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SANATCI BEYANI

Derdim diinyadir. Hayat pratiginin politikligi Gzerine ¢alismalar yaptim ve yapmaktayim. Gindelik hayattaki gidip
gelmeler, karsilagsmalar, ytriimeler, dokunmalar ve onlari manipiile eden stirecler ile ilgiliyim. Pentlr egitimi almis bir
sanatci olsam da, farkli ifade araglarini kullanmak, fikrime uygun diseni segmek dnceligim oldu. Gindeligin rutinini
olusturan ama ayni zamanda o rutini delme imkani veren aracilari dert edinmek 6nemliydi. Bu ylzden kimi zaman
medyumun dilini okumak ¢alismamin fikrini olusturdu. Zira dlnya ile aramizda var olan, dilden tutun da icat ettigimiz
her sey yasam bicimimizi etkiler ve donistlrir. Elinize gecen ya da dikkatinizi yogunlastirdiginiz bir arag calismanin
odagi haline gelebilir.

Bir yandan Tirkiye'nin en eski sanat kurumunda, geleneksel egitim vermekle in yapmis bir kurumunda glincel
sanat pratigi Uzerine dersler vermekteyim. Hatta ders vermekle kalmayip bu pratigi orada hayata gegirmekteyim.
Egitimci yanim sanat pratigim ile birlikte isliyor. Birlikte (iretmek olarak algiladigim bir egitim anlayisim var. Ogrenci ve
arkadaslarla birlikte gergeklestirdigimiz her tiirlii eylem ya da pratik sanatsal durusuma denk distiyor. iliskilendirerek,
anlamlandirarak glindeligi fark etmek gibi.

Yasadigin yer ile iliskilenmek ister istemez o cografyanin tarihi ile baglantiyi beraberinde getiriyor. Yasadigim gegmis
stirekli yapip yikmalar Gzerine kurulu. Neredeyse bugtine kadar kimi slireglerin tekrar tekrar yasanmasi séz konusu.
Bunlardan biri 80'lerde yasanan agir darbeydi. 80'li yillarin agir travmasini binyesinde tasimis bir ailenin ¢cocugu
olarak bellek-bellek yikimi, hayatimi kapsadi diyebilirim. Travma sonrasinda kendini ve kimligini ve gevresini yeniden
kesfetme slireci yasayan bu cografya insani, farkli arayiglara girdi. Bu slregte benim icin 6ncelik yasama alanlarinin
sorgulanmasiydi. Evde, sokakta bir insan yavrusu, bir kadin olarak nasil yasiyorduk? Nasil varlik gosteriyorduk? Nasil
hayatta kaliyorduk, diinyaya nasil baglaniyorduk?

Bir dénem calismalanm daha cok video ve fotograf ile kendini gosterdi. Ev ici videolari, sessiz ve sakin klicik yagam
araliklari sunmaktaydi. Travma sonrasi iyilesme dénemi bu sessiz araliklarda yasandi diyebilirim. Simdilerde ifade
araglarm gelisse de bulundugum yer degismedi. Halen glindelik yasamdaki statller ve onlari belirleyen politik ve
kisisel deneyimler lizerine yogunlagsmis bulunmaktayim. Sistemin bekasi icin harcanan caba ve bu arada yolda verilen
zayiatlar daha cok ilgimi cekiyor. internet sonrasi asil simdi yuvarlak olan diinyada, bu zayiatlardan kagmanin imkansiz
oldugu bir noktada, yasama sikintisina cevap gibi gortiyorum bazen yaptiklarimi.

Gilgin Aksoy

ARTIST STATEMENT

My problem is the world. | have been working on the politics of life practice. It has always been important to meditate on
the media that compose and manipulate processes of mundane everyday life, that is, | am concerned with ambivalences,
encounters, and contacts thereof as well. Despite being an artist who was educated in peinture, it has been my priority
to choose the medium that befits my ideas, and explore various forms of media at the same time. It has always been
important to be concerned with the media that both constitute the routine of mundanity and enable me to traverse this
routine simultaneously. That is the reason why such an act of reading the language of the medium comprises the core
idea of my works and practice. That is to say, anything that exists between us and the world, as in the languages that we
speak or the inventions that we make, does also construct, affect, and transform the form of life of ours. A medium that
lands in your hand or you projected your attention towards may become the center of interest of the work itself.

On the other hand, | teach and lecture on contemporary art practices at a renowned institution known for its emphasis
on traditional art education, where | also bring these practices to life. My educator identity works closely with my artistic
practice. | employ an educational approach that | call “collective production”. Each and every action or practice which
| realize along with students and friends aligns with my artistic stance, as in noticing the mundane by associations and
sense-making.

Engagement with the place of residence inherently brings a connection to its historical and geographical context. The
past that | had is pitched upon a constant series of deconstruction. There is almost a sense of repetition of certain
processes up until now, e.g. profoundly painstaking coup d'état of 1980. As a child of a family who have endured the
trauma of the 80's | may state that such a trauma of memory, or destruction thereof, has permeated through my entire
life, and pervaded me. People of this geography, who have experienced a phase of a post-traumatic rediscovery of
selfhood, identity and their environment, have invested themselves in different quests. During this process my primary
motive has been to question zones of living: How did we use to live in the street or at home as a human child or a
woman? How did we manage to exist and connect with the world?

For a certain period, | primarily worked with video and photography. Home videos would present minimalistic and
peaceful distances of life. | might add that the recovery process from trauma was experienced at the intervals of such
silent distances. Although my personal apparatuses of expression are nowadays more different and improved, the
place where | exist is still the same. | am still focused on the statuses in the mundane everyday life, and the political
and personal experiences which define and designate these. The endeavor for the perpetuity of the system and the
collateral damage along the way attract my attention more. | perceive my works as a response to the tedium and ennui of
the struggle for life in the contemporary post-internet epoch where the world has just been truly global at a point where
it is also impossible to dodge such damages.

Glgin Aksoy



AKLIMDA BIR SEY VARDI

Diyor ki “Derdim diinyadir”. GA gibi etkili baslatalim istiyoruz bu serginin metnini. Tim bu stirecte kendimizi onun
gibi distinmeye ittigimiz gibi. Sonra “biz bu isin neresindeyiz dyleyse” diyoruz ve kendi dilimizde yazmaya basliyoruz.
Bir yas yazisina benzememeli ¢linkli o dyle istemezdi, biz de istemeyiz zaten. O ylzden onu kaybettigimiz glinln
haftasinda degil, onun dogdugu giiniin haftasinda agmaya karar veriyoruz sergiyi. O diyoruz, yerimizde olsaydi, neye
cevirirdi bu yasi, 6zlemi? Yine onun gézlinden gdriyoruz diinyamizin derdini. Bagsa dénilyoruz. Bu yola ¢ikis ikilemimize
benziyor bu is de: Yetisir mi, hazir miyiz, uzlagir miyiz?

Cevabini bulamadigimiz sorularin karsisinda GA'nin bize gosterdigini yapmaya karar veriyoruz: Bir araya gelmek.
Onun igin bir sey yapmak kolektif bir tavir midir, vefa midir koyamiyoruz bunun adini. Bu isin kiinyesi yok. Hazira
konmayi tercih ediyoruz. GA'nin bize deneyimlettigi seyi tekrarliyor, bir araya geliyoruz.

GA'nin arsivine daliyoruz. Dalmak derken, gercek bir dalistan s6z ediyoruz. Sonunu gérmekte zorlandigimiz bir diinyayla
karsi karsiyayiz. Kizi Zeynep'e tonlarca soru soruyoruz. Zeynep'in varligini gérmek bizi yatistiriyor. Atdlyesine, evine,
calisma odasina, evinin oldugu apartmanin en altindaki ortak depoya giriyoruz. Biyik hard disklerin iginde sayisiz
dosya, 6nlimuizde kagitlar, gizimler, seneler boyunca tutulmus defterler... Derdi Gretmek olan birinin ugsuz bucaksiz
diinyasinin ortasindayiz artik. Tam da onun yaptigi gibi, dagilarak toplanmaya calisiyoruz. Ona ait olanlarla kavusmanin
hissiyle arsivin icinde kayboluyoruz. Her seye merakla bakiyoruz, her seyin tzerinde konusuyoruz, bazen gérdiklerimizi
anilarimizla bagdastiriyoruz. Defterlerini karistirirken tedirginiz ama... Ya gérmemizi istemedigi bir sey vardiysa... Yine
Zeynep'i siper ediyoruz muglaklarimiza, o da kendini geciyor ve siirece dalmayi tercih ediyor. Zeynep, hocaya benziyor.
Zeynep'in onayindan gegen sayfalari belirliyoruz. Climlelerini segiyoruz ve GA'nin Aklinda Bir Seyir masasinin temelini
atiyoruz.

Bazen kiinyesini buldugumuz bir isin kendisini ariyoruz gtinlerce koca bir arsivin icinden, bazen kendisini buldugumuz
isin metnini bulamamanin panigini yasiyoruz. Bazen bir isin hangi koleksiyonerde oldugunun pesine distiyoruz. Strekli
olarak iz stirmek, kazi galismasi yapmak gibi bir sey bu. Bazen de henliz sergilemedigi islere rastliyoruz. Onlarca yagl
boya resim buluyoruz apartmanin ortak deposunda mesela, yani sira fotograflar, baskilar, yazilar ¢ikiyor her yerden...
Acaba sergilemek ister miydi dedigimiz an defterlerine basvuruyoruz. Bakiyoruz ki yazmis defterine o isi. Nasil bir
yerden sergileyecegini, sergi mekaninda nasil konumlandiracagini cizmis. Etkileniyoruz. Yazmayi ¢cok sevdigini biliyoruz
ama defterleriyle bu kadar i¢ ice yasadigini bilmedigimizi fark ediyoruz. “Aklimda Bir Sey Vardi” yaziyor defterlerinin
birinde, yazinin fontunu bile belirlemis, hatta kiigtik bir cama baski da almis. “Aklinda hep bir sey olan birine adanacak
en glizel sergi ismi” diyoruz ve serginin en kiiciik ebattaki isi ile bu serginin adini koyuyoruz.

