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DY: Uretimlerini, donyayla kurdugun
iliskinin yansimalari olarak dUsinUyorum.
Duygulardan, duyarhliklardan,
micadelelerden hareket etmekse pratiginin
temelini olusturuyor. Neriman Polat'in
sanatsal pratiginde belirgin olan izlegi,
Uretim bigimi ve ele aldigi malzemeleri
kullanma yéntemleri Gzerine kisa bir tarif
verecek olsak, nasil baslardik?

NP: Dikkatli bir gézlemci olmaya
calistyorum. Hem dis dinya hem de i¢
dinyami gézlemleyerek basliyor ¢alismalar.
Olaylar, kurgular ve duygular bunlari bir
araya getirebilme istegi. Bir tir deneyim
alani olarak gériyorum sanatsal Uretimi. isin
ve konunun kendisi malzemeleri belirliyor.
Genellikle ne ile ¢alisacagimi yani hangi
malzemelerle ¢alisacadimi, ¢alismanin sireci
ya da disitncenin bigimi belirliyor. Yillar
icerisinde fotografi kullandigim ¢alismalar
ve video son yillarda kumaslar, bazi tekstil
Urdnleri temel malzemelerim oldu ve bu
degisebilirlige agik. Ben toplumsal olanin
Uzerimde yarattigi etkilerden hareket
etmeye, onlari anlamaya ve déniUstirmeye
calistyorum.

MWK: Tam bu noktada Derya'nin
sorusuna biraz daha yakindan bakmak
istiyorum. Son sdyleyecedimi de biraz
basta séyleyerek, nagizane bir gézlemle
yola ¢ikmak ve ardindan biraz kisisele
kagan bir soru sormak istiyorum. Senin
calismalarin kolektif bilingdisinin kolturel/
toplumsal psikolojiyi besleyen yapi taslari
gibi gérunuyor bana. Uretiminin bir kismina
kusbakisi baktigimizda, kuvvetli sekilde;
yapisal meseleler gériyoruz: Kentlesme
sorunu, etnik ve inangsal sorunlar, cinsiyet
meselesi gibi... imgelerinde toplumsal ve
mekdnsal katmanlara yayiliyor bu durumlar.
Cocuklar, kadinlar, isciler, etnik ve dini
gruplar, kisaca, bastirilmis gruplarin varlig
s6z konusu. Neredeyse kiltUrel, hukuksal,
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DY: | imagine your works as reflections of
the relationship you form with the world.
Departing from emotions, sensitivities
and struggles constitute the foundation of
your practice. How would we begin if we
were to present a brief description of the
pronounced theme(s), form(s) of production
and material(s) in Neriman Polat's artistic
practice?

NP: | try to be a good observer. The works
begin by observing both the outside world
and my own inner world. Events, constructs
and emotions, and the desire to bring them
together. | perceive artistic production as
a specific field of experience. The work and
the subject matter determine the materials.
Generally, the process or the form of thought
determines the materials | will work with.
Over the years, photography and video, and
in recent years, fabrics and certain textile
products have been my main materials, and
this can change. | try to depart from the
impact of the social, and to understand and
transform this impact.

MWAK: At this precise point, | would like to
take a closer look at Derya's question. | will
say what | wanted to say at the end now,
present you with a humble observation,
and then ask a perhaps slightly personal
question. Your works seem to me to
include the building blocks of the collective
unconscious, blocks that nurture cultural/
social psychology. A bird's-eye-view of a
certain section of your works powerfully
reveals structural issues: The problem
of urbanization, ethnic and religious
problems, the problem of gender... In
your images, these issues spread across
social and spatial layers. Children, women,
workers, ethnic and religious groups, in
brief, oppressed groups are presented in
your works. We see, to put it bluntly, the
ready-mades of the faults of a society
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sosyal, idari ve iktisadi hi¢gbir sorununu
tam olarak ¢6zUme kavusturamamis ama
bunu -mis gibi' yapip yasamaya devam
eden bir toplumun, amiyane deyimle,
defolarinin hazir nesnelerini gériyoruz
¢alismalarinda. KiltUrel ve sosyal
parcalanmishgin tas agirligindaki izleri

de sayilabilir bunlar. Bunu modernlesme
veya modernlesememe sendromu yasayan
ve de bunu atlatamayan bir cografyanin

yasadidi ruhsal sikismislk olarak okuyorum.

Yani agir ve derin mevzulari sanatsal diline
dolamaktan ¢ekinmiyorsun. Herkesge
bilinen ama kimsenin pek séz almak
istemedigi, etrafinda dolanilan, bir turl
dile dokilemeyen; ayip, sakincall, hassas,
yasak ya da tabu haline gelmis bir kiltirel
nosyonlarin ikiy0zIUl0gonU ifsa eden bir
plastik rejim gérUyoruz. Ayrica, bUtUne
baktiyimizda, mizahi/ironik ¢calismalarini
da dahil ederek séyleyebilirim ki odada

bir filin durdugunu isaret etmek istedigini
dustntyorum. Ozetlersek, yiUzlesememe
hallerinin gorinur kilindigi bir tavir

var sanatsal pratiginde. Hatta benim
acimdan; iki érnek ¢alisman uzun yillara
yayilan sanatsal yolculugunun sifreleri gibi
geliyor: Deniz Analari videosu ve Nurcan
Gindogan'la Kasa'da sergilediginiz Kuyu
adli ¢galismalar. Bu iki calisma arasinda
gegen sUre neredeyse yirmi yil, Deniz
Analari yavas yavas yaklasan tehlikenin
gorilmek istenmeyen halini gdsterirken,
akan zaman bizi Kuyu basina gétiriyor.
Bizi getirip biraktigin yer: bir Kuyu. Kuyu da
kanimca, alegorik olarak, bir nevi Turkiye
gerc¢edi idi ve senin bizi tasimak istedigin
yeri isaret ediyordu: Kuyuya bakma ciretini
Ustlenmek! Dibinde az miktarda bulanik su
kalmis, kanitlarla dolu bir su¢ mahallinin
kayitsizlikla ilerleyerek bir karsi anita
doénismesi, gincel olarak durdugumuz yeri
mi gdsteriyordu bize, diye kendi kendime
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that has failed to bring a full solution to
its cultural, legal, social, administrative
and economic problems, but pretends to
have done so. They could also be described
as the rock-heavy traces of cultural and
social fragmentation. | read this as the
spiritual congestion of a land experiencing
a syndrome of modernization, or rather,
the failure to modernize, and the ensuing
frustration to overcome this failure. In other
words, you don't abstain from artistically
engaging with deeper and heavier issues.
In your works we bear witness to a plastic
artistic regime that exposes the hypocrisy
of cultural notions; challenging issues that
everyone is aware of but no one speaks
about; issues that are skirted around; that
can never be spoken about; the shameful,
undesirable, sensitive, prohibited or taboo.
What's more, looking at the works as a
whole, and including your humouristic/
ironic works, too, | can say that you want to
point at the elephant in the room. In brief,
your artistic practice involves an attitude
which renders visible certain forms of failure
or refusal to confront. And in fact, for me,
two of your works seem like they hold the
code of your artistic journey spreading out
across many years: The Jellyfish video, and
the works titled The Well, which you made
in collaboration with Nurcan Girdogan,
and exhibited at Kasa. There are almost
twenty years between these two works!
Jellyfish reveals an aspect of the impending
danger that one does not want to see,
while the passing time takes us to the
head of The Well. The place you bring and
leave us at is: A Well. And the well, in my
view, allegorically, was a fact of Turkey,
and pointed at the place you wanted to
transport us to: To display the courage

to look into the well! A puddle of muddy
water at its bottom, the well, this crime
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soruyorum. Yani sen hem kisisel olani hem
de evrensel olani cok kurmacanin alanina
tasimadan son derece kendine 6zgU
bUtinsel bir dil igcinde sunuyorsun bdylece.

Simdi sormak istedigime gelirsek eger:
Turkiye, sosyal/kUltUrel/politik meseleleri
dert edinmis bir sanatgli i¢in nasil bir yer?
Bunca netameli mevzunun bitin dehsetiyle
suregeldigi bir cografyada sanat¢i duyarhgi
nereden kurulur? Nasil bir tavirla bas edilir
bu gayya kuyusuyla? Senin bakisini bu
manada tarihsel olarak nereye koyabiliriz?

NP: Saptamalarina katiliyorum, bir¢ok seyi
hatirlattin bana tesekkir ederim. Kendi
sorunlariyla yizlesemeyen bir toplum igcinde
sanat Uretimi nasil olur? Bu noktada sanatgi
duyarliigi 5nemli bir sey midir? Kisisel
deneyimler nerelerde paylasima agilir, yizeye
cikartilir ve dretimin i¢inde yer alir? Bu gayya
kuyusunun i¢inde erimeden nasil varolunur?
Ben genellikle bu tir sorularla bogusuyorum.
Sorular ve gézlemler Gretimimin par¢asi
oluyorlar. Bazen cevap vermek degil, soruyu
sormak, hatta soruya bakmak gibi... Aslinda
bircok konunun Uzerinde ¢alismak bu Ulkede
zor, neye dokunsan tabu, hatta sug. Ben
yapabilirligimin sinirlarini arastiriyorum,
sik sik sinira ¢arpip, sinirlarimi esnetmeye
calistyorum. Bazen bunun hissi fazla kuvvetli
oluyor, 6fkeye dénuUsebiliyor. Yasadigim,
hissettigim her ne ise ondan kagmadan
yani yUzlesmeye ¢alisarak Gretmeye gayret
ediyorum. Ne kadar 6zgirlesmeye ¢alissam
da otosansir mekanizmasi alttan alta
isliyor. Ama onunla da basetmeye ¢alisarak
ilerlemeye ¢alisiyorum. Toplumsal ve kisiselin
i¢ ice gectigi bir alanda yer almak kolay
olmuyor. Senin de isaret ettigin gibi strekli,
modernlik serUveni etrafinda sikismis bir
toplumun gelgitleri, olusturdugu estetik,
ve gitgide artan siddet benim etrafinda
dolastigim konular. Yillar 6nce Urettigim
“Denizanalar” videosu daha metaforik ve
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scene scattered with evidence, indifferently
progressed to turn into an anti-monument.
And | ask myself, did it then show us where
we currently stand? In other words, in this
way, you manage to present, through a
highly unique, integrated language, both
the personal and the universal, without
transporting them too further into the field
of fiction.

Now, on to my question: What kind of

a place is Turkey for an artist concerned
about social/cultural/political issues? From
which vantage point is artistic sensitivity
constructed in a land where so many
sinister events continue to take place in all
their horror? With what sort of an attitude
can one cope with this well of chaos?

And where may we historically place your
viewpoint in this context?

NP: | agree with the points you made, you
have reminded me of many things, and

I thank you for that. How does artistic
production proceed in a society which refuses
to confront its past? Does artistic sensitivity
play any role at this point? When do personal
experiences get to be shared, brought

to the surface and included in artistic
production? How can one exist without
dissolving in this well of chaos? These are the
kind of questions | generally struggle with.
Questions and observations become part of
the production. Sometimes, it matters less
to find an answer, what counts is asking the
question, or even looking at the question... In
fact, it is difficult to work on many subjects
in this country, whatever you touch, it is
either a taboo, or even a crime. | investigate
the boundaries of engagement, | often

clash with these borders, and | try to flex

my own boundaries. Sometimes the feeling
it creates is too strong, and it can turn

into anger. | strive to produce by refusing

to escape from what | experience, what |
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belki umutlu bir anlatim iken, “Kuyu" bize
siddeti ¢ok daha yogun hissettiriyor, bir tir
karsi — anita déniUsuUyor. Erkekler tarafindan
oldurdlen kadinlar, kadin cinayetleri yine
durmadan gindeme getirmeye ¢alistigim bir
konu ¢UnkU katlanarak artiyor.

DY: Siddetin ekonomi-politigi kimi zaman
direkt kimi zaman dolayimli olarak islerinde
kendine zemin buluyor. Calismalarin, genel
perspektifte toplumsal travmalarin ve
tarihin yUkUyle bag kurarak, faillerini bilerek
hatta faillere isaret edip magdurlarin
acisina ortak olmaya ¢alisarak, bizi icinde
bulundugumuz vahametin ortasina atarak
sarsmaya ¢alisiyor. "Ruhsal ve Bedensel
Sagligi Zarar Gérmemistir” ve “"Kesmek
Uzerine"de ayni anda siddetin hem magduru
hem de failini goriyoruz, izledigimiz
kadin figiry, kaybedilen adaletten de &te,
kayiplarin acilarini paylasmaya ydnelik bir
empati yaratiyor. Ya da Ceylan'in annesine
ait sézlerin tahayyUl edilemez imgesini
zihnimize kaziyarak vicdani utandiran bir
hafiza ortakhidina alan agiyorsun. "Cicek
Yarasi" ve "Kemer"de kadina yénelik siddetin
o sancih “iz"ini gézlerimizden silinemeyecek
gUgte bir imgeye donUstiriyorsun.
Toplumda bastiriimis, madun kilinmis
kimliklere yénelik olarak elestirel
perspektifte Urettigin islerin, yalnizca politik
olarak degil, etik, ideolojik, kavramsal ve
estetik olgulara karsi da ayni sekilde isliyor.
Bu anlamda Uretimlerini disavurumcu bir
tavra sahip buluyorum. Uretim tavrin,
toplumsal ve bireysel nébetler, ataklar ve
krizlerin eslik ettigi bir gorsel depo gibi
sekillenmis. Tinisi hep yogun ama kimi
zaman ya ¢ok &fkeli, sert ya da tuhaf bir
ironi ya da neseye sahip. Bu gesitlilik iceren
yogunlugu kastederek disavurumcu demek
istedim.

NP: Anlik disavurumlari yakalayabilmek
aslinda genel begeniyi sarsan bir sey diye
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feel, in other words, | try to confront the
experience, the feeling. This does not mean
that there is no self-censorship, that always
seems to be operating somewhere in the
depths. Nevertheless, | try to cope with that
as well. It is not easy to exist in a field where
the social and the personal intersect. As
you also pointed out, the ebb-and-flow of a
society trapped within its own adventure of
modernism, the aesthetics it has formed and
the constantly increasing violence in society
are topics | dwell on. While the Jellyfish
video | made many years ago displayed a
more metaphorical and perhaps optimistic
narrative, “Well" makes us feel violence in

a much more intense manner, becoming an
anti-monument. | also always try to bring
up women's murders, because it is a matter
that is getting worse all the time.

