too ambitious, | would claim that the art-
ist attempts to engage in an artistic regeneration of life (rather
than issues of representation) suggesting a work’s spirit, in the
sense in which Kant approaches the issue in his The Critique of
Judgment. Explaining the touches used to put dye on his paint-
ings would otherwise be impossible. There is a constant tension
between color and dye in these paintings. Unlike others, | saw

no plains, moors, soil, canopies, clouds, and similar representa-

hichir zaman ova, bozKkir, toprak, tente, ¢adir, bulut vh. temsiller
gormedim. Hatta bu aciklamalari okudugumda donutp donip re-
simlere yeniden bakma ihtiyaci duydum. Hakikatten bu s6zctk-
lerle baktigimiz zaman gordigumiz seylerin dogru tasvir edildi-
gini dustnmemek garip kagiyor. Ancak nesnelerin kimligine dair
bu yaman saptamalar, ne bulutun neden surrekli karsimiza ¢ik-
tigini acikliyor ne de resme bir anda kiiclk dairesel noktalarin,
renk plakalarinin, geometrik formlarin, uzun ¢ubuksu yapilarin,
Kimi zaman serigrafiyle aktarilmis fotograf parcalarinin girisi-
ni anlamli Kiliyor. Ancak yeni bir anlatidan beslenerek, anlatiyi
tekrar ederek bu acik kapatilmaya calisiliyor.

Zaman icinde, Ekrem Kahraman’'in resimlerine baktikga,
onlarda beni huzursuz eden seyi buldugumu saniyorum. Ken-
disi buna golge dese de, ben, resmin kimi zaman monokroma
yaklasan arkaplaniyla 6nplanindaki nesneler arasina yerlestiril-
mis mesafe olarak gortiyorum bu huzursuzlugun sebebini. Oysa

bu resimler katman resimleri de degiller. Bu anlamda st Uste
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tions. On the contrary, | had to go back and check those paint-
ings again upon reading such comments. Having these words
as you look at them, you cannot avoid thinking they are de-
picted just right. These findings regarding the identity of object,
however, does not explain why cloud is a recurring theme, nor
do they explain the logic behind small circular points, colorful
plates, geometrical forms, long strips, or pieces of photographs
transferred with screen printing (silk-screen). Using a narrative
again, and actually repeating the same narrative, these findings
only try to make up for a gap.

Looking at Ekrem Kahraman'’s painting, | believe | have
gradually realized what makes me uneasy. Although the artist
himself calls this shadow, | see it as the distance placed be-
tween an almost monochromatic background and objects in the
foreground. And it is this distance that makes me uneasy. But
these paintings are not simply composed of layers. They are

not meant to pile up and generate texture, or create a feeling of
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yiginlasip dokulasmayi ya da bir derinlik duyumu elde edilme
cabasini da gostermiyorlar. Zaman zaman boya ile renk arasin-
da ressamin eylemini seziyoruz. Ancak o bunda da israrci degil.
Resmin baska bir kosesinde timUlyle suskun ince bir renk ta-
bakasi Karsimiza cikiyor. icinden geldigi ve disina dogru baktigi
geleneklerin harmoniye oturmayan sesleri gibiler. Yan yana ama
ic ice degil. Mesafe olarak andigim renk bolgeleri bu iki gele-
nek arasindaki ayrimi yaratiyor bir yandan. Boya ve rengi ayir-
di§i gibi, ressam ve resmini de birbirinden ayiriyor. Bunun ayni
zamanda kavramsal bir insa ve politik bir tutum oldudunu one
surebilir miyiz?

Ekrem Kahraman resmi sanat tarihinin usturasini vurdugu
yeri cok guzel gosteriyor bize. Akademik dilin kurallarini ve o
dilden kendini dinyaya firlatmayi deneyen sanatglyi... Bu da

bize asagdi dogru calisan usturanin yukari dogru da ayni serilikte

kayabilecegini bir kez daha animsatiyor.

depth. Now and again we sense the painter’s actions between
dye and color. Yet he is not insistent. A totally silent, thin layer
of color appears in another corner. They are like the harmony-
disturbing sounds of the tradition in which he grew up and be-
yond which he observes... They are adjacent, yet not conjunct.
Color fields (what | call distance) underline the difference be-
tween these two traditions. Just like it separates dye and color,
it also separates the artist and his painting. Can we claim that
this is simultaneously a conceptual construction and a political
approach?