Cok yonli, derdini en iyi sekilde ifade edecegini disindidu teknigi ve malzemeyi kullanma konusunda kendisini
sinirflamamis olan birisinin secgkisini yapmanin kolay olmayacagini bildigimiz bu evrede yolumuz aydinlanmaya basliyor.
GA'nin defterleri bize kilavuzluk ederek yardimci oluyor. Bir yandan Depo'yla yaptigimiz toplantilarda Asena ve Asli
diyor ki “Ancak siz segebilirsiniz bunlari, siz yazabilirsiniz bu serginin metnini.” Ayaga kalkmak zorunda kaliyoruz. O
kadar GA'lik bir sey ki bu yaptigimiz. Defterlerinden birinde de yazdigi o ciimle oluyoruz birdenbire: “Sevdigime
benzemeliyim.” Biraz durdugumuzda, neden durdugumuzu sorgulayan biri, aylardir durmamizi da sorgulardi diyoruz.
Yine GA oluyoruz ve devam ediyoruz.

GA'nin alternatif ve sorgulayan bakis acisi ile sekillendirdigi akademi, cinsiyet, beden, varolus meselelerine, doga ve
iktidar politikalarina iliskin tretimlerinin yer aldigi bu sergiyi, kizi Zeynep ve GA'nin bazi dénemlerinde bire bir ¢alistigi
dgrencileri olarak hayata gecirdik. GA, hayati boyunca bircok égrenci ve sanatgiyla temas etmis; yiriticlisi oldugu
Hali Atélyesi ile de kolektif diglinmenin ve Gretmenin dnemini vurgulamis bir sanat¢r olmustur.

Sergideki secki, GA'nin Uretimlerinden akademisyen sanatgi kimligini irdeleyen Cumhur Kadin videosu, beden ve
varolusu sorguladigi, politik bir perspektifle ¢éziimledigi Duble Ayar ve Elimde Degil calismalari, mesele agac degil,
mesele agag fikriyle dokunan Solitaj, yapinti ile olan iliskiyi dogallastiran, bitmek tiikenmek bilmeyen ¢oplerin en
buyilk sebebi olan insanin atiklasmasina géndermede bulunan iAde fotograf serisinin yani sira dgrencileri ile Urettigi
kolektif calismalardan Duvar Yazisi/Halisi ve icinden Kol Gegen Puf gibi isleri kapsamaktadir.

Bu sergi ayni zamanda, GA'nin bugtine kadar birlikte tirettigi herkese acik cagrimizdir. Oniimiizdeki zamanlarda kendisi

ile ilgili stirdtirmek istedigimiz projelerde hep beraber olmak en buyiik arzularimizdan biridir.

Ahsen Zeynep Ozdemir, Buse Kokcii, Derya Ulker,
Dilara Altinkepce Arslan, Mert Cagil Tirkay, Reyhan Polat, Sule Giizeller



| HAD SOMETHING IN MIND

“My problem is the world” she says. We aim to begin this exhibition text as strongly as GA did. Just like we have
been pushing ourselves to think as she would all along the process. Then we ask ourselves, “Where do we stand in all
of this?” and start writing in our own words. This is not an elegy by any means -she would not have wanted that, and
neither do we. That's why we chose to open the exhibition not on the week we lost her but on the week of the day she
was born. We wonder, how would she have transformed this grief, this longing if she was in our position? Once again,
we see what bothers us in the world through her eyes. Thus, we return to the very beginning. It is similar to the dilemma
we had when we set out on this journey: Will we make it, are we ready, will we compromise?

As we face questions we simply have no answers to, we decide to follow what GA has shown us numerous times over
the years: Coming together. Is the act of doing something for her a collective gesture or an expression of gratitude?
We cannot define it. There is no label for this work. We choose to rely on what is already there. We repeat what GA
allowed us to experience countless times, we come together.

We dive into GA's archive. And by diving, we mean a proper dive. We face a world where we struggle to see its end.
We ask her daughter, Zeynep, endless questions. We feel relieved to see Zeynep, we step into GA's studio, her home,
her workspace, and the communal storage room down in the basement of her apartment building. There are countless
files on large hard drives, stacks of papers, drawings, and notebooks kept over the years. We are now in the midst
of an infinite world created by someone whose sole concern was to produce. Just as she did, we try to piece things
together through messing around. Once again, we repeat what we've experienced with GA countless times —we come
together. We lose ourselves in the archive, along with an overwhelming sense of reconnection with what belonged to
GA. We approach everything with curiosity, discuss every item, sometimes associate what we find with our memories,
we remember and piece things together as we go on. But as we leaf through her notebooks, we hesitate -what if there
is something she did not want us to see? Once again, Zeynep shields us against our ambiguities, Zeynep surpasses and
chooses to dive into it herself. In many ways, she resembles GA. Together, we identify the pages Zeynep approves. We
choose GA's sentences to lay the foundation of A Journey in GA's Mind table.

Sometimes we spend days searching for a work from a label we have found in the massive archive. Other times, we
panic when we find a work but cannot locate its accompanying text. Occasionally, we search for the collector who holds
a particular work. It feels like we are constantly tracking clues or excavating pieces of information. At times, we stumble
upon works that have never been exhibited yet - like the dozens of oil paintings we found in the apartment’s communal
storage, along with photographs, prints, and writings. We resort to her notebooks whenever we wonder if GA would

want to exhibit them. We realize that she has already written about that work in her notebook. She sketched where she
would exhibit it, how she would install it in the exhibition space. We knew that she loved writing, but we didn't realize
that we didn't know that she was so intimately connected with her notebooks. In one of them, we read the words "l Had
Something in Mind”, in the font she had specifically chosen. She even printed it on a small piece of glass. Then we stop
and tell ourselves, “This is the perfect name for an exhibition to be dedicated to someone who always had something
on her mind,” and we name this exhibition with the smallest work of the exhibition.

We know that it will not be easy to select a body of work by a versatile artist who chose techniques and materials best
suited to her ideas, though our path begins to clarify. GA's notebooks continue to become our constant guide. In our
meetings at Depo, Asena and Asli say, “Only you can make the selection, only you can write this text.” And we feel
compelled to take a stand. This is such a GA thing that we are doing. Suddenly, we become a sentence GA wrote in
one of her notebooks: "I must be like the one | love.” We say that, as someone who always questioned the reasons
when we felt like taking a break, GA would have questioned the break we have taken for months. So, we continue, and
become GA once again.

The works in this exhibition are shaped by GA's alternative and inquisitive perspective and focus on academia, gender,
the body and existence, nature, and power dynamics. It was brought to life by her daughter Zeynep and a number of
students GA worked with closely. Throughout her life, GA influenced countless students and artists. In her role as the
head of the Tapestry Studio and as an artist, she highlighted the importance of collective thinking and production.

The selected works in the exhibition feature the video Republican Woman, which examines her academic and artistic
identity; Double Regulation and | Can’t Help It that explore the body and existence from a political perspective;
Solitage, which is woven with the idea that it's not about the tree, it's about the tree; the photography series Return,
which naturalizes the relationship with the artificial and refers to the wasting of human beings and lastly, Wall Graffiti/
Carpet and Puff With Arm Through, the two collective works created with her students.

This exhibition is also an open invitation to everyone who has collaborated with GA. Our deepest wish is to continue

together on future projects that celebrate her legacy.

Ahsen Zeynep Ozdemir, Buse Kéket, Derya Ulker,
Dilara Altinkepge Arslan, Mert Cagil Turkay, Reyhan Polat, Sule Guzeller



Aklimda Bir Sey Vardi
| Had Something in Mind

Cam Uzerine Baski
Print on Glass

2016

Vazgectim
| Gave Up

Tuft Dokuma
Tufting

2005

"Bir is mekana nasil firlatilir?"



"Mesele agac degil, mesele agac."

Solitaj
Solitage

El Dokumasi
Hand Weaving

2022

"Solitaj / Solitage", tipta kullanildigi anlami ile, tek ve yalniz anlamina geliyor. Aslinda tek ve yalniz olmayan, her seyin pargasi
olan, hatta piksellerin bir araya gelmesinden olusan bir imgeden, agag imgesinden sz etmekteyim. Temsil dlizeyinde bu denli tek
ve yalniz birakilan bir nesneyi yiin iplikle piksel piksel dokumak ve énce yalnizligi kutsamak, sonra onu dagitmak niyetindeyim.

“Solitage”, as it is used in medicine, means single and alone. In fact, | am talking about an image, the image of a tree, which is not
single and alone, but part of everything, even an image formed by congragation of pixels. | intend to weave with wool yarn, pixel by
pixel, an object that is left so solitary at the level of representation, first to bless loneliness and then to disperse it.
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Golge Orman
Shadow Forest

Yerlestirme
Installation

2021






Kara Kaos
Black Chaos

Kolaj
Collage

2021
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Duvar Yazisi/Halisi
Wall Graffiti/Carpet

Dokuma Resim
Tapestry

2018-2019
470 x 200 cm
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"DUVAR YAZISI/HALISI" UZERINE:

Hali Atdlyesi'nde gelip giden, gecisen onlarca insanin elinin degdigi, emegini, aklini fikrini yerlestirdigi ortak bir
Uretimden soz ediyorum. Ilhamini sevgili hocam Zekai Ormanci'nin égrencileri ile birlikte dokudugu Siyah Kalem
Halisi'ndan alan, Hali Atdlyesi'ne ait bir Uretim.