DY: The political economy of violence is
sometimes a direct, and at other times an
indirect topic of your work. Your works, seen
from a general perspective, establish a link
with the load of social trauma and history,
they point at the perpetrators, and in fact,
seek to share the pain of victims, shaking
us by casting us into the midst of these
severe conditions we occupy. In "Her Mental
and Physical Health Remains Stable" and
also in "On Cutting", we see both the victim
and the perpetrator of violence, the female
figure we observe carries us beyond the loss
of justice, and creates an empathy towards
sharing the pain of the disappeared. Or,
by inscribing in our mind the inconceivable
image of Ceylan's mother's words, you
open a space for a common memory that
shames conscience. In "Flower Wound"
and "Belt" you transform the painful
"trace" of violence targeting women into
an indelibly powerful image. Your critical
works on socially repressed or subordinated
identities operate in the same manner not



Kizznrmn  pargalannmi  etegimde  tasidim




18 mUhri kirmak

diUsUnUrim &grencilik yillarimdan beri. Daha
az kurgu daha ¢ok gergek. Ama ¢ok uzun
sdreye yayilan bir ¢calismada bu disavurumu
tutabilmek zor. Toplumsal travmalar, siddet
ile ilgili imgeler islerimin pargasi oldugu
zamanlar bunu bir denge iginde yapmaya
calistyorum. Hem duygu yogunlugunu
tutabilmek, hem de duygu s6mirisi de
yaratmamak igin dikkatli oluyorum. Duyguyu
kaybetmeden ya da onun dénisimlerine agik
olarak Uzerinde ¢alisabilmek icin kendimce
yéntemler yaratiyorum. lroni, fke, nese
hayatin nemli parcalari. I¢ dinyam da
yasadigimiz toplum da inis ¢ikislarla dolu.

MWLK: Derya'nin yaklasimina katilmakla
beraber senin Uretiminde, benim algiladigim
disavurumculugun baska halleri de isliyor
gibi. Sen kiltiUrel semptomlarin kendini
insa etme ve disa vurma bicimleriyle daha
¢ok ilgileniyor gibisin. Mezarliklar, yerlesim
yerleri, konut bigimleri; bos zamanin,
eglenmenin kitsch halleri; toplumsal direnis
bigimlerinin gorinirltk durumlari, gindelik
nesnelerin derininde yatan sinifsal, kUlturel
kodlari; kadinin, cocugun veya etnik/ dinsel
varolma bigimlerinin ugradigr ayrimciligin
disavurumcu halleri Uzerine egiliyorsun.
Bunlari anlamak, ¢6zUmlemek ve plastik
olarak dogru kanallar insa etmekle mesgul
oluyorsun. Tek basina, etten kemikten ibaret
bir varlik olarak sanatc¢inin kendi ruhsal
dalgalanmalarindan ibaret i¢sel kirllmalarin
disavurumunu ¢ok da géremiyoruz.

NP: Evet. Ben toplumsal olan ile empati
kuruyorum baskasinin basina gelen benim
de basima gelmis gibi hissediyorum.

Ayrica geliyor zaten. Yasadigim kente,
kadina, ¢ocuda, artan siddete, yozlasmaya,
ataerkil kodlara, modernlesme sirecimize
bakiyorum. Bunlar ne sekilde isliyor, kendini
nasil gésteriyor, nelere sebep oluyor?
Kendime 6zgU bir arastirma bigcimiyle
Uretiyorum. Kiltirel kodlarin insasini
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only against political phenomena, but also
against ethical, ideological, conceptual

or aesthetic phenomena. In this sense,

| observe an expressionistic manner in

your works. Your approach to production
has been shaped like a visual warehouse,
accompanied by social and individual
seizures, attacks and crises. Its resonance is
always intense but it can possess extreme
anger, strange irony or joy. | used the term
expressionist meaning this specific intensity
that contains diversity.

NP: Capturing spontaneous expressions is,
in fact, an act that shakes average taste,
that’'s what | have thought since my student
days. Less fiction, more reality. However, in a
work spread out across a long period of time,
it becomes difficult to retain that expression.
When images of social trauma and violence
are part of my works, | try to perform

that within a certain balance. To hold the
intensity of emotion, but not to exploit the
emotion -/ carefully try to find that balance.
| create my own methods so | can work
without losing the feeling, or remaining open
to its transformations. Irony, anger and joy
are all important parts of life. Both my inner
world, and the society we live in experience
many ups and downs.

MWAK: Although | agree with Derya's
perspective, | also perceive how, in your
oeuvre, other forms of expressionism are

at work. You seem to be more interested

in the ways in which cultural symptoms
construct and express themselves. You look
at cemeteries, residential structures, kitsch
forms of leisure and entertainment, visibility
of forms of social resistance, the class and
cultural codes of everyday objects; and

the expressionistic forms of discrimination
targeting women, children or ethnic/
religious forms of existence. You occupy
yourself with understanding, analysing
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desifre etmeye ¢alisiyor, toplumsal cinsiyet
kodlarinin hayatlarimzi nasil olusturduguyla
ilgileniyorum. Ama bu konulari belgeselci
bir tavirla degdil, Derya’nin isaret ettigi gibi
bir disavurumla da yapiyorum, duygulari
bertaraf etmeden, buna ragmen yalin bir dil
kullanmaya ¢alisarak.

DY: Tam da bu nedenle pratigin yalnizca
politik olarak degdil, etik, ideolojik, kavramsal
ve estetik olgulara karsi da ayni sekilde
isliyor demistim. Neredeyse otuz yila yakin
zamandir sUrdrdigin Uretiminde, plastik
dilinde de ginin ya da zamanin getirdigi
"populler” ve "gindem"de olan tavirlara
mesafeni uygun bir sekilde korudugunu
goriuyorum. Plastik dilin dokimanter degil
bir tUr imge toplayiciligi gibi diyebilirim.
Senin gézUnden, senin hissiyatindan, senin
gorsel kodlarinin stzUldUgu ama herhangi
bir gérintinin genel anlamina kapilmadan,
kendiliginden insa eden bir tavir. Bu
anlamda, "Sarisinlar”, "Bozuk”, "iki Keklik",
"Sehir Serisi", "Hasema", "Ev Mezar" gorsel
imge deponun nasil isledigine dair ipuglari.
Ayrica, bir ¢irpida ortaya dokilebilecek
meseleleri direkt parmakla isaret etmek
yerine, isler arasinda kurulan baglarla yogun
bicimde hissettiriyorsun. Hem de birbirinden
farkl semboller ya da yer degistirmelerle
etkili bicimde yapiyorsun. Ornegin,
"Adim"da, kU¢Uk bir kiz gocugu olarak
goérdigumiz ve ayrilmaya, disari ¢ikmaya,
bakmaya, aileden kopmaya adim atmaya
cesaret edebilmis bir "kadin" var. Ya da
bir mezarlik ve bir apartman girisinin hem
formsal benzerligine isaret ettigin hem de
bir metafor olarak kullandigin fotograflar
ve onlara referans veren enstalasyonunda...
islerinde hem direkt hem de dolayimli bir dili
kullanma bigimin Uzerine neler séylersin?

NP: Gizli kalan, értik olan seylere bakmak
istiyorum, ayrica apagik gibi gérdnen seylerin
gérinmeyen taraflari nelerdir gibi. Semboller,
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them, and building accurate channels to
express them in a plastic manner. We do
not often see the the expression of the inner
fragmentations of the artist as a solitary,
flesh-and-blood figure, caused by her own
psychological fluctuations.

NP: No. | empathize with the social, when
something happens to someone, | feel as if
it has happened to me. Not that it doesn't,
it actually does. | look at the city | live in, at
women, children, the increasing violence, the
degeneration, at patriarchal codes, and our
modernization process. How do they operate,
how do they become visible, and what do
they lead to? | produce works through a
research method | have developed myself. |
am interested in deciphering cultural codes,
and how gender codes shape our lives. But |
treat these subjects not via a documentarist
approach, but, as Derya pointed out,
through a form of expressionism, without
eliminating emotions, and nevertheless
trying to use a plain language.

DY: Precisely for this reason, | had said
before that your practice operates in the
same manner not only against political
phenomena, but also against ethical,
ideological, conceptual or aesthetic
phenomena. In your almost-thirty-year-
long work life, | see you retain your distance
to the "popular” or "fashionable” of the
day in your plastic language. Your plastic
language is not documentary, but displays,
| think, the attitude of an image collector.
It comes from your eye, your feelings,
your visual codes filter through, but the
meaning of the image, or its associations,
are not forced, the approach spontaneously
constructs itself. In this sense, "Blondes”,
"Spoilt", "Two Partridges”, “The City Series",
"Burkini" and "House-Grave" are works
that provide clues as to how this visual
image warehouse operates. What's more,
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kodlar bunlarla ugrasip yer degistirmeler
yapildiginda ortaya ¢ikan anlam degisikleri,
baglamindan ¢ikarmak ve yeni anlamlara
bakmaya ¢alismak. Ya da tabulara
bakabilmek. Ozellikle toplumsal cinsiyet
baglaminda benim de kisisel serivenimde
kendimi 6zgUr tutabilmek, ve baskilarla
mucadele edebilmek icin gelistirdigim ya da
ugrastigim kodlar dogal olarak ¢alismalarima
yansiyor. Bazi islerimde direkt mesaj var,
sanki 8yle olmalari gerektiginin altini
ciziyorlar. Bazi isler ¢ok daha metaforik,
biraz ugras gerektiriyorlar. lliskilendirmeler,
baglamlar, ¢agrisimlar kuskusuz ¢ok nemli.

DY: Calismalarinin ¢ogunda “kadin”

ana kahraman. Bu nedenle Uretimlerinin
zemininde otobiyografik izler de buluyorum.
islerde, elestirel, duyarli, zorlu, mUcadeleci ve
"sistem"e mesafeli bir kadin sanat¢i olarak
seni gorebiliyoruz. Kimligin Uretimlerine
nasil yansiyor? Uretimlerinle bireysel kimligin
arasindaki temas ve mesafe nedir?

NP: Kimligim ya da kimliklerim dretimlerime
yansiyor kuskusuz. Bildigim, gérdGgdm, bir
sekilde tanik oldugum S8ykUyU anlatmaya
calistyyorum, kendi dilimde, arastirdigim
formlarla. En yogun hissettigim seyleri
anlatma istegi bu. Bunun i¢cinde empati
kurabilmek, bunun icinde ¢cabalamak da
var. Bunu bir mesafe alarak yaptigim isin
bir parcasi kilabilmek. islerimde kadinlar,
¢ocuklar yogun olarak var. Nesnelere ve
olaylara bana égretilmis olandan farkl
bakmaya ¢alisiyorum. Sisteme mesafeliyim,
¢UnkU sorguluyorum, manipuile edilmek
istemiyorum. Yaptigim islerin sorumlulugunu
almaktan yanayim ve bu kolay olmuyor.

MWK: Derya'nin sistemle alakan Uzerine
yaptidi bu yerinde tespitine ek yapmak
istiyorum biraz. Sen doksanlardan sonra
Turkiye gelisip yaygin bir Gretim tarzi haline
gelen kavramsal sanat ve gincel/cagdas

sdylesi/conversation

breaking the seal

rather than directly pointing at issues that
could perhaps be divulged in one go, you
make the viewer sense them through links
you establish between works. Besides, you
do this in an effective manner, by using
different symbols, or displacements. For
instance, in “To Take a Step”, there is a
"woman", still a young girl, who has shown
the courage to leave, to go outside, to look
and to severe her ties with the family. Orin
your photographs where you point to the
formal similarity between a cemetery and
the entrance of an apartment block, and
use this similarity as a metaphor, and the
installation which references them... What
can you say about your use of both a direct
and mediated language in your works?

NP: / want to look at what has been kept
secret, what has been concealed, and also
to the invisible aspects of the seemingly
evident. To study symbols and codes, and
to focus on changes in meanings when
displacements and decontextualizations
are applied, to look at new meanings. Or to
look at taboos. Especially in the context of
gender, my personal journey, too, the codes |
have challenged or developed to emancipate
myself, or to struggle against repression are
naturally reflected in my works. Some of my
works issue a direct message, and underline
the fact that they have to be so. Some
works are more metaphorical than others,
they need more of an effort on the viewer'’s
side. Relations, contexts and allusions are no
doubt very important.

DY: In many of your works "woman"

is the main protagonist. So | also find
autobiographical traces in the foundation
of your works. In your works, we see you as
a critical, sensitive, challenging, determined
woman artist who keeps he distance to
the "system"”. How is your identity reflected
in your works? How would you describe
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sanat pratiklerinin en énemli faillerinden

ve taniklarindan birisin. Bildigim kadari ile
kavramsal sanat Uzerine, erken dénemde,
kafa yormus 6nemli bir inisiyatifle de
temasin vardi. Sanat Tanimi Toplulugu'dan
(STT) bahsediyorum. BugUn gdncel sanat
girdabindaki pratiklerde direkt olarak
adlandirilmasa da kavramsal sanatin

etkisi hala ¢ok yaygin. Kavramsal sanat
1960'lardan itibaren sanat alani iginde
6nemli bir kirilmayi temsil ediyordu. Bu
kirllma, yerlesik sanatsal Uretim ve dolasim
dinamikleri ile ilgili alginin dénUsmesi adina
6nemli bir ¢ikis yaratmisti. Kavramsal
sanat, dnemli bir kirlmadir zannimca, akli/
dUsiUnceyi d6nceleyen, estetik vurguyu/piyasa
kaygisini geriye iten bir yaklasim olarak
ortaya cikmisti. Oncesinde de vardi elbet
bu tarz elestirel yaklasimlar: Dada vs... ama
kavramsal sanat, sanat alanina bu manada
gU¢lU bir mUdahale olarak bazi elestirileri
yerli yerine oturttu. Senin islerinde da bu
yaklasimin izlerini gérmek mUmkin. Benim
merak ettigim sey; senin mevcut sistemle
gerilimli iliskinde STT'nin ya da daha genis
manada bu yaklasimin etkisi var mi? Sanat-
sermaye iliskisi baglaminda soruyorum.

NP: Ben 1990 yilinda resim béliminden
mezun oldum. Ve solugu Sanat Tanimi
Toplulugu'nda aldim. CiUnkd o yillarda da
sanat piyasasina siphe ile bakiyordum.
Farkli besin kaynaklari ariyordum. Felsefe,
sanat baglaminin tartisildigi, kavramsal
sanat pratiklerinin yapildigi STT'nin benim
hayatimda &nemli bir yeri oldu. Bir taraftan
Milli Egitim’'de resim 6gretmenligine
baslamistim. Bir tarafta kavramsal sanat
arastirmalari yapan bir grubun igindeydim.
Bu U¢ ya da dért yil sirdd... Cok sey
6grendim, kuskusuz ama bireysel s6zUmuU
séyleyemedigimi ve kendi yolumu bulmam
gerektigini dUsUnerek oradan ayrildim. Ve
fotografi kavramsal baglamda kullanarak

neriman polat

the contact and/or distance between your
works and your personal identity?

NP: My identity, or identities are no doubt
reflected in my works. | try to tell the story
the way | know it, see it, the way | have
somehow witnessed it, in my own language,
using the forms | have researched. This is the
desire to understand the things | have felt
most intensely. This involves both empathy
and an effort. To render this part of the work
| carry out by keeping a certain distance.
Often there are women and children in my
works. | try to look at objects and events in a
different way than what | have been taught.
| keep my distance to the system, because |
question it, | do not want to be manipulated.
| believe in taking responsibility of the works |
create, and that’s not easy.