Ekrem Kahraman'’s paintings aptly display the strike of that
razor belonging to art history. It shows us both the rules of aca-
demic language and also an artist bolting from that language
towards the world... And this reminds us the fact the razor can

move against the grain as fast as it does downwards.

Klasik Yanilgi

Classic Illlusion
130x130 cm

tuval Uzerine yagliboya
oil on canvas

2014
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2001. Terakki Vakfi Sanat Galerisi, istanbul
1999. Asmalimescit Sanat Galerisi Stockholm Sanat Fuarl, isveg
Akpinar Sanat Galerisi, Ankara
Devlet Guzel Sanatlar Galerisi, Canakkale
VakKo Sanat Galerisi, istanbul
Vakko Sanat Galerisi, Ankara
1998. Emlak Bankas! Sanat Galerisi, istanbul
Asmalimescit Sanat Galerisi, istanbul
Artium Sanat Galerisi, Ankara
Palet Sanat Galerisi, Eskisehir
Cosku Sanat Galerisi, izmir
Orkun-0Ozan Sanat Galerisi, Antalya
1997. Halkbank Sanat Galerisi, Ankara
GOriintl Sanat Galerisi, Adana
Palet Sanat Galerisi, Eskisehir
1996. Vakko Sanat Galerisi, izmir
Kas Sanat Galerisi, istanbul
1995. Santiye MD. Sanat Galerisi, izmir
Artium Sanat Galerisi, Ankara
AKpinar Sanat Galerisi, Ankara
Orkun-0zan Sanat Galerisi, Antalya
1994. Artium Sanat Galerisi, Ankara
1993. Yap! Kredi Sanat Glerisi, lzmir
Yurt ® Dinya Gallery, Istanbul

1948. Tarsus
1971. Istanbul Education Institute Painting Department

EXHIBITIONS
2015. Milli Reastirans Art Galery, Istanbul
Bandirma Culture Center, Bandirma
2014. Soyut Art Gallery, Ankara
2013. RenArt Art Gallery, Istanbul
2012. Nar Art Gallery, Konak Pier, Izmir
2011. Akademist Art Gallery, |zmir
2010. Elele Art Gallery, Ankara
The Marmara Pera, Istanbul
Arete Art Gallery, Ankara
2009. Eranus Art Gallery, Ankara
Kare Art Gallery, Istanbul
Konak Municipality Glizelyali Culture Center Art Gallery, |zmir
2008. Galeri Artist Cukurcuma, Istanbul
Altan Art Gallery, Adana
Helikon Art Gallery, Ankara
2007. Taki Antika Art Gallery, Ankara
2006. Atatlrk Culture Center, Istanbul
2005. Galeri Artist Cukurcuma, Istanbul
Asmalimescit Art Gallery, Istanbul
Nurol Art Gallery, Ankara
2004. Atatlrk Culture Center, Istanbul
Leonardo Art Gallery, Istanbul
Galeri Vinci, Istanbul
2003. Ziraat Bank Tunel Art Gallery, Istanbul
Cagla Cabaoglu Art Gallery, Istanbul
2002. Atatlrk Culture Center, Istanbul
Contemporary Arts Center, Ankara
2001. Terakki Vakfi Art Gallery, Istanbul
1999. Asmali Mescit Art Gallery Stockholm Art Fair, Stockholm
Akpinar Art Gallery, Ankara
Canakkale State Fine Arts Gallery, Canakkale
Vakko Art Gallery, Istanbul
Vakko Art Gallery, Ankara
1998. Emlak Bank Art Gallery, Istanbul
Asmali Mescit Art Gallery, Istanbul
Artium Art Gallery, Ankara
Palet Art Gallery, Eskisehir
Cosku Art Gallery, lzmir
Orkun-0zan Art Gallery, Antalya
1997. Halkbank Art Gallery, Ankara
GOrUntd Art Gallery, Adana
Palet Art Gallery, Eskisehir
1996. Vakko Art Gallery, lzmir
Kas art Gallery, Istanbul
1995. Santiye Md. Art Gallery, lzmir
Artium Art Gallery, Ankara
AKpinar Art Gallery, Ankara
Orkun-0zan Art Gallery, Antalya
1994. Artium Art Gallery, Ankara
1993. Yap! Kredi Art Gallery, Izmir
Yurt ® Dinya Gallery, Istanbul