Bir glin aklima dislvermisti, kocaman tezgéhlarimiz vardi. Ortak buylk bir hali dokuyalim, ortak Gretim tezgahimizi
bireysel akillarimizla egleyelim diye. Herkese acik bir alan olsun, gelen hem teknigi 6grensin, hem de istedigini
dokuyarak yazsin derken isin kamusalligi adina da yansidi, adi “Duvar Yazisi/Halis1” oldu.

Kimileri iki satir, kimileri santimlerce dokudu. Bir yandan atélyenin ve glindemin bellegi tutuldu. Hatta bir ara atdlyede
yapilan performansa zemin oldu.

2018 yilinda italya’nin Boozen kentinde Christian Jankowski kiiratérliigiinde ‘Academiae Youth Art Biennale’ adli bir
etkinlik gergeklesti. Kimi sanat hocalar ve onlarin égrencilerinin ¢agrldigi, sanat egitimini dert edinen bu bienale
“Learning Process/Ogrenme Siireci” adli proje ile katilmistim. Proje, yukarida séziinii ettigim Siyah Kalem Halisi,
katilimcilarla, 8grencilerle birlikte trettigimiz Duvar Yazisi/Halisi ve atélye 6grencilerinden Merve Vural in ‘QR-W' adli
isini kapsamaktaydi. 2018 Temmuz ayinda Merve Vural'in biytk emekleri ile proje Boozen'da sergilenmeye basladi.

Siyah Kalem halisinin ilk kez sergileniyor olmasi, ortak ve bireysel tretimlerin eklemlenmesi ve bakisin zamansal olarak
esitlenmesini blinyesinde barindiran bu proje, sanat Uretim siirecim ve ondan ayri tutmadigim hocalik slrecimin

mikemmel birlesimi gibi gelmisti bana.

Derken bienal agildiktan yaklasik bir ay sonra Duvar Yazisi/Halisi'nin miizeden c¢alindigi haberini aldik. Bir daha
kendisinden haber alinamad:...

Acimiz buyk.
Bir anlamda Hali Atélyesi'nin belleginin ve sanat eyleme sirecindeki ruhun kaybini yasamis olduk. Whatsapp grubumuz
calkalandi, en ¢ok sarsilanlar ise son anda projeye katilan miithis performanslari ile destek veren Geleneksel Tirk El
Sanatlari Bélimimuzin égrencileri oldu.

Aklimiza gelen ¢6zim; elimizdeki fotograflardan yararlanarak halinin yeniden tretilmesini saglamak oldu.

2019 yilinda bienal yetkililerinin sponsorlugunda, Cinar Hali'nin blyik katkilari ile Duvar Yazisi/Halisi Sayin Mehmet
Sanli tarafindan yeniden uretildi. Burada gordigiiniiz “1'kayip/2" diye kodladigimiz elimizde kalan bellektir diyebilirim.

Gllgin Aksoy
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ON “WALL GRAFFITI/CARPET":

I'm talking about a joint production in the Tapestry Studio, where dozens of people who come and go, pass by, have
touched it, put their labor, their minds and ideas into it. A production belonging to the Tapestry Studio, which takes
its inspiration from the Tapestry of Siyah Kalem woven by my dear teacher Zekai Ormanci together with his students.

One day it just popped into my head, we had huge looms. Let's weave a big common carpet, let's match our common
production loom with our individual minds. Let it be an area open to everyone, let the visitors learn the technique and weave
and write what they want, and the public nature of the work was reflected in its name, it was called “Wall Writing/Carpet”.

Some wove two rows, others centimeters. On the one hand, the memory of the workshop and the agenda was kept. It
even became the backdrop for the performance held in the workshop for a while.

In 2018, an event called 'Academiae Youth Art Biennale' was organized in Boozen, Italy, curated by Christian Jankowski.
| participated in this biennale, to which some art teachers and their students were invited, with a project called 'Learning
Process'. The project included the aforementioned Tapestry of Siyah Kalem, Wall Graffiti/Carpet that we produced
together with the participants and students, and the work titled 'QR-W' by Merve Vural, one of the workshop students.
In July 2018, with the great efforts of Merve Vural, the project started to be exhibited at Boozen.

The fact that the Tapestry of Siyah Kalem, was being exhibited for the first time, this project, which embodies the
articulation of joint and individual productions and the temporal equalization of the gaze, seemed to me like the
perfect combination of my art production process and my teaching process, which | do not keep separate from it.

Then, about a month after the biennial opened, we received the news that 'Wall Graffiti/Carpet' was stolen from the
museum. It was never heard from again...

We Are in Great Pain.
In a sense, we have experienced the loss of the memory of the carpet workshop and the spirit of the art-acting process.
Our Whatsapp group was shaken, the most shaken were the students of our Department of Traditional Turkish Arts who
joined the project at the last minute and supported it with their amazing performances.
The solution we came up with was to reproduce the carpet using the photographs we had. In 2019, with the sponsorship
of the biennial authorities and with the great contributions of Cinar Hali, the Wall Graffiti/Carpet was reproduced by

Mr. Mehmet Sanli. | can say that what you see here is the memory we have left, which we coded as “1'kayip/2".

Gulcin Aksoy
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Ciyk
Squeak

Video,1'40"
2002

Gundelik yasamin tekdizeligine génderme yapan bu video calismasinda degismeyen kadrajda goriinen iki ¢ift ayak stirekli gidip
gelmektedir. Ayaklarin ahsap zemin lizerinde ¢ikardigi ses duyulmaktadir. Ses bazen yiikselip azalsa da ya da ayaklar bazen hizlanip
yavaslasa da yapilan hareket degismemektedir. Anlamsizca tekrarlanan anlamsiz hareket durumun komik yanini gésterirken, icerik
Uzerine dislinmeyi de saglamaktadir.

In the video, which refers to the monotony of everyday life, two pairs of feet visible in the unchanging frame are constantly moving
back and forth. The sound made by the feet on the wooden floor is heard. Even though the sound sometimes increases and
decreases or the feet sometimes speed up and slow down, the movement does not change. The meaningless movement, which is
repeated meaninglessly, shows the comical side of the situation and provides a reflection on the content.

Cumhur Kadin
Republican Woman

Video, 1'58"
2013

Ekranda akademik clibbesi ile top sektiren bir kadin gériintyor. Bulundugu mekan bile tuhaf; derme ¢atma, senfonik muzik falan.
Bir kadin akademisyenin oynadigi erkek oyunu (top sektirme) akademianin seksist diizenine génderme yapar.

The screen shows a woman in academic robes bouncing a ball. Even the place is weird; makeshift, symphonic music and all. The
male game (bouncing a ball) played by a female academic refers to the sexist order of academia.
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"Baz1 cumleler yanimdan geger."
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GA'nin Aklinda Bir Seyir
A Journey in GA's Mind

Yerlegtirme
Installation

*Bu yerlestirme, Giilcin Aksoy'un 1998-2023 yillar arasinda yazdigi defterlerden bir seckiyle olusturulmustur.
*This installation is created from a selection of notebooks Giilcin Aksoy wrote between 1998 and 2023.
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Golge
Shadow

Video, 3'20"
2003
Bir binanin balkonunda duvara disen gdlgenin beton ve yagmurla dansi.

Shadow falling on a wall of the balcony dances with concrete and rain.

Guvenlik Kamerasi
Security Camera

Video, 4'25"

1998

Bir apartman girisinin kaydini yapan givenlik kamerasindan alinan gérintiler ile kurgulanan bu videoda, insan goriintilerinin
cikartilip yerine girip ¢ikan yazilar konulmustur. 'Esra disari ¢ikiyor’, Kemal bey igeri giriyor' gibi. Yazilar gegerken kapilar agilip
kapanmaktadir.

The video is edited with footage from a security camera recording the entrance of an apartment building, in which images of people

are removed and replaced with text going in and out. 'Esra is going out’, '‘Mr. Kemal is coming in". Doors open and close as the texts
pass.
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"Icinde insanlar yasadigi siirece her ev ilginctir."

icinden Kol Gegen Puf
Puff With Arm Through

Video ve Yerlegtirme
Video and Installation

2023

Pencere
Window

Video, 5'05"

2002

Bu is orta direk bir ailenin yasam tarzina atifta bulunuyor. Disaridan normal bir apartman dairesi gorintisi ile insan figirleri
kullanilmadan, tipik aile yasantisi evin icindeki sesler (bicak, kasik sesleri, corabini arayan birinin sesi vb.) ile sunulmustur. Televizyonun
evlerdeki yaygin sesi buradaki isin temel fikrini olusturmustur.

The work refers to the middle class family life. It appears to be an ordinary apartment without any human figure in sight, the sounds
inside the house represent a typical family life (that of knives, spoons, someone looking for their socks, etc.). The ubiquitous sound
of television in households is the basic idea of the work here.
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"Bellek anlatinin tutsagidir."

duble ay._a’k'?_ e

Duble Ayar
Double Regulation

Video, 5'05"

2002

'DubleAyar' videosu, 'Duble Hikaye'nin' bagladigi yer Samsun’dan Lund’a (isveg) uzanan iltica meselesi konu edilmis gibi
gorinirken, aslinda vatansiz olmak iki insan olmakla alakalidir. Duble ayar baska bir Glkede yasamak zorunda kalan insanin uyum
slirecini metaforik olarak ele alir.