MWAK: | would like to add a little to this
accurate consideration Derya just made
on your relationship with the system. You
are one of the most important creators
and witnesses of conceptual art and
contemporary art practices that developed
in Turkey from the 90s on and became
widespread forms of production. As far
as | know, you were in contact with an
important initiative that at an early stage,
preoccupied itself with conceptual art. |
am talking about Sanat Tanimi Toplulugu
(STT) [The Definition of Art Group]. And
although it is no longer directly referenced
by practices caught up in the whirlpool
of contemporary art, the influence of
conceptual art remains widespread. From
the 1960s on, conceptual art represented
a significant refraction in the course
of art. This refraction also led to a
significant challenge in terms of shattering
the perception of established artistic
production and circulation dynamics.
Conceptual art appeared as an approach
that prioritized reason and thought, and



Barikat 1/ Barricade 1, 200 x 100 cm, fotograf / photograph, 2015
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ilk islerimi Uretmeye basladim. Sanat-
sermaye iliskisi benim STT'den daha énce
6grencilik yillarimda da sorunsalimdi. Ben
her zaman daha nasil 6zgirlesebilirim diye
baktim dinyaya ve agik¢asi hdla o yolda
ilerliyorum. Bunun sanat- sermaye iliskisine
mesafeli olmam ile baglantisi var, ¢UnkU
kendi konularimi, kendi istegimle, su satar bu
satmaz, ya da bu konular trend, bunlar degil
etrafinda sekillendirmeden olusturuyorum.
Birilerinin benim adima karar verici olmalarini
istemiyorum.

MWAK: Bircok sanatci ile ortak isler Urettin.
Hatta isimsiz, anonim calismalarda

yer aldin. Yer yer politik konularda bir
aktivist gibi rol almaktan ¢ekinmedin.
Senin Uretimlerine de baktigimizda
aslinda ¢odul/kolektif bir ruh sanki islerin
arasinda dolasiyor. Seni taniyanlar bilir;
beraber Uretmeye, tavir almaya hep yakin
durdun. Bir sanat kolektifi olan Hafriyat'in
Uyelerinden biri oldun. Doksanlar ve
sonrasindaki sanatsal pozisyonun ruhu
tartisilirken Hafriyat kolektifi 6nemli

bir durak olarak sanat tarihsel acidan
miUstesna drneklerden biri olarak kabul
gorir. Sen bu kolektifte aktif olarak uzun
seneler yer alip ortaklasa Uretmenin,
dayanismanin, paylasimin anlamini

en yakindan deneyimledin. DUnyayi
tapinagindan (atdlye) ibaret géren bir
sanatgi olmadin hi¢gbir zaman. Yukarida
STT 6rnegini vermistim, ardindan Hafriyat
sUreci. Bir sanatg¢inin kolektif Gretmeye bu
kadar yakin durup kendi 6znelligini insa
etmesi bana enteresan geliyor dogrusu.
Bunu Hafriyat gelenedinden gelen bitin
sanatgilar igin séylUyorum. Her biri farkh
dilde hikdyesini kurmus durumda. Merak
ettigim; kolektif olabilmek sana neler
katti ve Uretiminde bunun yansimalarini
godrebiliyor musun veya kolektif, bir sanatgi
icin ne ifade ediyor?

sdylesi/conversation
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pushed back the aesthetic emphasis and
the concern over the market. There were
similar approaches before, Dada, for
instance... But conceptual art carried out a
powerful intervention to create space for
the critique of the aforementioned subjects.
It is also possible to see the influence of this
approach in your works. What | would like
to know is, regarding your highly-charged
relationship with the current system,

did the STT, or in a broader sense, this
approach, play a role? | ask this question in
the context of the relationship between art
and capital.

NP: | graduated from the Department of
Painting in 1990. And | immediately joined
Sanat Tanimi Toplulugu. The reason for this
was my suspicion of the art market during
that time. | sought different sources of
nutrition. So STT had an important place
in my life, as a place where philosophy
and artistic context was discussed, and
conceptual art was practiced. On the one
hand, | had begun to work as a teacher
of painting within the National Education
system; on the other hand, | was a member
of a group carrying out research on
conceptual art. This lasted 3 or 4 years...
| learned a lot, no doubt about it, but |
left thinking that | could not have my own
personal say there, and that | had to find
my own path. And then | began to produce
my first works using photography in a
conceptual context. The relationship between
art and capital was already a problem |
focused on during my student years, even
before | joined STT. | always looked to
the world, asking “How can | emancipate
myself further?” and that remains the path
| continue to follow. This, in fact, is closely
linked to the relationship between art and
capital, because | choose my subject matter
by my own will, not thinking whether it will
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NP: Bugin her sanatgi igin kolektif
calismalarda yer almanin bir Snemi ve
aciliyeti olmali diye diUsintyorum. Sadece
sanat Uretimi baglaminda da degil tabii
ki. DUnyanin her késesinden sorunlar
fiskirirken, kendi késelerinde kariyer déseyen
sanatgilara tepki duymamak mimkin
mdU? Ben bireyselligi dislamadan birlikte
Uretime, dayanismaya, birlikte biyimeye
inanan biriyim. Bu nedenle hep gruplarin,
kolektiflerin, inisiyatiflerin icinde oldum. Ve
onlar bana ¢ok sey katti. Gergek deneyimler
yasadim, birlikte ¢alismayr 6grendim,
fikirlerim zenginlesti. STT'den ayrildiktan
sonra 4 kadin sanatgi olarak kurdugumuz,
Arada grubu (GUl llgaz, Nancy Atakan,
GUlgin Aksoy), 2000-2009 yillarinda iginde
bulundugum Hafriyat grubu, grubun agmis
oldugu sergi mekéni Hafriyat Karakdy. Bunlar
benim mezun oldugum okullar gibi. Yine
son yillarda Arzu Yayintas ile ortak feminist
Uretimlerimiz hayatimin nemli bir pargasi
oldu. Ayrica feminist 6rgitlerle tanismak ve
zaman zaman onlarla ¢alismak da bu strecin
icinde. Yakin zamanda Nurcan Gindogan
ile "Kuyu" adli ortak bir Uretimimiz oldu.
Aktivist ¢alismalar, ortak Uretimler, bireysel
calismalarimin yani sira hep hayatimda ve
sanat Jretimimde yer alsin istiyorum.

DY: Aslina bakarsaniz, sanatsal kolektiviteyi
bazen entelektUel, bazen ideolojik, bazen de
salt eser Uretmeyi amaglayan, her anlamda
stratejik bir tavir olarak gériyorum. Sanat
alaninda kolektivite, hangi yollarla sistem ve
Uretim sartlarini degdistirebilecegini, kamusal
alanda hangi stratejileri ele aldigini,
hangi alternatif formlarin yaratildigini ve
tUm bunlarin etkilerini sorgulayan 6zerk
alanlar yaratti ve yaratmaya devam
ediyor. Neriman'in kolektivite deneyimi
de STT'den Aradaya, Hafriyat'tan ikili
isbirliklerini iceren Uretimlerine, ortak bir
durus belirlenerek harekete gegen, misterek
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sell, or whether it is trendy. | don't want
others to decide on my behalf.

MWLK: You have also collaborated with
many artists. In fact, you have also
produced, or been part of anonymous
works. And you have not held back from
getting involved in political issues like an
activist. When we look at your oeuvre, it is
as if a plural/collective spirit is wandering
among the works. Those who know you
personally know very well that you have
always been inclined towards producing
together, and taking a collective stance.
You were a member of Hafriyat, an art
collective. When discussing the soul of
artistic position in the 90s and beyond,
the Hafriyat collective is accepted as an
important reference point, an exceptional
example in the art historical sense. You were
a member of this collective for many years,
and you experienced, in the closest manner,
the meaning of collective production,
solidarity and sharing. You never were the
kind of artist that perceived the world only
as her or his temple (the studio). | discussed
the example of STT above, and then comes
the Hafriyat period. | frankly find it quite
interesting for an artist to be so close to
collective production, and at the same time
build her own subjectivity. And | say it for
all the artists from the Hafriyat tradition.
Each one of them has created their own
story, in their own unique languages. What
| am curious about is, what did collectivity
bring you, do you see any reflections of this
in your work —or in other words, what does
a collective mean for an artist?

NP: | think that all artists working today
should consider what it means to participate
in collective work. And not only in the context
of artistic production, of course. As problems
erupt all across the world, is it possible not
to react to artists who build their careers
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amaglarda bulusulan, ana akim ve egemen
olanin disinda kalma direncini "ortaklik”
Uzerinden gdsterdigdi bir baska kanal olarak
isledi. isliyor... "Kuyu" disinda "Aci Kahve”,
"Istikrar’h Olom", "Glsah'in Mektubu”,
"Sapkasiz” bunlardan sadece bazilari.

MWK: Gorece geng bir sanatgisin, bu
yasina ragmen ¢ok sayida eser Urettigine
tanik oluyoruz. Atdlyende yeni Urettigin
islerinin yaninda birgok koleksiyonda énemli
sayida islerin mevcut. Yine de retrospektif
bir sergi fikri erken bir yasta risk degil midir?
Neden &yle bir sergi agmak istedin?

NP: Bu sergiye bir retrospektiften ¢ok
hatirlama, bellek sergisi olarak bakiyorum.
isler arasinda kronolojik olmayan ama
birbirine baglanan bir kavram silsilesi ortaya
cikariyor. Bu kiratdéryel bir bakis ile olustu.
Bu anlamda Derya’nin ve senin bakisinla
baglantilar ortaya ¢ikti. Bu benim igin yeni bir
sergi fikri demek, bu heyecanlandiriyor beni.
Ayrica kendi kusadimin sanatgilarinin islerinin
toplu olarak gérilmesine ihtiyag oldugunu
diUsUnUyorum. Depo beni bu sergiyle davet
davet etti ve sanat ortaminda alternatif,
farkli sesleri barindiran, bu kurumun icinde
yer almak ayrica bana onur veriyor.

DY: Pratiginde 1990'li yillardan

itibaren izledigimiz samimi, hesapsiz ve
kendiliginden halini de sakl tutarak sormak
istiyorum; Uretimlerin baglaminda bundan
sonraki minvaline yonelik neler séylersin?
NP: Yiridigiom bir yol var diye
diUsUnUyorum, tempo degisebilir ama yol
ayni ve ben devam ediyorum. Konular yeni
konulari sorular baska sorulari beraberinde
getiriyor. D6nemin getirdigi bir yalnizlasma
tek basina hareket etme hali var, ama
bundan siyriimak gerektigini dUsintyorum. x

sdylesi/conversation
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in their own corners? | believe in collective
production, solidarity, and in growing
together, without excluding individuality.
That's why | have always been part of
groups, collectives and initiatives. And they
added a lot to me. | had real experiences, |
learned how to work collectively, | enriched
my ideas. After | left STT, the "Arada” [“In
Between"] group we founded as 4 woman
artists (GUl llgaz, Nancy Atakan, Gulgin
Aksoy), Hafriyat, the group | was a member
of from 2000 to 2009, the exhibition space
the group opened, Hafriyat Karakdy. For me,
they are like schools | have graduated from.
Again, in recent years, our collaborations

on feminist works with Arzu Yayintas

have become an important part of my

life. Meeting with feminist organizations
and frequently collaborating with them is
also part of the process. Most recently, we
produced “The Well” with Nurdan Girdogan.
| want activist works and collaborations

to be, along with my individual works, to
always be in my life, and part of my artistic
production.

DY: In fact, | perceive the practice of
coming together within an artistic
collectivity as a strategic choice in every
sense: whether it is for intellectual reasons,
or ideological and action-based, and even
if it is motivated by producing new works.
Collectivity in the field of art has created
and continues to create autonomous fields,
questioning through which methods the
system and the means of production can
be altered, which strategies can be adopted
in public space, which alternative forms
can be created, and the impact of them
all. So Neriman's experience of collectivity
operated as a different channel, from STT
to "Arada", and from Hafriyat to works
involving collaborations of two artists,
where a common locus of resistance was
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chosen as the departure point, where
common goals were determined, and the
will to remain outside the mainstream

and the dominant displayed itself via
"collaboration”, and it continues to do so...
Other than "The Well", works such as "Bitter
Coffee", "Stable Death”, "GUlsah's Letter"
and "Without Hat" are just a few of them.

MWLK: You are a relatively young artist,
but | am witness to the fact that you
have produced a lot of works in total. You
have many new works in your studio, and
you have a significant number of works
in many collections. Yet isn't the idea of
a retrospective exhibition a risk at such
an early age? Why did you want to hold a
retrospective exhibition?

NP: | perceive this exhibition more as an
exhibition of remembering, of memory,
rather than a retrospective. The exhibition
reveals a non-chronological sequence,
genealogy of concepts across the works.
This was formed through a curatorial view.
You and Derya'’s viewpoint revealed the
connections. This, for me, means the idea of
a new exhibition, it excites me. | also think
that the works of the artists of my own
generation need to be seen collectively. Depo
invited me as a guest, and it honours me
to exhibit within this institution that hosts
different, alternative voices from the art
scene.

DY: Keeping in mind the sincere,
uncalculated and spontaneous approach
we have observed in your practice since the
1990s, | would like to ask what you can say
about the trajectory of your production
from now on?

NP: | believe there is a path that | follow, the
tempo may change but the path remains the
same, and | continue to walk on. Subjects
bring along new subjects; questions give rise

neriman polat

to new questions. There is a certain condition
of acting alone brought on by this period, but
| believe we have to shed that. x
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Platon bellegdi, Uzerine anilarimizin kalibinin
¢tkarildigi balmumu tabletlere benzetir;!
"izlenim" ve "animsama”nin kaynagi da
buradan gelir. Tablet metaforu pek ¢ok
s6zcUgU disUndirtir ama ilk akla gelen
muhafaza etmek, depolamak, kaydetmek
gibi bellekten tireyen kelimelerdir. Ote
yandan, animsamanin oldugu yerde
unutmanin varhdi unutulmamalidir.
Unutmayi islevsiz kilan, ¢aginin tanikhgini
yapan sanat¢l tam da bu noktada devreye
girer. Sanatgi, 6znel ve toplumsal olani hem
duyusal, hem de gérsel olarak kayda gegirir,
bir tUr kayit defteri tutar. Neriman Polat,
Uretiminin ilk evrelerinden beri -asagida
ayrintilandiracagim pek ¢ok farkl kimliginin
disinda- taniktir, gézlemcidir. Bu tanikligi
edilgen bir ¢cergevenin disina ¢ikararak,
bellegin zamana yenik dUsen yaniltici ve
silinir 6zelligine karsi koyarak sirdirir.
Tanikligini, izlenimini, bazen olabildigine
ham bir gergeklikle pratiginin odagina
tasir, bazen ise izlenimciligin sadece bakisa
indirgeyen yaklasiminin disina ¢ikarak
yorumlar ve saklar.

Bellek, zaman, unutma, hatirlama ve
kaydetme ayni ipe dizilidir. Mitolojide

Kairos kanath kUg¢Uk bir tanridir, dyle hizh
ucar ki yaninizdan gegip gidiverisini fark
edemeyebilirsiniz, onu fark etmek ve ugup
giderken kafasindaki bir tutam sagtan
yakalamak gerekir. Zamanin amansizca akip
gidisine ve firsatlara dair géndermelerle
yUkIU bir mittir bu.?2 Neriman Polat hem

3 Khrénos s6zctgu Yunan
dilinde en ari bigimiyle

1 https://plato. zamani, sonsuzca akip
stanford.edu/entries/ giden ve durdurulamayan
mental-imagery/plato- sayisal zamani ifade eder.

esra alicavusoglu

Kairos'un sag¢ini yakalar, "kritik anlari”
belgeler ve tam durmasi gereken ani
vurgular hem de algilanan zamani,
Kronos'u®kavrar.