1992. Yapi Kredi Kazim Taskent Sanat Galerisi, istanbul
Yap! Kredi Kemal Satir Sanat Galerisi, Adana
Yurt ve Diinya Sanat Galerisi, istanbul
Yap! Kredi Sanat Galerisi, izmir
1991. Sanfa Sanat Galerisi, istanbul
Garanti Sanat Galerisi, istanbul
Devlet Glzel Sanatlar Galerisi, Ankara
Akpinar Sanat Galerisi, Ankara
Devlet Glzel Sanatlar Galerisi, Eskisehir
1990. Armoni Sanat Galerisi, Ankara
Gorbon Sanat Galerisi, istanbul
Atatiirk Kltir Merkezi istanbul
1989. Destek Reasiirans Sanat Galerisi, istanbul
Grifon Sanat Galerisi, Ankara
Amerikan Kultur Merkezi, Ankara
Ozden Sanat Galerisi, istanbul
Amerikan Kiltir Merkezi, izmir
Palet Sanat Galerisi, Eskisehir
1988. Devlet Glizel Sanatlar Galerisi, istanbul
1987. Akbank Sanat Galerisi, Corum
Sanat Yapim Atélye Galerisi, Ankara
Gliltekin Elibal Sanat Galerisi, istanbul
Kulttr Merkezi, Bandirma
Devlet Glzel Sanatlar Galerisi, Balikesir
1986. VakKo Sanat Galerisi, izmir
Vakko Sanat Galerisi, Ankara
Klagenfurt Sehir Galerisi, Avusturya
Graz Asya-Afrika Kultlr Enstitlsu Galerisi, Avusturya
Devlet Glzel Sanatlar Galerisi, Eskisehir
1985. Milli Fuar Sanat Galerisi, Balikesir
1984. Resim ve Heykel Miizesi, izmir
Sanat Yapim Atolye Galerisi, Ankara
1983. Urart Basin Sanat Galerisi, Adana
Taksim Sanat Galerisi, istanbul
Tabar Sanat Galerisi, istanbul

KARMA SERGILERDEN SECMELER

1984 Devlet Resim ve Heykel Sergisi

1985 “Cagdas Turk Sanati Sergisi” 1. Asya-Avrupa Bienali
1991-96 1., 2., 3., 4., 5., 6., 7. Istanbul Sanat Fuari

1993 - 94 13., 14. Uluslararasi Stockholm Sanat Fuari
1994 - TIAS’ 94 Tokyo Uluslararasi Sanat Fuari

1998 - 18. Uluslararasi Stockholm Sanat Fuari

ODULLER
1991. Denizli Ana Sigorta Resim Yarismasi Oduli
Adana Cimento Resim Yarigsmasi 2. Odiili
1986. 3. Yunus Emre Resim Yarismasi Odili
1988. 1.0rman Genel Miidiirligii Resim Yarismasi Basari Odiilii
5. Yunus Emre Resim Yarismasi Odiilii
Avanos Belediyesi Cagrili Sanatcilar 2. Oduld
Beyaz Altin Resim Yarismasi 2. Oduili
2. Tekel Resim Yarismasi 2. Odili
22.DYO Resim Yarismasi Odiilii
Kazlicesme Resim Yarismasi Odild
6. Yunus Emre Resim Yarismasi Odiilii
1984. 1. Talens Resim Yarismasi Odiilii
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1992. Yapi Kredi Kazim Taskent Art Gallery, Istanbul
Yapi Kredi Kemal Satir Art Gallery, Adana
Yurt ve Dinya Art Gallery, Istanbul
Yapi Kredi Art Gallery, lzmir
1991. Sanfa Art Gallery, Istanbul
Garanti Art Gallery, Istanbul
State Fine Arts Gallery, Ankara
AKkpinar Art Gallery, Ankara
State Fine Arts Gallery, Eskisehir
1990. Armoni Art Gallery, Ankara
Gorbon Art Gallery, Istanbul
Atatiirk Culture Center, Istanbul
1989. Destek Reaslrans Art Gallery, Istanbul
Grifon Art Gallery, Ankara
American Culture Center, Ankara
Ozden Art Gallery, Istanbul
American Culture Center, lzmir
Palet Art Gallery, Eskisehir
1988. State Fine Arts Gallery, Istanbul
1987. Akbank Art Gallery, Corum
Sanat Yapim Workshop Gallery, Ankara
GUltekin Elibal Art Gallery, Istanbul
Bandirma Culture Center, Bandirma
State Fine Arts Gallery, Balikesir
1986. Vakko Art Gallery, lzmir
Vakko Art Gallery, Ankara
Klagenfurt City Art Gallery, Austria
Graz Asia-Africa Culture Institute Gallery, Austria
State Fine Arts Gallery, Eskisehir
1985. National Fair Art Gallery, Balikesir
1984. Painting and Sculpture Museum, lzmir
Sanat Yapim Workshop Gallery, Ankara
1983. Urart Basin Art Gallery, Adana
Taksim Art Gallery, Istanbul
Tabar Art Gallery, Istanbul