The video 'Double Regulation' seems to be centered around issues of asylum extending from Samsun where 'Double Story' begins,

to Lund (Sweden), but in fact being stateless is about being two individuals. Double regulation metaphorically deals with the
adaptation process of a person who has to live in another country.
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Elimde Degil
| Can't Help It

Fotograf Yansitma

Photograph Projection

2014
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Sefkat Nisani
Medal of Compassion

Kagit Uzerine Kalem ve Fiizen
Pencil and Charcoal on Paper

2018-2019

Fotograf: Eda Emirdag
Photography: Eda Emirdag
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No Name

Tuval Uzerine Yagli Boya
Oil on Canvas

1986/2014
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Pozisyon

Position

Dijital Renkli Fotograf
Digital Color Photograph

2020

"Bir beden yasarken tasa yazilabilir mi bilmiyorum,
deniyorum."



iAde

“Toprak yola saptiginda navigasyonu kontrol etti. Dogru yoldaydi. Cam agaclariyla dolu tabiat parkindan tozu dumana
katarak gecmekten bagka care yok. Lastiklere kuvvet. inziva yolunda olduguna gére yolun bdyle mesakkatli olusuna
sagirmamaliydi. ‘Ozel Miilktir Girilmez' yazisini soluna alip giris yaptr.”

Aklimda uzun bir yapilacaklar listesi, al-ver ile gegen bir araba yolculugundan sonra béyle notlar almisim bir kenara.
Elbette once etraf kesfedilecek, gordiiklerinle aklindakiler karsilastirilacak, sonra yeni bir liste olusacak. Tipik kosturan
faydaci insan klisesi. Bitiin bunlari da hesaba katarak, aklimi darmadagin ederek basladi strecim. Birkag giin sonra
baktim ki isin icinden ¢ikamiyorum, etrafa, elimdeki kitaplara verdim kendimi.

Aksamlar glinesi batirmali, miimkiinse telefona bakmamali. Sik sik ayvasina pek rastlamadigin Ayvalik'ta bulundugunu,
hemen karsidakinin Cunda adasi oldugunu kendine hatirlatmali. Bu koylarin adini bilmeli, tarihcesine bakmali. Kim
gelmis, kim gitmis, ne yapmis, ne yikmis sorularinin kafa karisikligi... Bu glzellik ortasinda derdimize yanip dururken
aksam sessizliginde suskunluk icerisinde izledigim, dogdugumdan beri disimda oldugu sdylenen dinyanin hi¢ de
umrunda olmadigim gercegiyle ya da onun en azindan bildigim dille anlasamadigim anlamsizligiyla bas basa kalmak.
Yazmak, cizmek, siniflandirmalarla arasi agilan diinyalarda gidip gelmek.

Ayakkabisiz, kilik kiyafetsiz yapamadigin, cift tabanli kauguklarla giiglendirilmis yiirime botlarin olmadan pek zavalli
hale geldigin dogda yurlyusleri... Dolaysiz iligki kurabilmenin imkansiz oldugu doga. ‘Bir dil veya dilsizlik olabilseydi’
diye disindugin.

Blytik salonda akrep gérmek, éldirilmesine neden olup, éldirilmesini izleyememe meziyetine sahip olmak... Akrebin
silahi kendi viicudu. Bizimse bir galon hasere ilacimiz var, lizerine boca edip rahatladigimiz. Birkag kez iri kara sinekler
tarafindan isirlip enfeksiyon kapmak, sonrasi 6grenmek, hatta bedenin 6grenmesine tanik olmak.

Kicik siyah beyaz bir kedi (ki buradaki siyah beyaz islerime pek yakisti) eslikcilige soyundu. Beraber peynir yiyoruz.

Cografya pozisyonlari diyerek ise baslamistim.

Saros'tan buraya getirdigim minik bir tagim var. Oyle géniil bagi degil, defterin icinde konumlanmis, benimle geziyor.
iki gézU var zannediyorum. Hatay'dan baslayan, Urla'dan, Saros’a giden, tas-toprak-kus-b&ceklerle birlikte cesitli K'lar
iceren (keci, kus, kozalak gibi), zamanin ruhuna denk disen bir yolculuk. Daha ¢ok tasa yazilmakla ilgili. Bir beden
yasarken tasa yazilabilir mi bilmiyorum, deniyorum. Onceleri isaret etmek icin bu yerlerin bag harflerini kullaniyordum.
Bir gesit tarih-kiiltir baglamindan kopma endisesi ile. Sonra melez olanin, var olanlarin kabulii ile olusabilecegini
fark edip bu yerlerin adini zikretmeye basladim. Ayvalik’in tasi da, her yerimi delik desen kayalari da hareketlerimi
belirleyen farkliliklarla dolu. Alarla derdim bitmiyor fakat ‘Cografyanin A'si’ baska bir mesele. Bildigin dili unutma,
bedenin elverdigince isaretin ve egyanin hallerinden kurtulma zamani.

isaret ve esya.

isaretciler; eller, kollar, parmaklar gérevlendirildi. Ayak parmaklari da is gériiyor. Gésteriyor, seviyor, meydan
okuyor, yaninda duruyor, uzaniyor, tehdit ediyor. isaret ve esya arasinda kurulabilecek manalarda sinir yok. Bahceni
sulayamiyorsun. Ortada bahge yok. Bir kiyi-birisi- birileri-birgcok sise- birgok terlik-bir perde-bir can yelegi-bir rlizgar-bir
deniz. Bu topluluk simdi hurufat dilinde bir ¢izgide siralaniyor, siralanmakta.
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Cop toplamak niyetiyle kiytya iniyorum. Geldigimde aklimda olan, cografyaya gére pozisyon alma fikri, kiytya vuran
tonlarca vir zivirla birlikte dénlslyor, mevzu degisiyor.

Simdi ve buranin yedek pozisyonu halini aliyor. Aslinda zaten alinmis olan pozisyona ekleniyorum. Var olani oldugu gibi
kabul ederek simdilik yedek pozisyon almis olayim.

Mutlu sonbaharin melankolik aksamlarinda bile aklim kiyida. Milteci toplayan tekne gegiyor. Hem de bir baska sanatgi
tarafindan karaya oturtulmus, bir cesit heykel halini almis can yeleginin fotografini hentiz cekmisken. Hassas bir konuya
hassas yaklasmak lazim dedim. Zaten bttin diinya meseleye hassas yaklasip, bu konuyu ele alan isleri mizelere ekleyip,
konudan elini ayagini cekmisti.

Sinirlarla gevrili doganin sinir bekgileri. Onun panzehiri can yelekleri.

Kayalarin lzerindeki topraga belki riizgar, belki dalga tarafindan mihlanmis siriyle sise. Deniz her giin onlarca,
ylizlercesini kiyiya taslyip iade ediyor. Tim bu siire¢ bir tiir IADE'ymis gibi geldi bana. Ote yandan iadeyi git-gel
ile, al-ver ile aciklamak dogru gelmedi. Al-ver ile baglayan donglye, basi sonu olmayana karigmak icin kadrajin bir
kenarina ilisirken kendime hatirlatiyorum: Copsiin veya dogasin. Doga her an degisiyor, beden de. Degismeyenin akli
selim oldugu konusunda endiselerim var. Akli selim icin bu sabitlemeyen belirsiz degiskenlik modern akillarimiz igin
cehennem olsa gerek. Doganin amagsiz oldugu cehennemi.

Yanimda getirdigim ihtiya¢ kategorisindeki bir dolu malzeme veya esyadan kurtulmak igin caba harcamam gerekti.
Simdi burada topraga basarken, otururken, suyla oynarken, bérti bocekle anlasmaya calisirken yeni bir ihtiyag listesi
icat edecegim diye 6dim kopuyor. Ortaya karisik melez ve hiyerarsik olmayan veya en azindan bu hiyerarsiyi anlamsiz
kilan imgeler veya performanslarin pesinde kosmak kolay degil ama denemeye deger.

Cakil tagi kadar doganin parcasi olmak. Cép kadar da. Isin sirrina ¢épii eklemek.

Dogaya ask mektubu yazmak degil de, artik olmus olanla hemhal olmak saninm. O yiizden belki daha da ¢ok yapinti
(artefact) ile olan iliskiyi dogallagtirmak.

Buradan olmasa da aklimdaki yapinti agaglari halen ¢iziyorum. HATIRAT dedim birine. Kendine veya onlara, sunlara,
bunlara hatirat késesi yaptim. Tasinabilir.

Ekim 2021
Gilgin Aksoy

*Glgin Aksoy’un “iAde” (2021) isimli foto-performans serisi, denizdeki gii¢lii akinti nedeniyle sahile vuran ¢éplerin arasina kendisini
bir atik gibi yerlestiren sanatginin goériintilerinden olusuyor. Seri, bitmek tikenmek bilmeyen ¢oplerin en biyiik sebebi olan
insanin atiklagmasina géndermede bulunuyor. Bazi fotograflari ilk kez sergilenecek olan bu seri, “sergi icinde sergi” dustincesiyle
tasarlanmistir.

Redaksiyon ve son okuma: Asena Giinal
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RETURN

“When she turned onto the dirt road, she checked the navigation. She was on the right track. There was no other
option but to traverse through the natural park filled with pine trees in rising clouds of dust. Let the tires roll. Heading
toward a retreat, she shouldn’t have been surprised that the journey itself was so challenging. She passed a 'Private
Property, No Entry’ sign on her left and continued inside.”

| have a long to-do list in my mind, fragments of notes | jotted down after a drive full of give-and-take. First, the
surroundings must be explored —what you see versus what you imagine. Then, a new list will form. It's the typical
mindset of the busy, utilitarian individual. Considering all this, | began with my thoughts in disarray. After a few days,
| realized | couldn't piece it all together, so | started to slow down, observe, and immerse myself in the books | had
brought along.

Evenings, you should see the sun set, avoiding the phone if possible. Remind yourself as often: you are in Ayvalik -you
hardly come across its quince’- and the island of Cunda is just across. Learn the names of these bays; explore their
histories. Ponder the questions: who arrived, who left, what they did, what they destroyed? Amidst all this beauty, as |
wrestle with my own concerns, | am left alone with the stark realization that the world —the quiet world | watch in the
stillness of the evening, a world I've been told exists outside of me— doesn't care about me at all. Or perhaps it's simply
meaningless in ways | cannot grasp within the language | know. Writing, drawing, moving between worlds divided by
classifications.