Bu sergiye ve secilerek biraraya getirilen
islere kusbakisi baktigimizda, birbirinden
bagimsiz ama ayni kavramin igerigiyle
hareket eden iki disli gériridz. Her iki
disliyi de harekete gegiren "bellek”,
hatirlamayi sonsuz kilmak ve tanikhigin
o6znel ve toplumsal kayitlariyla ilgilidir.
Mnemosyne Yunanca'da bellek, animsama
gibi anlam alanlarini kapsayan mneme
kékUnden tirer; olasilikla Hint-Avrupa
dil ailesinde yer alan men (dUsUnmek)
kékUne dayanir. Sanskritge'deki mantra
s6zcUgu de, mental, memory, mnemonic
gibi s6zcUklerin ya da Turkge terminolojiye
de ge¢mis amnezi gibi dogrudan bellege
ve zihne géndermesi olan sézcUklerin de
kokenidir.* Bellek, sanatta oldugu kadar,
gundelik yasamimizda da énemli bir yer
tutar; bilgisayarlarimizin dahili bellekleri
yetmedidi anda harici belleklerden medet
umar hale geliriz. Aslinda yakin tarihin,
unutmak istediklerimizin kaydini yapan
sanat¢inin tam bu noktada harici bellek
islevi gordigiunu soyleyebiliriz.

Bu sergiyle Neriman Polat, bellegin ve
hatirlamanin, 6znel ve toplumsal yénine
dair dUsUnUyor; 90'lara ait, unutulmus
hafizayr harekete gegiriyor. 1990'lardan
gunUmuze, tUketim kaliplarini; makam ve
statilerle ¢esitlenen gindelik pratikleri;
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Plato compares memory to wax tablets,
into which our memories stamp images

of themselves;' this, then, is the source

of "impression” and “remembering”. The
metaphor of the tablet recalls many
words, but the first ones that spring to
mind are those related to memory such as
conserving, storing and recording. On the
other hand, one must not forget about the
fact that there is also forgetting wherever
there is remembering. This is precisely the
point where the artist comes into play, in

a sense, disabling forgetting and bearing
witness to her age. The artist records both
the subjective and the social in both a visual
and sensory manner, keeping what could be
described as a logbook, a register. From the
earliest stages of her production, Neriman
Polat, in addition to many other, different
identities she possesses that | will describe
in detail below, is an observer. She extends
her witnessing beyond a passive framework
and sustains it by resisting the deceptive
and erasable quality of memory, which

is defeated by time. Her witnessing, her
impression is at times conveyed to the focal
point of her practice with exceedingly raw
reality, and at other times she interprets
and retains her impression in a manner that
goes beyond the approach of impressionism
that reduces the work to the gaze.

Memory, time, forgetting, remembering
and recording, they are all threaded along
the same line of string. In mythology,

1 https://plato.stanford.edu/
entries/mental-imagery/
plato-predecessors.html

3 The word Khrénos, in the
Greek language, expresses time
in its purest form, numerical

2 Esra Akas, Fotografta time that flows infinitely and

neriman polat

Caerus is a winged god, he flies so fast that
you may not realize him flying past you,
you must be aware to his presence and
catch him by the tuft of hair hanging over
his face. This is a myth full of references

to the fleeting passing of time and to
opportunity.?Neriman Polat not only
captures Caerus by the hair, documents
"critical moments"” and emphasizes the
precise moment to stop, but she also grasps
perceived time, Chronos.?

A bird's-eye-view of this exhibition and the
works that have been selected, we see two
independent cogwheels, that nevertheless
move with the content of the same concept.
"Memory", activating both cogwheels,

is related to rendering memory eternal,
and the subjective and social records of
bearing witness. The word Mnemosyne
derives, in Ancient Greek, from the root
mneme which covers fields of meaning
including memory and remembering; and
this word itself, quite possibly, rests on
the root-word men (thinking) of the Indo-
European family of languages. And the
word mantra in Sanskrit is also the root
of words that directly refer to memory or
the mind, like mental, memory, mnemonic
in the European languages, and words like
amnezi [amnesia] that have also entered
Turkish.* Memory plays an important part in
everyday life as much as in art, the moment
the internal memory of our computers run
out, we appeal to external memory devices.

predecessors.html

2 Esra Akas, Fotografta
Zaman ve Anlati Paul
Ricoeur’in Ucli Mimesis'i
Odaginda Nan Goldin

ve Jeff Wall Ornekleri,
(istanbul: Marmara
Universitesi Guzel
Sanatlar EnstitUsu,
yayinlanmamis yUksek
lisans tezi, 2019), s. 2.

Kronoloji, kronometre, kronik
ve anakronizm gibi dilimize

de geg¢mis birgok s6zcUgiun
kdkenidir. Mitolojide Zeus'un
Titan babasi Kronos ile zaman
tanrisi Khronos zaman igerisinde
birlestirilerek temsil edilmistir,
Plutharkos Yunanlarin da bu iki
mitolojik figiru birlestirdiklerini
sdyler. Kristen Lippincott, The
Story of Time, (London: Merrell
Holberton 1999), s. 171.

4 Esra Akas, Fotografta Zaman
ve Anlati Paul Ricoeur'in

Ucli Mimesis'i Odaginda Nan
Goldin ve Jeff Wall Ornekleri,
(istanbul: Marmara Universitesi
GuUzel Sanatlar EnstitUsy,
yayinlanmamis yUksek lisans
tezi, 2019), s. 29.

Zaman ve Anlati Paul
Ricoeur'on Ucli Mimesis'i
Odaginda Nan Goldin ve Jeff
Wall Ornekleri [Time and
Narrative in Photography, the
Examples of Nan Goldin and
Jeff Wall in the Light of the
Three Mimetic Modes of Paul
Ricoeur], (Istanbul: Marmara
University Institute of Fine
Arts, unpublished masters
thesis, 2019), p. 2.

cannot be halted. It is the root
of many words that have passed
into our language. In mythology,
Zeus's Titan father Kronos and
the god of time, Chronos, are
confused, and represented
together. Plutarch states that
the Greeks combined these two
mythological figures. Kristen
Lippincott, The Story of Time,
(London: Merrell Holberton
1999), p. 171.

4 Esra Akas, Fotografta Zaman
ve Anlati Paul Ricoeur'in Ugli
Mimesis'i Odaginda Nan Goldin
ve Jeff Wall Ornekleri [Time and
Narrative in Photography, the
Examples of Nan Goldin and
Jeff Wall in the Light of the
Three Mimetic Modes of Paul
Ricoeur], (Istanbul: Marmara
University Institute of Fine Arts,
unpublished masters thesis,
2019), p. 29.
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cinsiyet ve cinsellik meselelerini; kabaca
kentsel dénUsUm olarak etiketledigimiz
ama pek ¢ok hiyerarsik yapiyi iginde tasiyan
kUltUrel evrimi; bir tOrlU derinlesemeyen,
benimsenemeyen moderniteyi, ilk cUmlede
andigim balmumu tabletin mUhrint kirarak
sorunsallastiriyor.

Timaios'ta zaman “sonsuzlugun devingen
imgesidir".® 90'lardan itibaren son derece
hareketli bir dénemin tanigi olarak Polat,
zamaninda aktarilmayan gérintilerin
yok olacaginin bilgisiyle hareket eder,
tabletler yazar. Dolayisiyla, onun islerini
daha iyi anlamak igin, hem kendiliginin
hem de toplumsal bilincinin insa edildigi
ddénem ve siUreglere bakmak gerekir.
1990'lari kabaca tanimlayabilmek hem
kolay, hem de zordur aslinda. Sadece
Turkiye'de degil, dinyada da birgok yeni
gelismenin yasandigi bir ara donemdir
90'lar. Evet, Soguk Savas bitmis, Berlin
Duvari yikilmistir ama Kérfez ve Bosna
Savaslari gibi bélgesel savaslar dénemine
girilmistir. Belki 12 Eyl0I'Un ana mimarlari
olan askeri cunta artik basta degildir ama
90'lar bir anlamda 12 Eyl01'On karanhk artgi
zihniyetlerinin, faili meghul cinayetlerin,
baskici yénetimlerin egemen oldugu yillardir.
Reagan, Thatcher, en nihayetinde Ozal ile
1980'lerde ifadesini bulan, bUtin dUnyaya
egemen olan neo-globalizasyon dalgasi,
basta bUtUn Uretim iliskilerini kékUnden
sarsmis, sanattan spora, medyadan,
siyasete her alana sirayet eden bir etki

5 Platon, Sophiste,
Politique, Philébe, Timée,
Critias, (Paris: GF
Flammarion, 1993), s. 97

6 https://kopuntu.
org/2017/05/31/
neriman-polat-sanatta-
ifade-ozgurlugunden-
bahsetmek-imkansiz/

yaratmistir. Ve elbette 90'larin ikinci
yarisinda hayatimiza giren internet, cep
telefonlari gindelik hayatimizi da kékinden
degistirecek etkiler birakir. Bu kavramlarin
icinde en gbze ¢arpan ise dzellestirmedir.
Turkiye'de bu dénemde, képriler, radyolar,
televizyonlar, Kamu iktisadi Tesekkilleri
(KIT) 6zellesirken kapitalizmin dogasinda
varolan tUketim toplumu kavrami daha
derinden yasanir hale gelir. TUketimin
kutsandigi, her seyin hizla tUketilmesinin
makbul oldugu donemdir 90'lar. Gérece
6zgUrlUk ve sanatta kullanilan radikal dil,
2000'lerden itibaren piyasa kavraminin
yaratmis oldugu dinamikler gergevesinde
gelisir ve bir anlamda evcillesir. Devletin
sansUr mekanizmasi, artik piyasanin
6zgUr sayilan ama kendine has kurallari
ile, 6rnegdin oto-sansir mekanizmalari

ile beraber yUrimeye baslar. 2019 yilina
geldigimizde ifade 6zgirligi basta olmak
Uzere, demokrasiyi sorgularken “1990'lara
mi dénUyoruz” kalibinin siklikla soruluyor
olmasi ginimiz gergekleriyle o dénem
arasinda bir bag oldugunu géstermesi
acisindan anlamlidir. Neriman Polat'in
2018 yilinda dile getirdigi ifade 6zgurluigo
sorunu, 1990'larda daha ortik, daha kapali
olsa da kendini gésterir. “Sanatta ifade
6zgUrligUunden su an bahsetmek imkéansiz.
Hi¢bir zaman tamamen 6zgir bir Uretim
icinde olmamissak da, her gegen gin bir
dncekinden daha koto."

Yukarida 6zetlenmeye ¢alisilan 90'lar
ikliminin, kUltUrel ve sanatsal alanlarin
sekil almasinda direkt etkili oldugu
yadsinamaz. 90'lar sanat ortaminin
neredeyse tUm igerigi, bu yeni tir politik
ve toplumsal duyarlihdi iginde barindirir,
postmodern sdylem gesitliligine o glne
dek olmadigi kadar kucak agar ve her
seyi didikler. Sanat Uretimi ve ortaminin
sinirlarinin genisledigi, kUresel sergilerin

In fact, we could say, at this precise point,
that the artist serves as external memory,
recording recent history, registering what

we actually want to forget.

With this exhibition, Neriman Polat
contemplates the subjective and social
aspect of memory and remembering;
activating the forgotten memory of the
90s. From the 1990s to the present day, she
problematizes practices of consumption;
everyday practices that diversify in
accordance with rank and status; issues

of gender and sexuality; the cultural
evolution that we roughly label as urban
transformation but in fact involves many
other hierarchical structures; the version

of modernity that fails to strike deep and
be embraced, by breaking the seal of the
wax tablet | mentioned in my first sentence
above.

In Timaeus, time is the "moving image of
eternity”.°> Polat bore witness to a highly
dynamic period beginning with the 90s,
and knowing that images that weren't
transmitted at the right time would
disappear, she acted, and wrote tablets.
Therefore, in order to understand her work
better, we need to look at the periods
and processes when both her self and
her social conscience was constructed. It
seems both easy and difficult to provide
a rough definition of the 1990s. The 90s
were an interim period when many new
developments took place not only in Turkey

5 Platon, Sophiste,
Politique, Philebe, Timée,
Critias, (Paris: GF
Flammarion, 1993), p. 97.

but everywhere across the world. Yes, the
Cold War was over and the Berlin Wall had
been brought down, but a new period of
regional wars, such as the Gulf War and
the Bosnian War, had begun. The military
junta, the main architects of the September
12 coup, were no longer in power, but the
90s were, in a sense, were years when the
dark aftershock-mentality of September 12
prevailed, unidentified murders increased in
number under oppressive governments. The
wave of neo-globalization spreading across
the world in the 1980s under figures such
as Reagan, Thatcher, and ultimately Ozal,
radically sent a jolt across all relationships
of production and created an impact that
penetrated into every field from art to
sports and from media to politics. And

of course, entering our lives in the second
half of the 90s, the internet and mobile
phones left indelible marks on our everyday
lives, radically changing everything. Among
these concepts, the most striking is
privatisation. During this period in Turkey,
as bridges, radios, televisions and state-
owned economic enterprises (known as

KiT in abbreviation) were privatized, the
concept of consumption society, part of
the nature of capitalism, came to the
forefront. The 90s were a period when
consumption was sanctified, and everything
was preferably, rapidly consumed. The
relative freedom experienced during this
period and the radical language used

in art, developed within the framework

of dynamics created by the concept of

the market from the 2000s on, and in a
sense, were domesticated. The censorship
mechanism of the state begins to act in
tandem with the seemingly free, specific
regulations of the market, for instance, with
self-censorship mechanisms. If now, in the
year 2019, we feel the need to ask “"Are we
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diUzenlenmesiyle dinya sanat ortamina
eklemlenme surecinin hizlandigi 1980'lerin
ardindan 1990'lar kabaca, Turkiye'de ¢agdas
sanatin bUyUk bir sigrama yaptigl, sdylem,
malzeme ve yéntem c¢esitliliginin yogun
olarak hissedildigi yillardir. Kiresellesme
politikalarinin dolasima girdigi, istanbul'un
Turkiye'nin dUnya sahnesine ¢ikisiyla
tanimlanan surecin, vitrini ve kapisi oldugu’
1990'larda, istanbul Bienali'nin de getirdigi
ivmeye paralel olarak ¢ok yonlU gelismeler
yasanir: tematik ve kiratérli sergiler agilir;
geng kusak aktiflesir; kisaca degisen ve
dénUsen kolturel iklim sanat Uretiminin
bigim ve iceriginde degisimler yasatir.
Elbette bu tarafsiz tanimlamalarin yanina
farkl ¢ikmalar da yapilabilir.