SELECTED GROUP EXHIBITIONS

1998 18th International Stockholm Art Fair

1994 TIAS'S4 Tokyo International Art Fair

1993-1994 13th, 14th International Stockholm Art Fair
1991-1996 1., 2., 3., 4., 5., 6., 7th Istanbul Art Fair

1985 “Contemporary Turkish Art Exhibition” 1st Asia-Europe Biennial

1984 State Painting and Sculpture Exhibition

AWARDS

1991. Denizli Home Insurance Painting Competition Award
Adana Cimento Painting Competition 2. Prize

1986. 3. Yunus Emre Painting Competition Award

1988. 1. General Directorate of Forestry Painting Competition Award

5. Yunus Emre Painting Competition Award
Avanos Municipality Painting Competition 2. Prize
Beyaz Altin Painting Competition 2. Prize
2. Tekel Painting Competition 2. Prize
22. DYO Painting Competition Award
Kazligesme Painting Competition Award
6. Yunus Emre Painting Competition Award
1984. 1. Talens Painting Competition Award



1983. IX. Akdeniz Festival Resim Yarismasi Odild
17. DYO Resim Yarismasi Odili
Ev-Ofis Dergisi Basari Oduilii
3. VAKKO Bilyiik Resim Yarismasi Odiilii

KITAPLARI

Sessiz Bir Aski Dillendirmek (Siir, ilgi Yayinlari, 1985)

Rihtim ve lhlamur (Siir, Alaz Yayincilik, 1987)

Fisittilar ve Cigliklar (Siir, Romans Sanat Yapim Yayinlari, 1992)
Kelebek Darbimeseli (Romans Sanat Yapim Yayinlari, 1994)
Atesin Pesinde/Yasam, Sanat, ideoloji

(Deneme, Elestiri, Bilim Sanat Galerisi Yayinlari, 2002)

Askolsun Hayat (Toplu Siirler, Bilim Sanat Galerisi Yayinlari, 2002)
Secme Siirler, (Cekirdek Sanat yayinlari, 2007)

Sogukta Mese Agaci, (Art Shop Yayinlar, istanbul, 2012)

Sesli DUstinmek, (Renart Sanat Galerisi ve Artshop yayinlari, 2013)

HAKKINDA YAYIMLANAN KIiTAPLAR KATALOGLAR

Sonsuz ve Ciplak ( Ankara Sanat Yapim, Kaya Ozsezgin, Mehmet
Ergiiven, Onder Senyapili, ibrahim Ciftcioglu, Neriman Samurcay,
ibrahim Oluklu, Ankara, 1989)

Ekrem Kahraman (Yapi Kredi Kultlr Merkezi, Mehmet Erguiven,
istanbul, 1993)

Gergek ve Dislem Caprazinda Bir Dogda Siirinin Anatomisi: Ekrem
Kahraman (Kaya Ozsezgin, Bilim Sanat Galerisi, istanbul,1993)
Ekrem Kahraman Posterbook (Marilyn Hanson, Kas Sanat Galerisi,
istanbul, 1998)

Kahraman, (Zafer Enver Bilgin, Asmalimescit Sanat Galerisi, istanbul,
1999)

KAHRAMAN 1-2 (Kaya Ozsezgin, Marilyn Hanson, Bedrettin Dal,
Mehmet Ergliven, Levent Calikoglu, Ozdemir ince, Zafer E. Bilgin, Baris
Saribas, Tuncay Takmaz, Umit Gezgin, Bilim Sanat Galerisi, istanbul,
2002)

Aradigin Yerlerde Degilim Artik: Yasami, Sanati, Kisiligi ile Ekrem
Kahraman (Bilim Sanat Galerisi, istanbul, 2002)

KAHRAMAN, (Umit Gezgin, Cagla Cabaoglu Sanat Galerisi, istanbul,
2003)