Nature walks are impossible without shoes, clothes, or boots reinforced with double-soled rubber. You feel pathetic...
Nature, where forming a direct relationship seems out of reach. “If only there could be a language or non-language,”
| think.

Seeing a scorpion in the great hall, grappling with the choice to have it killed yet unable to bear watching its death.
The scorpion’s weapon is its body. We, on the other hand, wield a gallon of insecticide, drenching it in poison to relieve
ourselves. Being stung and infected by large black flies a few times, then witnessing my body learn and adapt.

A small black-and-white cat (fitting, given my black and white works here) has become my companion. We share cheese.

| started with the phrase “geographical positions.”

| brought with me a tiny stone from Saros. Not out of sentimentality —it's nestled in my notebook, traveling with me.
| think it has two eyes. This journey begins in Hatay, moves through Urla and Saros, and includes stone, earth, birds,
insects, and countless K's (goat, bird, pine cone?). It's a journey that corresponds to the spirit of the time. | wonder if
a body can be written into stone while still alive. | try. Initially, | used initials to mark places, worried about detaching

" Quince is "Ayva” in Turkish.
2The translation of the words " goat, bird, pine cone” all start with the letter Kin Turkish “kegi, kus, kozalak” (translator’s note)
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them from their historical and cultural contexts. Later, | realized hybrid identities emerge through accepting what exists.
The stones of Ayvalik as well as its rocks pierce me all over —they are full of differences that define my movements. |
can't stop having trouble with A's3. The ‘A of Geography’ troubles me, but that's another matter. It's time to forget the
language | know and shed the weight of signs and symbols, as much as my body allows.

Signs and things.

Markers. Hands, arms, and fingers have their roles. Toes, too —pointing, loving, challenging, staying close, reaching
out, threatening. There is no limit to the meanings that can be drawn between signs and things. You can't water your
garden because there is no garden. A shore. Someone. Many. Bottles, slippers, a curtain, a life vest, a gust of wind, a
sea. This ensemble is now aligned, lined up in the language of the alphabet.

| go to the shore with the intention of collecting garbage. The idea of positioning myself according to geography, an
idea | had upon arrival, shifts with the countless trinkets washed ashore. The focus changes. It becomes about taking a
stand in the here and now. In truth, | merely annex myself to a position already occupied. By accepting the existing as
it is, | take on a substitute role, for the time being.

Even during melancholic autumn evenings, my mind drifts to the shore. A boat carrying refugees passes by. And |
had just taken a photograph of a life vest —turned into a sort of sculpture by another artist— stranded on the shore. |
reminded myself that sensitive topics demand sensitive approaches. But the world has already approached this issue
with sensitivity, collected works addressing it for museums, and withdrawn its hands from the matter.

Border guards of nature, surrounded by borders. The antidote: life vests.

Bottles embedded in rocks, perhaps by the wind, perhaps by the waves. Every day, the sea carries dozens or hundreds
ashore and then takes them back. This endless cycle feels like a kind of 'RETURN'. Yet, explaining it as a tidal give-and-
take doesn't feel quite right. As | stand at the edge of the frame, | remind myself to engage in the cycle of give-and-
take —one without beginning or end: You are either garbage or nature. Nature changes every moment, as does the
body. My concern is with what does not change: common sense. For the common mind, this variability —this unfixed,
indefinite flux— must feel like hell. The hell where nature has no purpose.

| struggled to let go of the materials | had brought with me, labeled as 'necessities’. Now, | fear I'll create new lists
of needs as | step on the ground, sit here, play with the water, try to get along with the insects. Pursuing hybrid, non-
hierarchical images or performances —or at least ones that render hierarchies meaningless— isn't easy, but it's worth
trying.

To be part of nature as much as a pebble is. Or as much as garbage. To add garbage to the secret.

3 For Gulgin Aksoy, the letter “A” has a special significance. In reference to her exhibition “A”, she underlines her interest in the “traditional language
coding” and the hierarchy inherent in the letter “A” (Aksoy, 2017). In her own words: "'A’ is the first letter of wordings like Abla, Abi, Aile , Allah in
Turkish and is hierarchical due to being first.”(Aksoy, 2017).(translator’s note)
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This isnt writing a love letter to nature. It's about engaging with what already exists. Maybe even more: it's about
naturalizing the relationship with the artifact.

I still draw the artificial trees in my mind, even if they don't belong to this place. | called one of them REMEMBRANCE.
| created a memorial corner —for yourself, for them, for these and those. It's portable.

October 2021
Gilgin Aksoy

*In her photo-performance series "iAde/Return” (2021) Gllcin Aksoy places herself as a waste among the debris washed ashore
by the powerful currents of the sea. The series of works refers to the underlying cause of this unending garbage: the wasting of the
human. Some photographs from this series are being shown here for the first time. The series was designed around the idea of “an
exhibition within an exhibition”.

Translation: Esra Oskay
Editing and proofreading: Asli Cetinkaya

References
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"y

i ~ f L) D‘-
Cografyanin A's bty




iAde
Return

Fotograf Serisi
Photograph Series

2022




55

54



56

57



"Cak1l tasi1 kadar doganin parcasi olmak.
(Oop kadar da.”
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"Insan kendisiyle konusur bazen."



BIR JEST YA DA BIR DUSUNCE BICIMININ YASANMA HALI

Ekmel Ertan

Gllgin Tirkiye gagdas sanatinin pek ¢ok bakimdan kése taslarindandir, hatta bir degil birgok kdse tasidir. Egitmenligiyle;
cok disiplinli sanat Uretimiyle; kisiselle toplumsalin kesisiminde sahici dertleriyle; dertleriyle bas ederkenki hafifligi,
muzipligiyle; baslattigi ya da dahil oldugu pek ¢ok inisiyatif ve sosyal iliskileriyle, 40 yili askindir, cok genis bir alani
kaplar. Isgal ettigi her kdseyi kendi tanimlamistir, o ylizden kimseyle catismaz, kimsenin yerini isgal etmez. Ozgiin
zekasi, hizli zihni, hizina -son anina kadar- hep yetisen bedeni ile o herkesten 6nce oradadir.

Tum edimleri/eylemleri Glilgin'in sanatinin bir pargasidir. Hali Atdlyesi de, egitmenligi de &yle. Sanati salt bir nesne
Uretimi olarak gérmedigini, “bir fikrin bir diiglince bigiminin yagsanma hali”' oldugunu sdyler; “(...) basit bir obje tretmeyi
sanat isi olarak gérmem, Urettigimiz bitiin bu yontemlerin tamamini sanat isi olarak gériiyorum.”2 Gate27'de gecirdigi
konaklama programini anlattigi videoda, garip bir noktaya gelecegim diye devam ediyor: “Kiirator bir arkadasim
senin blyik bir sergini yapsak nasil yapariz dediginde ona su cevabi vermistim. Oturup tek tek Urettigim nesnelerin
retrospektifini oraya koyup onlari sergilemek, onlari seyretmek degil de biitlin bu eylemlerin tamamini koyabilecegimiz
bir sey benim icin énemli bir sergi olabilirdi diye diislindiim, yani bir cesit okul gibi” diyor. O soruyu kim sormustu
bilmiyorum ama (izerinden cok zaman gegmeden bir grup &grencisi, arkadasi ayni soruyu soruyorlar. Oyle bir sergi
miimkiin mii? iki anahtar kelimeyle bicimlenmis bir sergi: eylem ve okul.

Bu sergi o sergi mi? Gllgin'in sanat Uretimi dokumadan fotografa, flzene, yagliboyaya, videodan, yerlestirmeye,
performatif islere, medyumu bakimindan genis bir cesitlilik gosterir. Bu sergide de o gesitliligi gérmek mimkdiin.
Temalari bakimindansa hep ayni gekirdekten sacildiklarini goririiz. Bir isten Stekine gegerken bu sacilma Giilgin'in
eylemliligini ¢ikarir dniinlize; nesneler eylemlere aittir aslinda. Bu serginin Hali Atélyesi'nden ¢ikmasi okul tarafidir,
belki. Gulgin icin okul, 6grenme de bir eylemdir. Belki bu sergi o sergilerden biridir.

Cagdas sanatin samimiligini ve gercekligini Giilcin'in islerinde -en cok- gériirsiiniiz. islerinin tiimii bir bedenden, o
bedenin yasadiklariyla bicimlenen zihinden, tlimlesik tek kaynaktan cikar. O sanat yapmaz, yasamin iginden anlatilar kurar.

iki kadinin yakin cekim ayaklari uygun adim ileri geri yiiriiyorlar, sonra tempoyu kagiriyorlar, nizam bozuluyor, tekrar
yakalamaya calistyorlar. Uygun adim ileri geri; sadece birer adim ama, yerinde sayma gibi. Ve ciplak ayaklarin parkeye
srtmesiyle cikan ciyk sesi! Ciyk (2002), iste Gilgin'in muzip dili; bu kisacik ve basit gériinen video isi o kadar ¢ok seyi
barindirir ve muzipge aktarir kil Tam da Giilginin isidir; tam da Gilgin'in kiilliyati icerisinde anlam kazanir; ten, temas,
yakinlik, mahrem, aile, kadin, erkek, ritm, tekrar, nizam, gli¢, ordu, asker, devlet, siddet diye uzar gider... Gilgin siddetin
en agir ve organize olanini en yakin en siradan olan lzerinden anlatir. Aile ile Devlet, ve bu ikisi arasina siralanmusg iligki
dizgeleri her isinde karginiza ¢ikar.