1990'larda bu yeni liberal dalga Turkiye'de
sanatin kapali ruh halinden ¢ikmasina bir
anlamda vesile olmus, sanat dinyasindaki
geleneksel iliski paternlerini de birbiri ardina
yikmistir. Geleneksel galeriler yerini bUyUk
banka galerilerine birakirken, sanatgilar
kimlik, kUresellesme, feminizm, ¢evre gibi
konularda isler Gretmeye baslamis, yeni
kusaklar, yeni diller ortaya ¢ikmistir. Bu da
kaginilmaz olarak, sanatgilarin yeni olusan
kUltUr endUstrisi icindeki bagimhlik iliskilerini
yeniden sorgulanir hale getirir. Bir yanda
cesur isler Uretilmeye baslanirken, ayni anda
bUyUk sermaye gruplarinin ¢agdas sanati
kesfetmesiyle birlikte, yeni bir tir bagimlilik
iliskisi olusur. Sanat bir yandan radikal
denebilecek alternatif séylemlerin alanina

7 Caglar Keyder, "Arka
Plan", istanbul Kiresel ile
Yerel Arasinda, Ed., Caglar
Keyder, Ceviren: Sungur
Savran, (istanbul: Metis
Yayinlari, 2000), s. 26.

81990'larda sanatta
yasanan déndsimin
nedenleri, dinamikleri,
baglantilari ve sonuglari
Uzerine Ayse Kdksal

ile yUrottigumoz
kapsamli calismadan
yararlanilmistir.

donUsurken, bu yillari izleyen 2000'lerde
képruiler, otoyollar gibi 6zellesir de...

Aslinda 90'lar® tam da araf'ta bir dénemdir;
sanatin devlete bagimliliginin azaldigy,

ozel sektoérin henlz agresif ve sistemli bir
bicimde devreye girmedigi, belki de zoraki
bir 6zerk olma durumudur yasanan. Sanatin
¢ok kisa bir sire de olsa 6zerk gérindigu

bu yillara iliskin bir parantez agip Neriman
Polat'i burada 6zellikle anmak gerekir. Polat,
90'lardan ginUmuze degin bu dzerkligi
sUrdUren nadir sanatc¢ilardan biridir; 90'lar
karakterini devam ettirir; galeri sanatgisi
olmayi reddeder; dénemin ruhu kadar

dilinin pasifize edilmesine karsi da diren¢g
gosterir. Burada iki noktaya daha deginelim:
ilki onun bu 6zerklik direnciyle kendisinden
onceki kimi kadin sanatgilarla benzerlik
gostermesidir; Nur Kogak, Candeger Furtun,
Melike Kurti¢ Abasiyanik, Bilge Friedlaender
vb. gibi sanat yapmayi gorev bilinciyle,
istikrar ve direncle surdirmek... ikincisi ise,
ortak akilla ¢alisabilme nesnelligidir. 20'lar
kusadinin baslangigta 6znelligi, modernist
sanatgi tanimini disarida birakmayi
yegleyen tavrini Neriman Polat sanat
pratiginin tUm evrelerinde devam ettirir.
Kendiligini merkeze teget bir konumda
yerlestirerek séylenen s6z0, ortaya ¢ikan

isi ve birlikte hareket edebilme kabiliyetini
devam ettirebilmek onun icin dnemlidir.
Akademi'den mezun olur olmaz Sanat
Tanimi Toplulugu ile ¢alisir; sonrasinda pek
cok sanatgi ile ortak, hatta anonim isler
Uretir, kolektif ruhunu korur; performatif
eylemlere imza atar. Aslinda bu onun mesele
ettigi tum konulari yeri geldiginde geri
planda kalarak, yeri geldiginde risk alarak
savunma ve sahiplenme bigimidir. Ortak is
Uretmek bilinci, uzun yillar birlikte ¢ahstigdi,
Arada ve Hafriyat ile somut ve sureklidir;
ortaklasa Uretim, paylasim, dayanisma

gibi deneyimlerle "modernist sanatg!”

returning to the 1990s?" when we question
the dire state of democracy, and first and
foremost freedom of expression, then there
is a link between current realities and that
period. The lack of freedom of expression,
as expressed by Neriman Polat in 2018,
was again evident in the 1990s, even if it
were more concealed compared to now:

"It is impossible to speak of freedom of
expression in art at the moment. Although
we never had the means to produce freely in
the complete sense of the word, now, every
new day is worse than the last."

The direct impact in the shaping of cultural
and artistic fields of the climate of the 90s
which | sought to summarize above cannot
be ignored. Almost the entire content

of the 90s art scene hosts a new kind of
political and social sensitivity, it embraces
the postmodern diversity of discourses in
an unprecedented manner and seeks to
interrogate everything. After the 1980s,
when the production of art and the borders
of the art scene expanded, and Turkey's
articulation to the global art environment
picked up speed with the organization

of global exhibitions, the 1990s were,

to provide a bold outline, a period when
contemporary art in Turkey took a great
leap, and an intense diversity of discourse,
material and method was displayed. During
the 1990s when Istanbul was the shop
window and gate of the process described
as Turkey entering the world stage,” when

6 https://kopuntu.
org/2017/05/31/
neriman-polat-sanatta-
ifade-ozgurlugunden-
bahsetmek-imkansiz/

7 Caglar Keyder, "Arka

Plan [Background]”, 8 | draw here from the
istanbul Kiresel ile Yerel comprehensive study
Arasinda [Istanbul between we carried out with
Global and Local], Ed., Ayse Kdksal on the
Caglar Keyder, Translated reasons, dynamic, links
into Turkish by: Sungur and outcomes of the
Savran, (Istanbul: Metis transformation of art in
Yayinlari, 2000), p. 26. the 1990s.

globalization policies began to circulate,
parallel to the acceleration brought on

by the Istanbul Biennial, multifaceted
developments took place: thematic, curated
exhibitions opened, the younger generation
became active, or in brief, the changing,
transforming cultural climate also brought
changes to the form and content of artistic
production. No doubt, additions may be
made to these impartial definitions.

In the 1990s, this new liberal wave, in a
sense, provided the opportunity for art in
Turkey to shed its isolated mood, and the
traditional relationship patterns in the
world of art were destroyed one by one.
Traditional galleries were replaced by larger
galleries that belonged to banks, artists
began to produce works on subjects such
as identity, globalization, feminism and
the environment, and new generations
emerged along with new artistic languages.
This inevitably rendered questionable the
relationships of dependence artists faced
within the newly forming cultural industry.
Courageous works were produced on the
one hand, while, along with the discovery
of contemporary art by large capital
groups, a new form of dependence began
to take shape. As art transformed into a
field for alternative discourses verging on
the radical, in the 2000s that followed,
art, too, like bridges and motorways, was
privatized...

In fact, the 90s® were precisely a period

in limbo; art was no longer strictly
dependent on the state; yet the private
sector had not yet entered the art scene
in an aggressive and systematic manner,
so perhaps this was a forced, unwilling
condition of autonomy that was being
experienced. Let us open a parenthesis for
these years when art, even if it was for a
very short period, seemed autonomous,
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imgesine baskaldirir. Kolektife inanan biri
olarak, Turkiye sanat tarihinde ¢ok sik
rastlamadigimiz bir deneyimi gergeklestirir.
90'lar kusaginin kolektif ruhu 2000'lerde
¢6zUIlmUs, yerini dncesinde ¢ok elestirdikleri
modernist sanat¢i mitini devam ettiren
tuhaf bir bireysellige birakmistir. Polat'in
kolektife olan inanci bagimsiz kimliginin
daha da pekismesine olanak tanir.
2000'lerden itibaren kiltor kurumlari ve
kGltUr endUstrisi aktorlerine karsi bagimsiz
kalmayi tercih eder. Sergi 6zge¢misine
bakinca bu tutarl durus agik¢a gozlenir.
Dolayisiyla paragrafin basina tekrar
dénecek olursak, bu kolektif is Uretebilme
refleksini 6zerk olma pratikleriyle birlikte
degerlendirmek gerekir. Bireyciligi Gretiminin
kosulsuz kosulu olarak gérmeyen bir
yaklasimdir onunkisi. Sergide Arzu Yayintas
ile birlikte Urettikleri 2016 tarihli "istikrar”
adli calismasi bu konumunu 6rnekler.

Bu ¢alismaiile ikili, 2015'te 6ldUrUlen

sivil, mUlteci ve isgileri 3322 adet civiyle
6lUmsUzlestirir.

Neriman Polat'in sanat anlayisini biraz
daha irdelemek icin tekrardan 90'lara
ddénmekte yarar var. Conks 90'lar, yeni
kusak sanatg¢i icin hem ikilemli, karmasik
ve yogundur, hem de kilturel aktariml,
heniz bakis yipranmasina ugramamis
bir alani temsil eder. Onceki ddnemlerde
kliseye dénUstUrilerek, ici bosaltilan pek
¢ok kavram gibi yerel/evrensel paradoksuna
iliskin de ilging cevaplar Uretilir. Ayni

9 Bu konu ile ilgili Turkiye'deki
gelismeler igin su yayinlar
aciklayici saptamalar
icermektedir. Nurdan Gurbilek,
Vitrinde Yasamak: 1980’lerin
Kdltirel iklimi, ikinci Basim,
(istanbul: Metis

Yayinlari, 1993); Can
Kozanoglu, 1980°lerden
90'lara Turkiye ve Starlari:
Cilali imaj Devri (istanbul:
iletisim Yayinlari, 1995);

Can Kozanoglu, Pop Cagi
Atesi, ikinci Basim, (istanbul:
iletisim Yayinlari, 1995); Can
Kozanogly, internet, Dolunay,
Cemaat, (istanbul: iletisim
Yayinlari, 1997)

zamanda, daha énce tartismaya agilmamis
pek ¢ok konu didiklenip, mesafe daraltilarak
alternatif gérsel yanitlar verilir. Cok gevreli
bir merkezin kendine yer edinmeye ¢alistidi
bir dénemdir bu. Bir yapboz alanidir... Hem
yikici bir yaraticilik, hem de yaratici bir
yikicilik eylemi Uzerinde seyreder.

Sanatin igerigi 1990'lardan itibaren
kiUresellesme ve postmodernist teorilerin
araciligiyla gesitlenir; sanat¢inin 6znel ve
toplumsal olani merkeze alarak, kiltirel
kimlik, gindelik yasam, popUler kiltir,
cinsiyet politikalari, toplumsal bellek,
gibi, kimi zaman politik yénelimleri de
icine alan, farkli mecralari kusatan isler
Urettigi gorulur. 1980'lerin evcillestirilmis
gorinen ige donuk yapisi, bu dénemde
disavurumcu bir dinamizmi, ¢esitliligi, ok
yonlGlugu ve deneyselligi igerir. TUm bunlar
disiplinlerarasi, kuramsal ve politik bir
icerikle farkh pratiklere dogru evrilir.

Merkezi iktidarin karsisina ¢ogul gorusleri,
katilimi ve elbette ana eksene bireyi

koyan postmodernizm ile birlikte farkl
etnik yapilarin, escinsellerin, kadinlarin,
cemaatlerin vb. kendi sdylemlerini
olusturmalari ve ortaya ¢ikisi bu dénemin
belirgin 6zelliklerinden biri olarak insa
edilme sirecine girer.’ Sanatta kiltorel
kimliklerin, cografyanin, yerlesik kaliplara
karsi gelistirilen dUsUncelerin ele alinisi,
postmodernizmin bu yillarda TUrkiye'de

de etkin olmasina baglanabilir. Bu dénem
"elestirel yaklasim"in kendini en ¢ok
hissettiren ruh durumu oldugu sdylenebilir.
Sanatgilar kéklerini, toplumla baglarini,
aldiklari egitimi, gelenegdi kisaca sadece
sanatin degil, kiltUrel ortamin iliskide
oldugu hemen her seyi elestirir. Cok odakli
bir séylem ¢esitliligine aracilik eden bu
yillar yeni bir gérsel kUltUr olusturur;
ciddiyet ve ironinin eszamanl yUridigu
isler Uretilir; elestirel biling belki de hepsinin

and specifically remember Neriman Polat:
From the 90s to the present day, Polat is
one of the few artists that has retained
such autonomy; she sustained the character
of the 90s; refused to become a gallery
artist; and resisted the pacifizing not only
of the spirit but also the language of the
period. We should specifically touch upon
two more points here: The first is that
with this persistence for autonomy, she
displays a similarity with certain woman
artists that came before her; to continue
making art with a sense of mission, stability
and resistance, like Nur Kogak, Candeger
Furtun, Melike Kurti¢ Abasiyanik, Bilge
Friedlaender and others... The second is
the objectivity that enables to work with

a shared, common mind. The attitude of
the 90s generation, in the beginning, that
preferred to leave out subjectivity, and
exclude the definition of the modernist
artist is extended by Neriman Polat into
all stages of her artistic practice. For her,
it is important to place herself along a
tangential position, and to extend her
message, the work she has produced

and her ability to act collectively. The
moment she graduates from the Academy
she begins to work with Sanat Tanimi
Toplulugu [The Definition of Art group];
then she produces many joint, and in fact,
anonymous works with many artists,
retains her collective spirit, and undersigns
performative actions. In fact, this is her
method of defending and claiming all the
subjects she is concerned about - at times
by remaining in the background, and at
times by taking risks. Her commitment to
produce collective work, with the initiatives
Arada and Hafriyat is concrete and
constant, with experiences of collective
production, sharing and solidarity she
challenges the image of the “modernist

artist”. As a person who believes in the
collective, she realizes an experience that
we do not often come across in the art
history of Turkey. The collective spirit of
the 90s generation dissolves in the 2000s
and is replaced by an unsettling version

of individuality that pursues the myth of
the modernist artist the 90s generation
criticized so strongly. Polat's belief in
collectivity enables her to consolidate her
independent identity. From the 2000s

on, she prefers to remain independent

of cultural institutions and the actors of
the cultural industry. A look at her list

of past exhibitions it is easy to observe
this consistent stance. Thus, if we are to
return to the head of the paragraph, this
reflex to produce collective works should
be considered along with practices of
autonomy. Her approach does not perceive
individualism as the sine qua non of her
production. In the exhibition, the work
titled "Stability” dated 2016, produced

in collaboration with Arzu Yayintas,
exemplifies her approach. In this work, the
duo, with 3322 nails, immortalize civilians,
migrants, women and workers murdered in
2015.

To explore Neriman Polat's approach to art
further, let us return to the 90s once again:
Because the 90s, for the new generation

of artists, is both contradictory, complex
and intense, and also represent a field of
cultural transmission that has yet not been
corroded by examination. Like many other
concepts that were turned into clichés

and rendered void in previous periods,
interesting responses are also produced
regarding the paradox of the local and

the universal. At the same time, many
previously undiscussed topics are explored,
distances are shortened, and alternative
visual answers are provided. This is a period
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ortak noktasidir. Dénem 6zeti baglaminda
Neriman Polat igin basta belirttigimiz
tanik olma bilinci ve elestirel bakisi direngle
devam eder ve 90'lardan ginimize degdin
travmatik/posttravmatik bir sirecin ve
dénUsUmUn tanikliina evrilir.

Onun yapitlarinda, bireysel ve toplumsal
hemen her baglam pek ¢ok farkl eksende
irdelenir, ve yorumlanir. ilgi alanlari oldukc¢a
cesitlidir: kUltUrel ve kentsel dénUsim,
feminizm, gindelik yasam estetigdi, kitsch,
kimlik ve sinif sorunsali, modernite elestirisi
1996'dan ginimize degdin Uretiminin ana
duraklari olur. Onun bu ¢ok odakl yaklasimi,
yasami algilama ve gézlemleme bigimiyle
degisik perspektiflerle disavurulur. Bazen
direkt olarak gindelik yasam gézlemciligi
yapar, bazen bir tUr kara romans olarak
tanimlayabilecedimiz yas tutma sireglerini
en dramatik yaniyla bize iletir, bazen ironik
bir dil secer, bazen ise, bilingli olarak, bir tir
toplumsal sorumluluk, vicdani gorevle direkt
mesajin altini gizer.