Kendimize Ait Ovalarda, Kendimize Ait Daglarda,

(-Baris Saribas ile birlikte- Bilim Sanat Galerisi, Istanbul, 2004)
Diinya Nereye Gidiyor? (-Tuncay Takmaz ile birlikte- ilayda Sanat
Galerisi, Istanbul, 2006)

Kahraman, (Firat Arapoglu, Melis Boyaci, Belgin Balaoglu Alagoz,
Umit Gezgin, Arete Sanat Galerisi, Ankara, 2010)

Karsiliksiz Utopya (Ali Simsek, Bandirma Belediyesi Kiltiir Merkezi,
Bandirma, 2015)

Yeryiizi Dualari (Baris Acar, Milli Reasiirans sanat Galerisi, Istanbul,
2015)

FILMLER

Ekrem Kahraman: Hayalperest Bir Ciftciyim Ben (25dk.)
Yonetmen: Birsen Hatipoglu (2002)

Kendimize Ait Ovalarda, Kendimize Ait Daglarda! (58dk.)
(Baris Saribas ile birlikte)

Yonetmen: Sureyya Ahiskalioglu (2005)

1983. IX. Akdeniz Festival Photo Competition Award
17. DYO Painting Competition Award
Home-Office Magazine Success Award
3. VAKKO Great Painting Competition Award

BOOKS

A Silent Love Reveals (Poetry, ilgi Publishing, 1985)

Piers and Lime (Poetry, Alaz Publishing, 1987)

Whispers and Cries (Poetry, Romance Art Production Publishing, 1992)
Adage of the butterfly (Romans Publication of Art Production, 1994)
Pursuit to the fire /Life, Art, Ideology Essays, Criticism)

(Bilim Sanat Art Gallery Publications, 2002)

Whatever Life, (Collected Poems, Bilim Sanat Art Gallery Publications,
2002)

Selected Poems, (Cekirdek Art Publications, 2007)

Oak in the cold, (Art shop Publications, Istanbul, 2012)

Loud Thinking, (Renart Art Gallery and Artshop Publications, 2013)

BOOK AND CATALOGS PUBLISHED ABOUT THE ARTIST

Infinite and Naked, (Kaya Ozsezgin, Mehmet Ergiiven, Onder
Senyapili, ibrahim Ciftcioglu, Neriman Samurcay, ibrahim Oluklu,
Ankara Sanat Yapim, Ankara, 1989)

Ekrem Kahraman (Mehmet Ergliven,Yapi Kredi Cultural Center,
Istanbul, 1993)

Anatomy of a Natural Poetry Between Real and Phantasy: Ekrem
Kahraman

(Kaya Ozsezgin, Bilim Sanat Art Gallery, Istanbul, 1993)

Ekrem Kahraman Posterbook (Marilyn Hanson, Kas Art Gallery
Publications, 1998)

Kahraman, (Zafer Enver Bilgin, Asmalimescit Art Gallery, Istanbul,
1999)

KAHRAMAN 1-2 (Kaya Ozsezgin, Marilyn Hanson Bedrettin Dal,
Mehmet Ergiiven, Levent Calikoglu, Ozdemir ince, Zafer E. Bilgin,
Baris Saribas, Tuncay Takmaz, Umit Gezgin, Bilim Sanat Art Gallery,
Istanbul, 2002)

| Am Not There Where You Looking For: Life, Art, Personality of
Ekrem Kahraman (Bilim Sanat Art Gallery, 2002)

KAHRAMAN, (Umit Gezgin, Cagla Cabaoglu Art Gallery, Istanbul,
2003)

In our own plains, in our own mountains! (-with Baris Saribas- Bilim
Sanat Art Gallery, Istanbul, 2004)

Where goes the World (-with Tuncay takmaz- ilayda Art Galery,
Istanbul, 2006)

Kahraman, (Firat Arapoglu, Melis Boyaci, Belgin Balaoglu Alagoz,
Umit Gezgin, Arete Art Gallery, Ankara, 2010)

Unrequited Utopia (Ali Simsek, Bandirma Municipal Cultural Center,
2015)

Eart Prayers, (Baris Acar, Milli Reaslrans Art Gallery, Istanbul,
2015)

MOVIES

Ekrem Kahraman: I'am a dreamy farmer (25min.)
Director: Birsen Hatipoglu (2002)

In our own plains, in our own mountains! (58 min.)
(with Baris Saribas)

Director: Streyya Ahiskalioglu (2005)