1 Sanatgl Konusmalari: Gilgin Aksoy. (2021, 15 Aralik). [Videocast]. Bengt Gin (Hazirlayan ve sunan). Youtube. Gate27.
https://www.youtube.com/watch?v=v6QFZ|Ekdb4

2 Gulgin Aksoy'la hali atélyesi Gzerine. (2022, 22 Ocak). [Radyo yayini]. E. Ertan (Hazirlayan ve sunan). Bagimsizlar, Acik Radyo.
https://share.transistor.fm/s/027833b8
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Bu is mesela, yine bu sergide de yer alan Guvenlik Kamerasi (1999) isi ile nasil ayni timele, ayni kaynada aittir. Bakin
yine o kadar basit. Apartman girisi sahanligina bakan sabit bir kamera; hi¢bir sey olmaz, sadece ara ara kapi agilir, sonra
yavasca kapanirken gorlriiz; yle gider. Kapi her agildiginda bir yazi kayarak gecer: “Kenan Bey disari ¢ikiyor.”, “Ayla
Hanim iceri giriyor.”, “Fuat disari ¢ikiyor.”, “Nermin Hanim disari ¢ikiyor.”, “Bora igeri giriyor.” Bu kadar. Bir apartmanin
giris sahanlidi bize ne anlatabilir? Ciyk icin siraladigim anahtar kavramlari ¢esitlendirerek buraya da koyamaz miyiz: ézel
alan, ev, apartman, yénetim, giivenlik, gézetim, kontrol...

Glilgin toplumsal kontrol mekanizmalarinin ve giic iliskilerinin nasil 6zel hayatlarimiza sizdigini ve stirekli yeniden
uretilerek toplumsal iliskilere yayildigini, cerceve igine aldigi “Abla”, “Aabi” veya koltugun kadifesinden eksilterek
kumasa kazidigi “Aile” soézcikleriyle anlativerir. O kadar kolay, o kadar akicidir, ¢clinki o kadar gergek ve ickindir.
Devlet, Birey ve Aile yasamsal bir catismanin i¢ ice gegmis taraflar olarak, heniiz geng bir bireyken 8limin siddetiyle
yakalamistir onu.

Bitin bu anlatinin igerisinde son dénemlerde ¢okga isledigi adag figliri 6zel bir yer tutar. Agag dikey ve hiyerarsik
bir yapinin temsili iken, Gllgin'in Uretimi igerisinde ¢ogullasan, catallanan, atki ve ¢ozgiilerle iliskisellik igerisinde ve
ancak o iliskisellik sayesinde miimkiin olan baska birimgeye donisur. Kékleriyle soy baginin, tasiyici gévdesiyle gliciin,
govdeye baglanan dallariyla hiyerarsik iligkilerin, gége yikselmesiyle kutsiyetin, dzetle kadim glg ve iliskiler aginin
temsili olan agac figliriini dokuma tezgahina yatirarak alt Gst eder Gilgin. Yatay bir diizlemde atkilarla ve ¢ézgilerle
onu yeniden kurar. Gil¢in'in agaci tam da o gli¢ temsiline ve ikilige direnen baska bir agactir. Onun agaci yaslanma
duygusuyla degil karisma, dolanma, icine girme, dahil olma, bitinlesme duygusuyla glven verir. Agir degildir, baski
yaratmaz, koruma sozii vermez, ama serinletir, iyi gelir; ¢link onun agaci size ait olan gliven duygusunu sizden alan ve
size iade eden agdactir. Gilcin erkil iligkilerin, gliciin, devletin, siddetin kargisina dikilen yatay iligkilerin ve cogullagmanin
adaglarini dokudu. Ailenin ve Devletin yanina koydu; Aileden ve Devletten daha kadim olan atki ve ¢dzglerle anlatisina
katti.

Cagdas sanatin kolektif Gretim alani oldugunu anlayan ve bunu hayata geciren bir sanatcidir Gilgin. Kolektiflik
kisisel Uretiminde kesismeler, kargilagmalar ve is birlikleriyle; iliskiler, iliskilenmelerle hayat bulur;, Hali Atdlyesi'nde
ise birlikte tretme ve birbirinden 6grenmenin somut bir yapi kazanmasiyla. Gilgin tlkemizin en blylk ve en kokli
sanat egitimi kurumu olan ama 6te yandan geleneksel, hatta tutucu sanat ve egditim anlayisi ile taninan, ve Ustelik bir
kamu Universitesi olan, kendisinin de 90’dan beri pargasi oldugu kurumda devraldigi Hali Atélyesi'ni? sireg icerisinde
donistiirdd, okulun uygulama atdlyelerinden birisi olmaktan gikarip kendi basina bir inisiyatif gibi var olabilen, Tirkiye
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cagdas sanat ortamina katilan bir yapi héline getirdi. Gilgin'in tabiriyle “kendinden menkul ve tuhaf” bir imkan alani
yaratti. Egitim stirecinin zorunlu-se¢melilerinden biri olan Hali Atolyesi okulun cagdas sanata agilan kapilarindan biri,
belki en hakikisi oluverdi.

Bu serginin Hali Atdlyesi'nden ¢ikmasi elbette tesadif degil. Agik Radyo’da, Bagimsizlar'da Giilgin'le yaptigimiz
konusmanin® tekrar yayininda “Hali Atdlyesi'nin Glilgin Aksoy’un adi ve onun anlayisiyla stirmesi, daha pek ¢ok geng
sanatcinin Gllgin’e degecedi, Gilgin’den 6grenmeye devam edecegi bir 6grenim ve tretim mekéani olarak strdarilmesi
sanirnm tim dostlarinin, sanat camiamizin, tim calisma arkadasglari ve gelmis gegmis tim égrencilerin dilegdi ve hedefidir”
demistim. Bu sergi o hedefin adimlarindan birisi. Hali Atdlyesi Gilgin olmadan, bir kamu kurumunun catisi altinda ne
kadar strer bilemeyiz ama Hali Atdlyeleri stirecek, bu sergi de onun isareti.

Gilgin'de sanatin, giindelik hayatin ve cgevresine yaydigi giiler yizlli ve Uretken enerjisinin (hep muziplik demek
istiyorum) nasil i¢ ice gectigine dair bir anekdot aktarayim. 2007'de Atilkunst'u amber Sanat ve Teknoloji Festivali'ne
davet etmistim. Gulcin de Atilkunst da teknoloji ile calismiyordu ama icerikleri ve sanata bakiglari yeni idi ve o siralarda
henlz instagram yokken, twitter Turkiye'de kullaniimazken dizenli olarak e-posta ile gonderdikleri gorsel tretimleri
pekald yeni medya isleri idi. Sosyal medya sonra ¢ikti. O ylizden amberFestival’de olmaliydilar. Festivalin aylar
oncesinden Gililgin'le bulusmaya konusmaya basladik, teknoloji temelli bir is gelistirmek Uzere calistik. Slireg icerisinde
Giilgin etkilesimli bir video yerlestirmede karar kildi ama is igin 6zel yazilim yapilmasi gerekiyordu. Ben ¢ok yogundum,
Gllgin'i o dénemde amberFestival cevresindeki geng yeni medya sanatcilariyla bulusturmaya calistim; ya ortak dili
kuramadilar, ya da yazilimi cok zahmetli geldi, sonunda is uzadi ve aksadi; Atilkunst festivale dahil olamadi. 2007 Kasim
ayinda (bu serginin de oldugu) Depo’da amberFestival'in agilisina lizerinde Atilkunst yazan kocaman bir gelenk geldi,
hani cenazeye gonderilenlerden. Alt katta, o zaman sokaktan giriliyordu Depo'ya, girisin hemen sagindaki duvarda,
koyuldugu yerde sergiledik festival siiresince. Atilkunst muzip bir bigcimde festivale dahil olmustu. O siralar Giilgin'le
yeni yakinlagsmistik, is Uzerine birlikte distinmemiz ¢ok keyifliydi ama bu jest arkadaghgimizin temeli oldu. Simdi
s6zcligu kullaniverince aklima dusti ki, Gilcin de sanattan konusurken, sanatini anlatirken jestlerden cokca s6z eder.

Son yillarda takip etmek icin bile hizina yetisemedigim arkadasimdi Giilgin. Sirekli ya okulda, derste veya Hali
Atdlyesi'ndeydi; ya bir sergi agiyor, bir sergiye is yetistiriyor, ya bir arastirma seyahatinde oluyordu. Strekli hareket
halinde, sehirlerarasi ya da istanbul ici gidip geliyor, stirekli bir is yapiyordu. Gériisemiyorduk. Her konusmamizda o
Sali ya da o Persembe bende yemek yapacaktik...

Redaksiyon ve son okuma: Asena Giinal

3 Hali Atdlyesi'nin Gulgin'in adi her gectiginde sevgiyle andigi Zekai (Ormanci) Hoca'si tarafindan 1976 yilinda okulun uygulama atélyelerinden biri
olarak kurdugunu ekleyeyim.

4A.g.y.

Gllgin'in dokuma Uzerine distincelerini ve Hali Atélyesinin son yillarda teknoloji ile dontstimiinin hikayesini dinlemek icin baska bir Agik Radyo kaydi
daha énerecegim: Tiirkiye'de Dokuma Akademisi ve Pratigi. (2024, 25 Ocak). [Radyo yayini]. Ozge Kanli (Hazirlayan ve sunan). Modanin Bilingdisi, Acik
Radyo. https://share.transistor.fm/s/5418b810
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A GESTURE, OR HOW A WAY OF THOUGHT IS LIVED

Ekmel Ertan

Gdlgin is a cornerstone of contemporary art in Turkey in many respects, in fact, she is not one, but many cornerstones
at the same time. As an educator, with her multidisciplinary artistic production, putting forth real problems at the
intersection of the personal and the social, displaying lightness and humour in coping with her problems, through the
many initiatives she either launched or became part of, and with her social relationships, for over 40 years, she has
occupied a broad area. Every corner she occupied she defined herself, this is why she clashes with no one, she does
not intrude on the place of another. With her unique intelligence, rapid thinking, and her body, catching up with the
speed of her mind — until that very last moment — she was always there before everyone else.