Ekonomik ve kUltUrel sermaye iliskilerini
dislayan tavri, her tUrlU otorite
mekanizmasini sorgulayan ve karsi gelen
tavri ile birlesir. Radikal bir feministtir, bu
tavrin izini gogu isinde sirmek mUmkUndur.
Ayrica ¢alismalarinin hemen hepsinde, konu
ne olursa olsun, hangi bigimde ele alirsa
alsin bireysel ve toplumsal iktidar iliskilerine
karsi koyar. Neriman Polat, otoritenin birey
Uzerindeki baskici ve 6zellikle ruhsal siddete
varan islevi Uzerinde dUsUnmemizi iser. Her
tUrl0 normallestirme siUregleri iginde bireyin
varolusunu sorgularken, Foucault'nun
s6zU0nU ettigi, travmalar yaratmakta usta
egemen iktidarin bedenlere aci vererek
insanlari cezalandiran, ruhlari ve zihinleri
terbiye eden islevine de géndermede
bulunur.

1997 tarihli "Durum Duvari”nda iktidarin

¢ocuklar Uzerindeki etkisini gézlemler;
iktidari, bizzat kendisi kameranin

arkasina gegerek ve onlari yénlendirerek
deneyimletmeyi amaglar. Tek tiplestirme
ve yonetme, yénetilme Uzerine yalin bir

dil ortaya koyar. Steril, Ust orta sinifa

ait cocuklardir bunlar. 2001 tarihli
"Sarisinlar”da ise bu tektiplestirme
meselesine baska eksenler de girer; kadinin
Uzerine yUklenen anlamlar, sarisin olmanin
cekicilikle iliskisi ve gizelligi vurgulayan
6gelerden biri olmasi gibi... "Durum
Duvari"nda yénlendiren ve gérinen goéz iken
"Sarisinlar"da réntgenleyen bir gdze déner;
kontrast olusturur. Sarisinlik meselesini
dUsUnmemizi ister; esmer bir cografyanin
benzenmek istenen "beyaz" dtekiye

iliskin algilarini deser. Oznelerin sadece
politik bilincinin degil estetik bilincinin de
etkiledigini anlatir. Bu is, kimlik, kadin olma
meselesi kadar Batililasma hikdyemize de
bir géndermedir.

Serginin kiratdrlGgini Ustlenen Derya
YUcel ve Mahmut Wenda Koyuncu, bu sergi
icin bir araya getirdikleri isler arasinda
kronolojik ve tematik olmayan baglantilar
kuruyor; bu baglantilari bir izleyici olarak
yakalamak onun sUrekli izini sGrdigo
eksenlere bakmakla mUmkdn olabilir.

Polat'in Uzerinde sik¢a dUsUndUgu konular
sanirim belli basli temalarla tasnif edilebilir:
Vanitas 'Olumi Animsamak’; Kara Romans
'‘Baskasinin Acisina Bakmak'; Merkez Cevre
ikilemi "Modernite Elestirisi'; iInsa Etmek
'Uygarhgin Huzursuzlugu'; Gdndelik Yasam
'Hayatin Estetigi'; Toplumsal Cinsiyet Rolleri
'‘Ozne ve iktidar' gibi... Ancak sunu da
unutmamak gerekir ki, tim bu kavram ve
temalar kimi islerde birbiri i¢ine geger, bazen
birkagini, bazen hepsini biraraya getirir.

Polat'in bu sergide imgesiz, yaziyi imgeye
donistirdigu ¢ok 6nemli ve ¢arpici

when a centre with many peripheries seeks
to establish itself. It is a puzzle-field... It
acts both via a destructive creativity and a
creative destructivism.

Through the agency of globalization and
postmodernist theory, the content of

art diversified from the 1990s on. Artists
placed the subjective and the social at the
centre of their work, and created works
that appropriated different media and
included topics such as cultural identity,
everyday life, popular culture, gender
politics, social memory and at times,
political orientations. The seemingly
domesticated introvert structure of the
1980s now began to include, from the 1990s
on, an expressionistic dynamism, diversity,
versatility and experimentality. All this
evolves towards different practices with
interdisciplinary, theoretical and political
content.

One of the distinctive traits of this period
was the way in which - with the emergence
of postmodernism, which placed, in
opposition of central power, multiple
viewpoints, participation and of course, the
individual along its main axis - different
ethnic structures, homosexuals, women,
communities and others began to gain
visibility and form their own discourse.’ The
discussion of cultural identities, geography
and new thought against entrenched
views in art could be linked to the impact

9 The following publications feature
explanatory arguments regarding
developments in Turkey regarding

the topic: Nurdan Gurbilek, Living

in a Shopwindow: The New Cultural
Climate in Turkey, Translated by
Victoria Holbrook, Zed Books, 2011;
Can Kozanoglu, 1980’lerden 90'lara
Turkiye ve Starlari: Cilali imaj Devri
[Turkey and its Starts from the

7980s to the 90s: The Age of the
Polished Image] (Istanbul: iletisim
Yayinlari, 1995); Can Kozanoglu, Pop
Cagi Atesi [The Fire of the Pop Age],
(Istanbul: iletisim Yayinlari, 1995); Can
Kozanoglu, internet, Dolunay, Cemaat
[Internet, Full-Moon, Community],
(Istanbul: iletisim Yayinlari, 1997).

in Turkey of postmodernism during these
years. One could also state that it was the
period when a “critical approach” became
the most influential mood among artists.
Artists criticized their roots, their ties with
society, the education they received and
tradition, or in brief, everything that not
only art but the cultural environment was
linked with. During these years, a new visual
culture mediating a multifocal diversity of
discourse is formed; a critical conscience

is perhaps their common point. In the
context of a summary of the period, for
Neriman Polat, the conscience of bearing
witness, and a critical outlook persistently
continue and evolve into a witness account
of a traumatic/post-traumatic period and
transformation from the 90s to the present
day.

In her works, almost every individual and
social context is examined and interpreted
along many different axes. Her fields of
interest are quite diverse: cultural and
urban transformation, feminism, the
aesthetics of everyday life, kitsch, the
problems of identity and class and a
critique of modernity have been the main
destinations of her production from 1996 to
the present day. Her multifocal approach
is expressed in different perspectives,
in the way she perceives and observes
life. She sometimes engages in direct
observation of everyday life, at other times
she communicates, in their most dramatic
aspect, mourning processes that we could
describe as black romances, sometimes she
chooses to adopt an ironic language, and
at other times, consciously, she directly
underlines the message with a sense of
social responsibility and conscientious duty.

Her approach excludes relationships with
economic and cultural capital, joining her
attitude that questions and resists all
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iki isi var. Bunlardan ilki 2011 tarihli
"Ceylan”. "kizimin pargalarini etegimde
tasidim” yazisi, gazete puntosu ile duvara
mihlanmis; belki de bugUne degin bir
annenin adzindan ¢ikan en yalin agittir.
imgesi olamayacak kadar dramatik,
sanatin aracihdiyla anitsallastirilamayacak
kadar biyUk bir kederin belgesidir adeta.
2009'da Cizre'de havan mermisiyle
6ldirilen Ceylan'in annesinin haykirisinin
sessizlesmis, kimsesizlesmis belge anitidir
bu okudugumuz. Neriman Polat bazi
gergeklerin tek bir imgeye indirgenemeyecek
kadar adir oldugunun bilincinde, yazarak,
sogutarak hatirlatmayi yegler. Yaziyla insa
ettigi diger ¢alismasi, Sefkatsiz serisinden
2018 tarihli “Duvar”da da sergi mekanini
kursunkalemle yazilmis el yazisiyla gevreler.
Cocuk 8lumleri ve istismari raporlarindan
aldigi kimi sézctkleri birkag sira friz
seklinde duvara kaziyan sanatgi, Susan
Sontag'in "Baskalarinin Acisina Bakmak"™®
kitabinda dile getirdiklerini animsatiyor
aslinda. Sontag bu kitabinda dzellikle
vahset ve savas gérintilerinin fazlaca
verilmesi durumunda etkisini yitirdigini,
siradanlastigini ve ona bakani alistirdigini
soyler. Hatta daha da ileri giderek Jeff
Wall'un kurgu fotografi "Olo Askerler
Konusuyor"un (Dead Troops Talk) ¢ogu
zaman daha etkili oldugunu savunur

ve vahset gorintilerinin sUrekli servis
edilmesini ahlaki bulmaz. Neriman Polat bu
iki calismasinda da tasviri imkansiz acilarin

10 Susan Sontag,
Baskalarinin Acisina
Bakmak, Osman Akinhay
(gev.) (istanbul: Agora
Kitaphgi, 2003)

kaydini tutar, kaybolmasina izin vermez.
Rapor dilinin kelimelerini ve gazete fontunun
mesafesini kullanip, kendini saklar. Acinin
ikonografisini ikonsuzlastirir, sonsuz kilar.
Sanatin én kosulu olan imge, bu islerde
kendine yer bulamaz, kendini yaziya teslim
eder.

Neriman Polat, yazi, fotograf, yerlestirme,
performans, vb. gibi pek ¢ok farkli Gretim
dili benimseyerek, konunun ve anlatmak
istedigi meselenin sesine kulak kabartarak
hareket eder. 2016 tarihli "Elbise" ve
2019'daki “"Cicek Yarasi” baslikli islerinde
SUmerbank ile 6zdeslesmis ve belli bir
déneme génderme yapan pamuklu bir
tUr kumasi, pazeni kullanir. Tekrar tekrar
bakildiginda bir kaftan, kabuk ya da Yunan
mitolojisinde avci tanriga Artemis'in
panter postunu ¢agristiran "Elbise"ye,
Metin- Kemal Kahraman kardeslerin
Dersim tUrkUsUnU seslendiren bir kadin
sesi eslik eder. Cicekleri ve renkleri ile GnlG
bu pazen elbisenin renkleri sanatginin
mUdahalesiyle tek tek agartilir. Neriman
Polat elbisenin gigeklerini agartirken, kendi
deyimiyle, gUnleri 6ldUrUr, gigekleri soldurur...
TUrkinUn agit yakan sesiyle, bedensiz,
kimliksiz, cinsiyetsizlestirilmis anonim
bir kadin portresidir Polat'in aktardigi.
Elbisenin kumasi, dikisi, yakasi, belindeki
kemeri sinifsal ve statUsel pek ¢ok farkli
gdndermeye agiktir; sehre gé¢mus bir
kadindir karsimizdaki. Belki de modernite
kGltGrinUn kibirli bakisini, onu anlamayan
ama kabul etmis gérinen bakisini Gzerine
kilitlemis bir kadinidir bu. Bu baglamda
ipek Duben'in "Serife"si ve Nil Yalter'in
"Bassiz Kadin-Goébek Dansi”ini hatirlatir
izleyiciye ama U¢ farkli sanatgi bakisi da
hemen kendini belli eder. Neriman Polat,
bu elbiseyi giymis, tasimis, bUtin kadinlara
bir anit-elbise hediye eder. Sanat tarihinde
yatagda uvzatilip, soyulan, elbisesiz birakilan,

mechanisms of authority. She is a radical
feminist, a stance which can be traced in
most of her works. Also, in almost all her
works, whatever the subject may be, and
however she may approach her topic, she
displays a resistance to individual and social
power relations. Neriman Polat wants

us think about the repressive function

of authority targeting the individual,

which specifically reaches the level of
psychological violence. As she questions

the existence of the individual amidst all
manners of normalization processes, she
alludes to the function of sovereign power,
as discussed by Foucault as a master

of creating trauma, punishing bodies to
sentence humans, and disciplining souls and
minds.

In "Situation Wall" from 1997, Polat
observes the impact of governmental
power on children; she aims to have the
viewer experience power by picking up
the camera herself. She displays a plain
artistic language on uniformization, ruling
and being ruled. The children here have a
sterile air to them, they are upper-middle-
class children. In "Blondes" dated 2001,
new trajectories of thought are added to
the subject of uniformization, meaning
ascribed to the woman, the relationship
of blondeness and attraction and beauty...
An orientating and visible eye in the
"Situation Wall", in "Blondes" she becomes
a voyeuristic eye, creating contrast. Polat
demands that we think about the subject
of blondeness, exploring the perceptions
regarding the ‘white' other in a dark-
skinned land. She explains how not only the
political conscience but also the aesthetic
conscience of subjects is under influence.
This work alludes not only to the subjects
of identity and womanhood but also to our
story of Westernization.

Derya Yicel and Mahmut Wenda Koyuncu,
curators of this exhibition, establish non-
chronological and non-thematic links
between the works they bring together,
capturing these links, as a viewer, is possible
by looking at the paths Polat constantly
traces.

Subjects Polat frequently engages with
can, | believe, be classified under certain
themes: Vanitas, 'Remembering Death’;
Black Romance, 'Regarding the Pain of
Others'; The Centre-Periphery Dilemma,
'Critique of Modernity'; Construction,
'Civilization and its Discontents'; Everyday
Life, 'Aesthetics of Life', Gender Roles,
'Subject and Power'... However, one must
not forget that all these concepts and
themes intersect in some works, bringing
together some, and at times, all of them
together.

There are two, very important and striking
works by Neriman Polat in this exhibition,
works that do not feature images and
where she transforms writing into image.
The first is “Ceylan”, dated 2011. The
sentence "l carried my daughter's pieces

in my skirt", has been fixed to the wall
using letters set in a newspaper typeface:
perhaps the plainest ever lament to leave
the lips of a mother. This is the document
of a great pain that is so dramatic that

no image corresponds to it, a pain that
cannot be monumentalized through art.
Ceylan was murdered with a howitzer in
Cizre in 2009, and what we read here is the
document-monument of her mother's cry,
rendered silent, left desolate. Neriman Polat
is aware of the fact that some realities

are too heavy to be reduced to a single
image, so she prefers to remind us through
writing, by cooling the subject. In the other
work based on text/writing, “Wall", from
the Compassionless series dated 2018, she
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arzu nesnesine dénUstUrUlen kadina iade-i
itibardir. KiltUrel ve bicimsel aktarimlari
¢ok net ifsa eder. Pazen elbiseyle, nesneyi
6znelestirir.

Pazen kumasini kullandigi bir diger ¢alisma
ise "Cigek Yarasi"dir. Metrelerce pazen,
pembe ¢i¢cekli kumasi, Barok bir perde gibi
mekdni kaplayacak sekilde yerlestiren Polat,
yara metaforunu 6ne ¢eker ve kumasin
Uzerindeki bUtUn ¢igeklerin teker teker
ipliklerini geker. Kadin olmak, 6teki olmak,
maddur olmak vb. gibi pek ¢ok kavram ama
kadinhigin en fazla da gile gekme sUregleridir
karsimiza ¢ikan. Toplumun Urettigi yaralar
kadar acilarin da, kdt0l0gun de ters
késesidir ¢icek yarasi. Kabuk baglar, iyilesir
ama yerini hep belli eder. Bu ¢alisma mUthis
bir anitsallikla, yUzyillardir kumasa acisini,
askini, ¢ilesini isleyen kadina agittir aslinda.

Hem “Elbise", hem de "Cicek Yarasi”,
sistemin kibirli bakisina karsi gelistirilmis bir
tUr duygu ve bakis muhafizligidir. Anonim
6znenin acisini kasir ve didikler.

Neriman Polat, kadin Gzerindeki

yaptirimci iktidar mekanizmalarini, cinsiyet
politikalarini, toplumsal rolleri pek ¢ok
yapitinda farkli baglamlarla ele alir. DUnyayi
feminizmin kurtaracagdina inanir... Bunlarin
kimisinde kendi imgesini de kullanir; bunun
nedeni birinci kusak feminist sanatgilar gibi
bedensel olarak da isin iginde olmak degil,
"en yakindakini” kullanabilme 6zgUrlGgudor,
yani ihtiya¢ duydugunda, kendi deyimiyle
en zor islerde -penis kesmek, mastirbasyon
gibi- kendinin kapisini ¢alar.

2013 tarihli "Kesmek Uzerine" isi, light box
bir triptiktir. Siddetin bigimlerine dair hayli
anitsal, resimsel fotograflardir bunlar. Renk,
1sitk ve mekdan dizenlemeleriyle 17. yUzyil
Hollanda i¢ mekdan resimlerini animsatir.
Fotograflarin renkli ve canl gérintisu

kimi detaylari gizlerken, 6rtUk anlam

esra alicavusoglu

biraz yakinlastiginizda nesne ve uzuvlarla
kendini eleverir; kana bulanmis bicak,
kesilmis ve koltuga birakilmis penis gibi...
Hikayeci bir Uslupta, hem bUtUnin pargasi,
hem de bagdimsiz olarak hareket edebilen
fotograflardir bunlar. Dile pelesenk edilip,
6nemsizlestirilen kadin cinayetleri, Emine
Bulut 6rnedinde oldugu gibi neredeyse canli
yayinlanan, siddetin pornografisine evrilmis
ve yine Sontag'i hatirlayarak acilarin
siradanlasarak “siradaki gelsin” denildigi
ginUmuizde baskalarinin acisi bize nasil aci
verebilir ki?

ideolojik, toplumsal ve bireysel siddetin
nasil gosterilebilecegine dair kendi bedenini
de kullanarak c¢esitli dUsinme bicimleri
yarattigi ¢alismalarindan biri olan bu isin
yani sira ayni tarihli "Ozel Guvenlik”" adl
calismasi ise kansiz siddetin, her an tetikte
olmanin kurgusudur. Aslinda bu ¢alisma
da sanat tarihsel bazi gondermeler igerir:
Goya ve Manet ile farkli anlamlar Greten
ve ¢6zUlen uzanan ¢iplak temasi, bu iste
karsidan, dogrudan bakan g6zU yukari tasir
ve onu bir tir givenlik kamerasina, kimin
izledigi belli olmayan, dikizci anonim bir
gbze dénUstoror. Usti Gniformali, alti ciplak
"uzanan kadin"in cinsel organi bu kez eliyle
degil kilifli bir silahla 6rtulidur. Elindeki
fallik imge, jop, Manet'nin Olympia'sindaki
kedinin kuyrugunu animsatir. Uzanan
kadinin altindaki GtUsUz pike, belindeki
kelepge kadinlik meselelerine iliskin pek ¢ok
sey soyler. Pek cogumuzun bilingdisindan
¢agrilan, yerlesik, sanat tarihinde gizellik ve
cinsiyetgi rollerle temsil edilen uzanan kadin
temasinin tercimesi ve dénUsUmudir bu
imge.

Neriman Polat feminist séylemini kimi
yapitlarinda haykirarak iletmeyi yegler.
Toplumsal kodlardan rollere, siddete
ve sikismishda varan her tirld meseleyi
didikleyerek kadin olma bilincini merkeze
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surrounds the exhibition space with her
handwriting in pencil. Inscribing in a few
lines onto the wall, in the form a frieze,
certain words she has selected from child
death and child abuse reports, the artist in
fact reminds us of what Susan Sontag tells
us in her book titled “Regarding the Pain

of Others"'° In this book, Sontag states
that an excessive dissemination especially
of atrocities and war scenes reduces

their effects, renders them ordinary, and
creates immunity to them on the part of
the viewer. In fact, she goes further and
argues that Jeff Wall's staged photograph
"Dead Troops Talk" has a stronger impact
than reality, and does not find the constant
broadcasting of images of atrocity ethical.
In both these works, Neriman Polat keeps a
record of indescribable pains and does not
allow them to disappear. Using the words
of a reporting language and the distance
created by a newspaper font, she conceals
herself. She removes the icon from the
iconography of pain and renders it infinite.
Image, the precondition of art, fails to find
itself a place in these works, and surrenders
to writing.

Neriman Polat adopts many different
languages of production, like writing,
photography, installation and performance,
and acts by lending an ear to the voice
of the subject matter she wishes to
communicate. In her works titled "Dress”
dated 2016, and "Flower Wound" dated

10 Susan Sontag,
Regarding the Pain of
Others, New York: Picador/
Farrar, Straus and Giroux,
2003.

neriman polat

2019, she uses a certain type of soft wool
fabric, flannel, that is identified with the
SUmerbank company, and references a
certain period in history. On repeated views,
"Dress" reminds us of a robe, a shell, or also
the feline skin that Artemis, the goddess of
the hunt in Greek mythology wears, and is
accompanied by a female voice performing
a Dersim melody by the brothers Metin

and Kemal Kahraman. The flowers of this
flannel dress, renowned for its colours and
flowers, are whitened, one by one, by the
artist. As she whitens the flowers on the
dress, Neriman Polat, to use her own words,
kills the days, and withers the flowers.
What Polat transmits is the portrait of a
woman, with her lamenting voice, without
a body, identity or sexuality... The fabric

of the dress, the sewing, its collar and the
belt around its waist offer many different
readings of class and status, it is a woman
who has migrated to the city that we are
looking at. It is perhaps a woman who

feels upon her the arrogant gaze of the
culture of modernity, this gaze that does
not understand her but pretends to accept
her, locked upon herself. In this context, the
work reminds the viewer of ipek Duben's
"Serife" and Nil Yalter's "Headless Woman-
Belly Dance", but the difference between
the views of the three artists is evident
from the outset. Neriman Polat gifts a
monument-dress to everyone, all women
who have worn and carried this dress. This
is a restoration of honour to the woman
who, in art history, has been made to recline
on a bed, undress, and transformed into an
object of desire. She clearly exposes cultural
and formal transferences. She identifies the
flannel dress with the object.

Another work where flannel is used is

"Flower Wound". Metres of flannel, fabric
with pink flowers is placed by Polat to cover
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alir. Baski mekanizmalarini en yalin sekliyle
tasvir ettigi “Kemer", kisik sesle siddetin
en yakinlarimizdan geldigini fisildar. 2005
tarihli "Kafama Sikar Giderim" ise s6zU ve
mzigi bir erkege ait olan ve erkek sesiyle
zihnimize yerlesmis olan sarkiyi, koridorda
volta atan bir kadinla yeniden kurgular ve
farkli anlamlar kazandirir.

Neriman Polat'in odaklandigi bir diger
konu ise sosyokultirel ve politik donUsUmin
yasandigi kenttir. Kentsel dénUsUm kadar,
bu konuyu ele alan islerinin gogunda
modernite elestirisi de yapar. Merkez
Cevre Ikilemi "Modernite Elestirisi", insa
Etmek '"Uygarhgin Huzursuzlugu' olarak
tasnif ettigimiz bu ¢alismalar, bireyin
sikismishigini da gosterir. “iki Keklik” videosu
kentlesememis bir kentin gindelik yasam
estetigini gdzler 6niUne serer. Plastik gigekler,
yapay kayalardan akan sular esliginde
tuhaf bir i¢ mekdan kurgusuyla iki modern
goérinUmly geng kiz yéresel yemek yiyerek
dertlesir. Fonda iki Keklik torkiss calar.
Dogda ve koltur ikilemine, kéyden kente
gbgerken yasanan evrime, en net haliyle
ayna tutulmustur bu videoda. Yapay ve
dogal olani yeniden dUsUnmemize neden
olur.

2008 tarihli "Ev" ve "Sehir Serisi" 6zellikle
istanbul gibi buyUk kentlerin gégle birlikte
donisime ugrayan gindelik yasam
estetigine odaklanir. “Ev", 60'lardan
itibaren bUyUk bir hizla devam eden
gecekondulasma meselesine bireysel bir

11 Bu bilgi i¢in sanat
tarihgisi Hayri Fehmi
Yilmaz'a tesekkir ederim.

12 Douwe Draaisma,
Unutmanin Kitabi, ¢eviren
Dilman Muradoglu
(istanbul: Yapi Kredi
Yayinlari, 2015), s. 11.

cevap arar. Ozellikle buyUk kentte basini
sokacak, siginacak, kendini korumaya alacak
bir metafora donisen "ev", gé¢Un simgesi
tuglanin kullanimiyla bireyi gevreleyen bir
kabuga doénisir. Mutenalastirma, kent-

ici yer degistirmeler, gecekondulasma

gibi hem kentsel, hem de kUltirel olgular
Neriman Polat'in “Sehir Serisi"nin odagina
yerlesir. Kente sizarken kendi estetigini

ve varolus sUreglerini de devreye sokan
yaklasimin imgelerini yakalayan Polat,
henlz melezlesemeyen, eklektik kalan
kUltOro kaydeder. ikiliklerdi, fragmanlari, yerel
ve geleneksel olanin imgelerini birbirine
kaynastirir, kakofoniden kaos yaratir.

islami kesimin mottosu olan ve kentin cevre
boélgelerinde insa edilen apartmanlarin
cephelerine yazilarak bir tir islam vanitasi
olarak islev kazanan "MuUlk Allahindir”
yazisi, Polat'in bir diger ¢alismasidir.
Betebe malzeme ile yazilan bu yazi, bir
dénUsUmUn de en 6nemli simgesidir.

Evleri koruyan levhalar, 6zellikle 1950-1970
yillari arasinda insa edilen apartmanlarin,
isyerlerinin cephelerinde sik¢a gorulir.
Arapc¢a "Masallah” yazili bu ginilerin ¢gogu
KUtahya'da Uretilmistir ve milkd kem
gbzlerden koruyan, yapiya estetik olarak da
anlam katan levhalardir.! 'MUlk Allahindir!,
mevcut iktidarin uzun yillara dayanan
egemenligini devam ettirmesinde payi
olan, yoksulluklarini érten bir dini yaklasimi
goénullo satin alan, bu alt-orta sinif kitlenin
temel sloganidir aslinda. Polat, kentteki ve
toplumdaki bu dénUsUmUn simgesi olarak
goérdigu yaziyi, kigUk bir jestle, disaridan
kopartip farkli hafizalari olan yapilarin ig
mekanlarina yerlestirir.

Bu sergi bir hatirlama, hatirlatma sergisi.
Duyusal bellek i¢in unutmak bir kusur degil,
onun islevinin 6n kosuludur.”? Neriman
Polat'in bUtin isleri ‘'unutmamak’ Uzerinedir;
duyusal bellege kusur isletir. Kimsenin

the entire exhibition space like a baroque
curtain: In this way she emphasizes the
metaphor of the wound, and pulls out, one
by one, the threads of all the flowers on the
surface of the fabric. Many concepts, such
as being-woman, being-other, being-victim,
but most of all, the suffering of women is
what we encounter here. Flower wound

is the opposite corner of pain and evil, as
much as the wounds caused by society.
With its magnificent monumentality, this
work, in fact, is a lament sung for women
who for centuries have embroidered their
pain, love and suffering onto cloth.

Both "Dress" and “Flower Wound", in a way,
develop a form of guardianship of emotions
and perspectives against the arrogant gaze
of the system. They scratch and pick at the
suffering of the anonymous subject.

In many of her works, Neriman Polat
treats, in different contexts, the oppressive
mechanisms of power over women, gender
politics and social roles. She believes that
feminism can save the world... In some
works, she also uses her own image; the
reason for this is not, like first generation
feminist artists, to be physically part of
the work but the freedom to use 'what's
closest’, in other words, whenever she
needs, or to use her own words, in the most
difficult works - involving castration or
masturbation — she knocks on her own door.

"On Cutting", a work from 2013, is a
light-box triptych featuring monumental,
painterly photographs on forms of
violence. With their colour, light and spatial
arrangements, they are reminiscent of
17t century Dutch interior paintings. As
the vivid and colourful appearance of the
photographs conceals certain details, the
implied meaning begins to reveal itself with
a closer look, through objects and organs;

a knife covered in blood, a severed penis
left on a couch... These are photographs
featuring a narrative style, they act both
as parts of a whole and independently.
Discussed and debated widely, murders of
women are trivialized, and as seen in the
case of the murder of Emine Bulut, they
have been broadcast almost live. Evolving
towards a pornography of violence - once
again remembering Susan Sontag - and
the banalization of pain where the display
of such incidents is met with the response
'next!, how can the pain of others still
trouble us today?

In addition to this work where she creates
various trajectories of thought on how
ideological, social and individual violence
can be displayed by also using her own
body, a work from the same year, "Private
Security" is a construct of bloodless
violence, and being constantly on the alert.
In fact, this work, too, involves a number of
art historical references: The reclining nude,
a theme which began to unfold and produce
different meanings with the works of Goya
and Manet, in Polat's work carries the eye
from a direct and opposite viewpoint to a
higher vantage point, transforming it into a
kind of security camera, into a voyeuristic,
anonymous eye. Wearing a uniform on the
upper half of her body and nude below, the
‘reclining woman's sexual organ is now not
covered with her hand but with a weapon
in its case. The phallic image in her hand,
the baton, is reminiscent of the cat's tail
in Manet's Olympia. The creasy bed-sheet
the reclining woman is lying on and the
handcuffs hanging from her waist tell a lot
about matters of womanhood. This image
is the translation and transformation of the
established reclining woman theme, called
up from the subconscious of many of us and
represented in art history on the basis of
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hatirlamak igin i1srar etmedigi anilarin yok
olmasina izin vermez; bdylece gérinmez
siddete ve tUm normallestirici gUglere karsi
direnir. Iste, Depo'nun katlarina yayilan
isler, hepimize bunu yeniden hatirlatiyor,
her kosulda sanatin direnme gicinden
yararlanmamiz gerektigini haykiriyor. x

esra alicavusoglu
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the ideal of beauty and through sexist roles.

In some of her works, Neriman Polat
prefers to communicate her feminist
discourse with a scream. From social
codes to social roles, and to violence and
suffocation, she turns her attention to all
subjects, placing at the centre of her work
the awareness of being a woman. “Belt", a
work in which she describes mechanisms
of oppression in the plainest manner
whispers to us in a low voice that violence
comes from those closest to us. "Kafama
Sikar Giderim/I'll Put a Bullet in My Head
and Leave", dated 2005, reconstructs a
song composed by a man, and has made
its place in our memory in a man's voice,
with a woman pacing up and down along a
corridor and ascribes different meanings.