All her deeds and actions are part of Giilcin's art. The Tapestry Studio and her work as an educator, too. She says
that she does not perceive art as mere object production and that art “is the state of experiencing an idea, a form of
thought”?, and adding, “(...) | do not see the simple production of an object as a work of art, | see the totality of all
these methods we produce as the work of art.”2 In a video where she talks about her residency program at Gate27, she
continues, stating that she will make a peculiar point: “A curator friend of mine had asked, 'how would we go about it
if we were to make a large-scale exhibition of your works?" and this was my answer. | thought that rather than having
a retrospective of all the objects | had produced, exhibited one by one to be viewed, | would include all these actions
as a whole, and that could have been an important exhibition for me, like some kind of school”. | don't know who had
asked that question, but now, not long after that time, a group of her students and friends ask the same question: Is
such an exhibition possible? An exhibition shaped by two keywords: action and school.

Is the exhibition we have here, that exhibition? Gulcin's artistic production displays great diversity in terms of media,
from weaving to photography, charcoal drawing to oil painting, video to installation and performative works. It is
possible to observe that diversity in this exhibition. As for themes, we see that her works always spring forth from
the same core. Passing from one work to the next, this springing forth leaves you facing Gilcin’s action; because in
essence, the objects belong to actions. That this exhibition was born from the Tapestry Studio is the school side of
things, perhaps. For Giilgin, the school, and learning, also constitute forms of action. Perhaps this exhibition is one of
those exhibitions.

You see the sincerity and truthfulness of contemporary art mostly in Gulcin's works. All of her works stem from a body,
from a mind shaped by what that body lives, from an integrated single source. She does not make art; she constructs
narratives from within life.

" Sanatgi Konugmalar: Gulgin Aksoy [Artists’ Talks: Gulgin Aksoy]. (2021, 15 December). [Videocast]. Bengl Giin (Programmer). Youtube. Gate27.
https://www.youtube.com/watch?v=v6QFZIEkdb4

2 Gulgin Aksoy'la hali atélyesi Gzerine [With Gulgin Aksoy, on the Tapestry Studio]. (2022, 22 January). [Radio program]. E. Ertan (Programmer).
Bagimsizlar, Acgik Radyo. https://share.transistor.fm/s/027833b8
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In close-up, the feet of two women march back and forth at military pace, then they miss the beat, order is lost, and they
try to recapture it. Military pace, back and forth, but only one step, marking time. Ciyk, the squeaking sound bare feet
make when they scrape against the hardwood! This work, Ciyk (2002), is Gil¢in's humorous, mischievous language; this
brief and simple video work contains so much, and manages to transmit it so mischievously! It is Gllgin's work in the
fullest sense; and it gains meaning within Gllgin's oeuvre; involving flesh, contact, proximity, intimacy, family, woman,
man, rhythm, repetition, order, power, army, soldier, state, violence, the list goes on... Gulgin narrates the gravest
and most organized kind of violence via the closest, and the most ordinary. The Family and the State, and systems of
relationship lined up between the two, are there in every single one of her works.

This work, for instance, belongs to the same universal, the same source as another work in this exhibition, titled Security
Camera (1999). Look how simple it is, once again. A fixed camera overlooking the entrance of an apartment block;
nothing happens, the only action we see is the door opening every now and then, and then closing; that's how it goes.
Every time the door is opened, a sentence slides past the screen: “Mr. Kenan is leaving.”, “Ms. Ayla is entering.”, “Fuat
is leaving.”, "Ms. Nermin is leaving.”, “Bora is entering.” That's it. What can the entrance of an apartment block tell us?
Can't we diversify the key concepts | listed for Ciyk here, too: private space, home, apartment block, administration,
security, surveillance, control...

Gdlgin tells us how social control mechanisms and power relationships have seeped into our lives, and being constantly
reproduced, have spread into social relationships, with the words “Abla [Elder sister]” and “Aabi [Brother, with added
a]" she frames, or with the word "Aile [Family]” she etches in fabric by scraping the velour of an armchair. It is so
smooth, and so flowing, because it is so real and inherent. As the intersected parties of a vital clash, the State, the
Individual and the Family had captured her with the violence of death when she was only a young individual.

Within this entire narrative, the figure of the tree, prominent in her later work, holds a special place. The tree represents
a vertical and hierarchical structure, yet in Gllgin's production, it is transformed into a different image that multiplies,
bifurcates, enters into a relationality with warps and wefts and can only exist through that relationality. The figure
of the tree, its roots representing genealogical ties, its trunk representing power, its branches connected to its
trunk representing hierarchical relationships, its extending towards the sky representing divinity, or in brief, the tree
representing ancient power and the network of relationships, is upended by Glgin as she lays it down on the weaving
loom. She reconstructs the tree with warps and wefts on a horizontal plane. Gllcin's tree is precisely the kind of different
tree that resists that representation of power and duality. Her tree reassures, not through a sense of leaning on, but a
sense of mixing, entanglement, entering, inclusion and unification. This tree is not heavy, it does not apply pressure, it
makes no promises of protection, but it cools you down and makes you feel good, because her tree is the kind of tree
that takes your sense of confidence from you and then returns it. Gilgin wove the trees of horizontal relationships and
pluralization that stood in the path of authoritarian relationships, power and the State. She placed it beside the Family
and the State; and she included it within warps and wefts that are more ancient than the Family and the State.
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Glgin is an artist that understands that contemporary art is a collective space of production, and applied this
understanding in practice. Collectivity comes to life in her personal production through intersections, encounters and
collaborations, with relations and associations; and in the Tapestry Studio, collectivity comes to life by producing
together and learning from each other, and this practice assuming a concrete structure. In a public institution that is the
oldest and largest art education institution in our country, but is also known for its traditional and in fact, conservative
approach to art and education, which she was also a part of since 1993, Gul¢in took over the Tapestry Studio® and
transformed it over time from a mere practice workshop of the school into a body that succeeded in existing as an
initiative in its own right, and in this way, contributed to the contemporary art environment in Turkey. To use Gllgin's
words, she created a “strange and self-styled” zone of possibilities. One of the restricted elective courses of the
educational process, the Tapestry Studio became the university's door that opened into contemporary art, and perhaps
the most genuine one.

It is, of course, no coincidence that this exhibition has come from the Tapestry Studio. For the re-broadcast of the
interview* we held with Gllcin on our radio program Bagimsizlar on Acik Radyo, | said, "I believe that the continuation
of the Tapestry Studio with Gulgin Aksoy’s name and her approach, and the continuation of it as a space of learning
and production where many young artists can touch Gilgin and continue to learn from her, is the wish and aim of all her
friends, our art world, all our colleagues and all her students past and present”. This exhibition is a step towards that
target. We don't know how long the Tapestry Studio can continue under the roof of a public institution without Gilgin,
but Tapestry Studios will continue, and this exhibition is a sign of that.

Let me tell you an anecdote about how art, everyday life and Gilgin's smiling and productive energy (I keep catching
myself wanting to call it mischief) intersected. In 2007, | invited Atilkunst to the amber Festival of Art and Technology.
Neither Gilgin nor Atilkunst worked with technology, but their contents and view of art were new, and then, when no
instagram existed and twitter was not used in Turkey yet, their visual productions regularly sent via e-mail were veritable
works of new media. Social media came later. That is why they had to be at amberFestival. Months before the festival,
we began to meet and chat with Gilcin and we worked on developing a technology-based work. At one point, Glgin
decided on an interactive video installation, but that work required special software. | was very busy, so | tried to bring
Glgin together with the young new media artists involved with amberFestival back then. Yet they either failed to find a
common language, or the software proved too cumbersome, it dragged on and stuttered; in the end, Atilkunst could
not take part in the festival. In November 2007, Atilkunst sent a huge wreath to the opening of amberFestival at Depo
(where this exhibition is also being held), the kind of wreath that is sent to funerals. Back then, Depo's entrance was
on the street-side of the ground floor, and we exhibited that wreath on the wall right to the left of the entrance, where

3 Let me add that the Tapestry Studio was founded by her teacher Zekai Ormanci in 1976 as one of the academy’s application workshops, a fact that
Gilgin liked to lovingly mention every time the workshop is mentioned.

4ibid.

I would like to recommend another Acik Radyo recording for Gilgin's thoughts on weaving, and the transformation of the Tapestry Studio in recent
years in the context of technology: Tirkiye'de Dokuma Akademisi ve Pratigi [The Academy and Practice of Weaving in Turkey]. (2024, 25 January).
[Radio program]. Ozge Kanli (Programmer). Modanin Bilingdisi [The Unconscious of Fashion], Acik Radyo. https://share.transistor.fm/s/5418b810
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it was first laid when it was brought. Atilkunst had mischievously become part of the festival. We had only recently
become close with Gilcin then, it was very enjoyable to think about the work together, but it was this gesture that
became the foundation of our friendship. When | just used the word now, | recalled how Gllgin, too, when talking about
art, when discussing her own art, often mentions gestures.

In recent years, | could not catch up with Gilgin's speed even to follow what she was doing. She was either at the
university, in class or at the Tapestry Studio; or opening an exhibition, finishing a work for an exhibition, or on a research
trip. She was always moving, between cities, or within Istanbul, she was always busy with work. We could not meet.
Every time we spoke, we were to meet and eat at my place, that Tuesday, or that Thursday...