Another topic Neriman Polat focuses on is
the city where socio-cultural and political
transformation is taking place. Her criticism
targets, as much as urban transformation,
in most of her works in this field, modernity
as well. We classify these work under the
headings of The Dilemma of Centre and

the Periphery, or 'Critique of Modernity’,
and Construction, or 'Civilization and its
Discontents' and they also display the
suffocation the individual experiences. The
video "iki Keklik/Two Partridges" displays
the everyday life aesthetics of a city that
has failed to become a city. Accompanied by
plastic flowers and fake rocks, in a strange
interior, two young girls with modern
appearances eat traditional food and chat.
In the background, the traditional song,

iki Keklik/Two Partridges plays. This video
holds the clearest mirror to the evolution
experienced during the migration from the
village to the city, and encourages to rethink
the artificial and the natural.

"The House" and "City Series" from 2008,

neriman polat

focus especially on the everyday aesthetic
of life of large cities like Istanbul, which
have been transformed with migration.
"House" seeks an individual answer to the
issue of gecekondu-ification [gecekondu:

a house put up {hence '-kondu': landed}
quickly, often in the night {hence ‘gece-’
night}, without proper permissions] that
has continued rapidly since the 60s. The
'house’ becomes, especially in the big city,
the metaphor of a place to seek shelter,
refuge and protection, and with the use of
the brick, a symbol of migration, it turns
into a shell encapsulating the individual.
Both urban and cultural phenomena such
as gentrification, urban displacement

and gecekondu-ification are placed in the
focus of Neriman Polat's "City Series".
Polat captures the images of the approach
that activates its own aesthetics and
existential processes as it infiltrates the
city and records the culture that fails to
hybridize and remains eclectic. She mixes
dualities, fragments and images of the local
and the traditional, creating chaos out of
cacophony.

A motto of the Islamic section of society,
the words "All Possessions Belong to God",
written on the fa¢ades of apartment
blocks in peripheral parts of the city, have
assumed the function of a kind of Islamic
vanitas, and it features in another work

by Polat. Often written using mosaic tiles,
it is also the most important symbol of a
certain transformation. Signs that ‘protect’
houses are often seen on the facades of
both residential apartment blocks and
workplaces built in the period from 1950

to 1970. Many of such tiles that feature
the calligraphy “Mashallah” in Arabic script
are produced in Kitahya and as signs that
add aesthetic meaning to the building,

and are believed to protect the property



Barikat 2 / Barricade 2, 100 x 200 cm, fotograf / photograph, 2015
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from the evil eye." "All Possessions Belong
to God" is in fact the fundamental slogan
of this lower-middle class group that has
contributed to the continuation of the long
term in power of the current government,
and voluntarily subscribe to a religious
approach that conceals their poverty.
Through a small gesture, Polat takes this
piece of text, which she perceives as a
symbol of this transformation in the city
and in society, and places in the interiors of
buildings that have different memories.

This is an exhibition of remembering and
reminding. For sensory memory, forgetting
is not a fault, but rather the precondition

of its function.” Yet all Neriman Polat's
works are about "not forgetting”; they force
sensory memory to commit a fault. She
does not allow memories, which no one
insists in remembering, to be destroyed; and
in this manner, she resists invisible violence
and all normalizing forces. So, these works,
spread out across the floors of Depo,
remind us all of this once again, they cry out
to us that we must draw on art's power of
resistance. x

111 would like to thank
art historian Hayri
Fehmi Yilmaz for this
information.

12 Douwe Draaisma,
Forgetting, Yale University
Press, 2015.

neriman polat
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Cigek Yarasi / Flower Wound, miidahale gérmis pazen elbise, yerlestirme / manipulated flannel fabric, installation, 2019
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Kemer / Belt, 20 x 22.5 cm, fotograf / photograph, 2013 Kesmek Uzerine 1/ On Cutting 1, 122 x 95 cm, 151kl kutu / light-box, 2013




Kesmek Uzerine / On Cutting, isikli kutu / light-box, 2013



Bozuk (Detaylar) / Spoilt (Details), 2002
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otograph and video installation, 2002
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Bozuk (Detaylar) / Spoilt (Details), 2002



Bozuk (Detaylar) / Spoilt (Details), 2002



Bozuk (Detay) / Spoilt (Detail), 2002




Adim / To Take a Step, 150 x 78 cm, fotograf / photograph, 2013
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Elbise / Dress,midahale gérmis pazen elbise , ses;'i y'erlestirme / manipulated flannel fabric, installation with sound, 2015

Barikat 1-2 / Barricade 1-2, 200 x 100 cm, fotograf / photograph, 2015



bi _txss (Detail), miidahale gérmis pazen elbise , sesli yerlestirme /
manipulated flannel fabric, installation with sound, 2015
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Ceylan, 280 x 9 x 1 cm, yazi yerlestirme / text installation, 2011,
“kizimin pargalarini etegimde tasidim” / “I carried my daughter’s pieces in my skirt"” Kendi Gergeginden / His Own Reality, 01.39 dk /min, video, 1997



isimsiz / Untitled, 500 x 327 cm, fotograf / photograph, 2001
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Bzel Giivenlik / Private Security, 63 x 123 cm, fotograf / photograph, 2013




isimsiz / Untitled, 250 x 74 cm, fotograf / photograph, 1996
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Sarisinlar / Blondes, 200 x 360 cm, fotograf / photograph, 2001
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Sessiz Gemi / Silent Ship, 480 x 160 cm, fotograf / photograph, 2003
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Foto Mezar 3 / Photo Grave 3, 35 x 50 cm, 24 parga / pieces, fotograf ve yerlestirme / photograph and installation, 2007









Yerde / On the Ground, 100 x 75 cm
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Foto Mezar 2 / Photo Grave 2, 250 x 74 cm, fotograf / photograph, 2001




Denizanalari / Jellyfish, 1.23 dk /min, video, 1998 Ani Mezarhigi / Memory Grave, 20.00 dk / min, video, 1999
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Oliim/ Stable Death, 160 x 70 x 6 cm, sunta iizerine 3322 ¢ivi, yerlestirme / 3322 nails
oden panel, installation, 2016 Arzu Yayintas ile birlikte / in collaboration with Arzu Yayintas







Ev 1/ The House 1, 126 x 126 cm, fotograf / photograph, 2008 Ev 3 / The House 3, 126 x 126 cm , fotograf / photograph, 2008



U : Ho use 1-2-3, 126 x 126 cm, fotograf / photograph, 2008
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Gergek Ailesi / Real Family, 100 x 67 cm,fotograf / photograph, 2003



Yolda / On the Road, 02.12 dk / min, video, 2013
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Sehir Serisi 3 / City Series 3, 100 x 75 cm, fotograf / photograph, 2008

Sehir Serisi 1/ City Series 1, 100 x 75 cm, fotograf / photograph, 2008
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Sehir Serisi 2 / City Series 2, 100 x 75 cm, fotograf / photograph, 2008
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graf / photograph, 2008

City Series 1-2-3, 100 x 75 cm, foto




Foto Mezar 2 / Photo Grave 2, 250 x 74 cm, fotograf / photograph, 2001



Kafama Sikar Giderim / I'll Put A Bullet in My Head and Leave, 04.59 dk / min, video, 2005
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Oyle / Such, 34,5 x 24cm, kumas Uzerine akrilik / acrylic on fabric, 2018












Ugan Hali / Flying Carpet, 00.33 dk / min, video, 2017




Dedeevi / Grandfather’s Home, 150 x 100 cm, fotograf ve metal konstriiksiyon / photograph and metal construction, 2008



Salincak / The Swing, 120 x 96 cm, fotograf / photograph, 2009
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1968 yilinda istanbul'da dogdu. Halen
istanbul'da yasiyor ve calisiyor. Lisans
e§itimini Mimar Sinan Universitesi
Guzel Sanatlar Fakiltesi Resim
B6lUmi’'nde tamamladi. 1996 yilindan
beri yurtigi ve yurtdisi cagdas sanat
sergilerine katilmaktadir.

1999'da "Tutku ve Dalga” baslikh
6. Uluslararasi istanbul Bienali'ne
katilan sanatci, 2003'de "Disler
ve Catismalar” baslikli 50. Venedik
Bienali'ndeki Turkiye pavyonunda
¢alismalari sergilendi.

2000-2009 yillari arasinda Hafriyat
grubunda olan sanatgi, grupla birlikte
bir ¢cok sergide yer aldi. 2007'de
grubun actigi "Hafriyat Karaksy" adh
alternatif sergi mekaninda bir ¢ok
serginin dUzenleyicilerinden biri oldu.

2011 yilinda Depo'da 142 sanatginin
katilimiyla gergeklesen, son yillarin en
politik sergisi olarak nitelenen "Atesin
DUst0gU Yer” sergisinde, Turkiye insan
Haklari Vakfi ile ortaklasa calisilan
komitede yer aldi. 2016 yilinda Arzu
Yayintas ile birlikte 18 Kadin sanatg¢inin
katilimi ile "iflah Olmaz" baslikli
serginin konsept ve tasarimini Bursa
Nazim Hikmet Kiltor Merkezi ve
istanbul Ark Kiltor'de gerceklestirdi.

2007'de Apartman Projesi'nde “Foto
- Mezar" / 2008'de Pi Artworks'de
"Babaevi Apt." / 2010'da C.A.M.
Galeri'de "Mutevazi Manzara" /
2013'de Depo'da "Ev Nébeti / 2015'de
Bursa Nazim Hikmet KUltUrevin'de,
"Ev Nébeti" / 2015'te Disambigua
Artspace'de (itclyo) "Esik" / 2018'de
Merdiven Art Space'de "Sefkatsiz" /
2019'da Depo'da "“MUhri Kirmak"” adli
kisisel sergilerini gergeklestirdi.

biyografi

Neriman Polat

Son yillarda katildigi sergiler;

"Cicek Yaras" Kasa Galeri, istanbul,/
“BUyUk Resim", Uluslararasi Af Orgity,
Depo, istanbul, /"ilk Raunt", Galata
Rum Okuly, istanbul, / Artist 27.
Uluslararasi istanbul Sanat Fuari,
Utopya, "Simdi/Burada” / “Bize Ait
bir Oda", Ark Kiltor, istanbul, / "Her
Aniyla Alintilanan Gegmis", Depo,
istanbul / "iflah Olmaz" Ark Koltor,
istanbul ve Nazim Hikmet Kultir

Evi, Bursa / "Kayipta Sakl”, Karsi
Sanat, istanbul / "Uykusuzlar Atlas”
Halka Sanat, istanbul / "Stay with
me", Apartman Projesi, Berlin ve
Depo, istanbul / "Kurgular ve Karsi
Duruslar” 3.Uluslararasi Canakkale
Bienali, Canakkale / "Atesin DUstU§U
Yer”, Depo, istanbul / "Uyku ve Golge”,
Siemens Sanat, istanbul / "Kolektif
Mahrem", C.A.M. Galeri, istanbul

/ "Cennet Degil Toprak Ayagdimin
Altinda" , Akademie Der KUnste, Berlin
/ "Pis Hikaye", BM Suma, istanbul /
"Haksiz Tahrik”, Hafriyat Karakdy,
istanbul / "2+1" (10. istanbul Bienali
6zel projeler bolumUnde Apartman
Projesi), Santral istanbul / "DUnyayi
Yesen Doymazsin” Hafriyat Karakdy /
“imalat Hatasi" (9. istanbul Bienali'nde
Hafriyat Grubu ile), Antrepo, istanbul /
"On the Outside" ACC Galeri, Weimar
/ "Artisterium, Modus Operandi”,
Uluslararasi Cagdas Sanat Bulusmasi,
Tiflis / "Save As...", Turkiye'den Cagddas
Sanat, Triennale Bovisa, Milano.
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Born in Istanbul, in 1968, Neriman Polat
graduated from the Department of
Painting at Mimar Sinan University in
1990. Since 1996, she has taken part in
numerous domestic and international
contemporary art exhibitions. She lives
and works in Istanbul.

In 1999, Polat took part in the 6%
International Istanbul Biennial titled
"The Passion and Wave", and in 2003
her works were exhibited at the
Pavilion of Turkey at the 50t Venice
Biennale titled "Dreams and Conflicts".

Polat was a member of the Hafriyat
group from 2000 to 2009 and took
part in many exhibitions as a member
of the group. At Hafriyat Karakdy,
the alternative exhibition space
founded by the group in 2007, she was
among the organizers of numerous
exhibitions.

At "Atesin DUstUdU Yer/Where Fire
Has Struck” organized in 2011 at Depo,
on the occasion of the 20t anniversary
and with the participation of the
Human Rights Foundation of Turkey,
and described as the "most political
exhibition of recent times", Polat was
on the organizing committee. In 2016,
with Arzu Yayintas, she conceived and
organized the exhibition "iflah Olmaz/
Impertinent”, held at the Nazim
Hikmet Cultural Centre in Bursa and
Ark KUltUr in Istanbul.

She had her solo shows; “Photo-
Grave" in 2007 in Apartment Project
/ "Father's Home Apartment"” in 2008
in Pi Artworks / "Modest View" in 2010
in C.A.M Gallery / "Home Watch" in
Depo in 2013 / "Home Watch" in 2015
in Nazim Hikmet Culturel Centre /
“Threshold" in 2015 in Disambigua
Artspace (ltaly) / "Merciless" in 2018
in Merdiven Art Space / "Breaking the
Seal” in 2019 in Depo.
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Some of the recent exhibitions she
participated in areas follows; “Flower
Wound", Kasa Gallery, Istanbul / “The
Big Picture”, Amnesty International,
Depo, istanbul / “The First Round",
Galata Greek Primary School, Istanbul
/ Artist 2017, the 27th International
Istanbul Art Fair, Utopia, "Now/ Here"
/ "A Room of Our Own", Ark Kultur,
Istanbul / "Past, in Each of its
Moments, be Citable — on Walter
Benjamin's Concept of History in

the City of Istanbul”, Depo, istanbul

/ "iflah Olmaz/Impenitent”, Nazim
Hikmet Center of Culture, NilUfer
Municipality, Bursa and Ark Koltor,
Istanbul / "Hidden in Loss", Karsi
Sanat, Istanbul / “Atlas of the
Sleepless"” Halka Sanat, Istanbul /
“Stay with Me", Apartment Project,
Berlin, Depo, Istanbul / "Fictions

and Dissentions "3t International
Canakkale Biennial, Canakkale /
"Where Fire Has Struck”, Depo,
Istanbul / "Sleep and Shadow",
Siemens Sanat, Istanbul / "Collective
Privacy” C.A.M Gallery, Istanbul /
"Under My feet | Want To World, Not
Heaven", Akademie Der Kinste, Berlin
/ "Dirty Story", BM Suma, Istanbul

/ "Unfair Provacation” Hafriyat
Karakoy; within the special projects
part in the 10th Istanbul Biennial /
2+1 with Apartment Project / Santral
Istanbul; "Your eyes bigger than

your stomach”, with Hafriyat Group
in Hafriyat Karakoy / "Production
Fault"” with Hafriyat Group in 9t
Istanbul Biennial / "On the Outside"
ACC Galeri, Weimar / "Artisterium,
Modus Operandi” International
Forum of Contemporary Art, Georgia
/ "Save as...", Trienale Bovista;
"Stadtverbindungen”, Kunst Museum
Erlangen.