Translation: Nazim Hikmet Richard Dikbas
Editing and proofreading: Asena Glnal
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GULCIN IiCIN YEDI FRAGMAN

Nazim Hikmet Richard Dikbag

“Kalin kafaliydik. Her seyin siyah-beyaz oldugu zamanlarda yasiyorduk.
Tdm gengligimize ragmen gri renkli kiyafetler giyiyorduk.”
(Duble Hikédye'den)

1

Ne kadar harika bir afis, ne kadar gliclu bir sergi basligi! Afis neden mi harika: Adag, Gilcin'in diz, ters, yatay agac,
bitln dallanip budaklanmalariyla burada, karsimizda ¢linkdi. Giilgin Aksoy’u henliz tanimayanlar, bu sergiyle taniyacak
olanlar, merak etmeyin: Bu sergi, ve gelecektekiler icin serginin bu kaydi, birazdan size bir agacin ve agaclarin ne
oldugunu, agaglarin bizim icin ne anlama geldigini ve neden bazen agdaclarn biraz cevirmek gerektigini anlatacak.
Gulgin'in sézleriyle, “Mesele agac degil, mesele agac”. Bu sozlerde her sey var, ama sadece agaclar yok bu sergide:
Seveceksiniz, dislineceksiniz, baglanacaksiniz.

2

Cocuklugumun en carpici anilarindan biri, o zamanki en yakin arkadasimla neredeyse her giin ¢ciktigimiz ceviz agacinin
en ylUksekteki, en kirilgan, dolayisiyla en tehlikeli dallarina hafif ve atik bir bedenle tirmanmayi becerdigim ve etrafimda
bir aga¢ diinyasi, dallar, yapraklar, cevizler ve yukarida gokylizii ile bas basa kaldigim an. Sonsuzluk her yerdeydi:
Evet, acik mavi gokylziinde ve gokylzine varmada, ama dallarda da; gévde gi¢li, en uctaki dallar tazeydi, hayat
her yerdeydi, yapraklari saymak imkansiz gibiydi, sayilari ¢cok da fazla oldugundan degil, g6z yanildigindan, dikkat
dagildigindan, hafiza zayif dustiginden. O zaman dahi bunun istisnai bir deneyim oldugunu hissetmistim, o zamandan
bugtine de hi¢ aklimdan ¢ikmadi, ruhumu terk etmedi. Peki bir adag ters cevrildiginde gokylzi de onunla birlikte
savrulur gelir mi? Yoksa artik kokler midir toprak yerine havadan beslenen? Her sey alt Ust. Masaya uzanan bir agacin
kokleri ve dallar bir ve ayni mi olmustur? Bir agac imgesi haliya islendiginde deneyiminin ne kadarini yaninda getirir,
yeni neler eklenir? Gilgin'in agaciyla birlikte hissetmeye calisalim.

3

Sergi basligina gelelim: Aklimda Bir Sey Vardi. Ben climlelerin, hele ki sergi basliklarinin, dyle tek bir buytk slogan
olmasini degil de, zihnimizde katman katman anlamlar agmasini isterim ve bu da iste o ciimlelerden. Oyleyse climleyle
birlikte biraz antrenman yapalim: Aklimda bir sey vardi, ge¢cmis zaman, yani artik yok mu? Aklimda bir sey vardi, ama
kalbimde yok muydu, kalbimde baska bir sey mi vardi? Aklimda bir sey vardi, simdi unutmus gibiyim ama dilimin
ucunda, kendimi biraz daha toparlasam hatirlayabilirim. Aklimda bir sey vardi, ama bir tiirli eyleme gegiremedim, hala
eyleme gecebilirim, gecmem lazim. Aklimda bir sey vardi, bir plan yapmistim, birlikte yapacagimiz bir sey, sana da
bunu séylemek istiyordum.

Glilgin defterine bu climleyi yazip, hatta harf karakterine kadar tasarlayip cizdikten bir zaman sonra altina, baska bir
kalemle sunlar yazmis: “15. 4. 2017'de aklimda bagka seyler var. Rahatladim.”
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4

Eger sansimiz yaver gittiyse agacin ve cocuklugun en ylksek dallarina ¢ikiyoruz, ama sonra inmek gerekiyor. Sonsuzlukla
bitinlesmenin, hassas bir dengedeki 6zglrligin ucucu birkag an boyunca mimkin oldugu zirvelerden, hayatin,
biylmenin, toplumun icine, ortasina, diize. Benim ¢ocuklugum da 80’lerde gecti, oradan buraya tasinmak zorunda
kalarak, “80’li yillarin agir travmasini blinyesinde tasimis bir ailenin ¢cocugu olarak bellek-bellek yikimi hayatimi kapsadi
diyebilirim” diyor Gulgin. Kusaktan kusaga aktarilan bir travma mirasini taglyan, ylzlesmedigi icin blyuten, yayan bir
toplumdayiz. Oyle ise bu toplumda sanatcinin, daha genel konusmak gerekirse, artik pek anilmayan tabiriyle aydinin
meselesi bu durumu anlamak, bu duruma direnmek ve kendini ve durumu degistirmek olsa gerek, yeni ve yeniden
yikilacak bir dil, bir davranis tarzi, bir Gslup kurarak.

"Bagka bir tarih miimkdn" diye yazmis Gulgin, Kurtulus Yolu'na bakiyorum. Glgin, resmi séylemin, resmi tarihin kati,
donuk, cansiz temsilleri arasinda geziyor. Hayat dolu, dans eder gibi dolasiyor aralarinda, onlar gibi dimdik durdugunda
bile ylziinde canli bir rlizgéar esiyor, onlara uzun uzun bakiyor ve belli ki diigtintyor. Gilgin, sistemin dayattigi davranig
kaliplarinin blylk kurumlarin cehenneminde kalmayip, hayatin en uzakmis gibi gelen koselerine ulastigini ¢ok iyi
biliyordu: Muhalif siyasetin, gliya yaraticiigin alani olan sanatin ve dostluk ve ask iligkilerinin, gliindelik hayatin ta
icine sirayet etmis bir baskiydi miicadele edilmesi gereken, dyleyse Giilgin'in sézlne kulak verelim: “Sayet bilgelik bir
yerdeyse, o yer simdi zaten oldugumuz yerdir; bir képriiden gegerken, bulasiklari yikarken oldugumuz yerdir”.

5

Gllginin Uslubuna, etik, estetik ve politik bilincine ti¢ ufkuyla bakalim: Birinci ufuk, her s6zi yalan, her eylemi katliam bir
sisteme, bu sistemin diger adi ataerkillige, biraz daha mesgul oldugumuz alana yaklastigimizda ise, resmi sanata sinmis
riyakarliga dfkeyle ama giilerek meydan okuyan cesaret. ikinci ufuk, sadece dniine konan isi, resmi, sdzii, kisiyi, iliskiyi,
toplumu, diinyayi degil, bu sergideki defterlerinde de hafif ama acimaya gerek gérmeyen bir elin dokunuslarinda tanik
oldugumuz gibi, kendi distindiigiind, yazdigini, yaptigini dontip déniip sorgulayan ddirtistliik, tutarlilik, hakikat arayist.
Uglincii ufuk, yapmaya, insa etmeye oldugu kadar yikmaya ve yok etmeye, buldugunun degerini bilmeye oldugu kadar
yola ¢ikmaya hazir, ancak sessizlige donduglinde yeni sesler duyacagini, yeni bigimler gérecegini, yeni tekniklerin ve
yontemlerin yapisini sezecedini, haritanin o zaman belirmeye baslayacagini bilen yaraticilik.

6

iki ic ice gecmis eylem: kabul etmek ve vazgecmek. Su anlamda: Zarar verdigi belli bir seyi tam anladiktan sonra,
yani deneyimledikten, zarar gordikten, farkina vardiktan, bazen epey zaman gectikten sonra ona mesafe koymak.
"Vazgectim"” yazdigi halisini boyle bir terk edis, boyle bir uzaklasma olarak gérmek istiyorum, karamsarlikla dedgil,
neseyle, mizahla, hayat gliciini muhafaza ederek, fazla yikten kurtularak. Yenilgi degil yani bu, yeni bir baslangi¢ icin
kalkip gitmek.

"Gri ile barismak yillar stirtiyor” diye devam ediyor Giilgin, yazinin basindaki alintinin devaminda. Gri en sevdigim
renklerden oldugu i¢in almiyorum sadece bu alintiyi buraya: Sucun renkte olmadigini, rengin teklestiriimesinde,
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digerlerinden ayrilip zorunlu kilinmasinda oldugunu anlamis, bir kez anladiktan sonra gri 6zgirliigiine kavusmus. Bir
de, elbette, en kiymetli kelimemiz geciyor burada. Barisla, barig ve 6zgirlik icin verilen emekle ¢izilen bir yol Gilgin‘in
“inceltilmis bir fikir veya eylemin pesinden” ilerledigi.

7

Aklimda Bir Sey Vardi'yi tesekkir borglu oldugumuz buiyik, kararli, kolektif bir cabayla bir araya getirenler iste bizi
Gulgin'in kesfettigi bu yollara ¢ikariyorlar. Nesnelerin kendisi degil sadece Uretim slrecleri de, nihai netice kadar emek ve
gelecege kalan deneyim de kiymetli bu sergide. O gelecege kalan iste bizim icin bir 6zgirlik umudu tasiyor. Hatirlayin,
"By 6zglrlik, ne muhtesemsin sen!” diye haykirmisti Hrant Dink. Evet, buglinlerde aklimizdan gecgenlerin bile bagimizi
belaya sokabilecegini distindigiimiiz oluyor, ama Giilgin'in sdyledikleriyle ve yaptiklariyla bulusmak, 6zgirlige
susayanlara da bircok arag¢ sunacak. Yani son bir sézle bu sergi, bizim i¢in de kendi yolculugumuzu degerlendirme ve
aklimizda, kalbimizde, hafizamizda hala hep yapmak istedigimiz gibi, Giilgin'le birlikte yola ¢ikma firsati.

Redaksiyon ve son okuma: Asena Giinal
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SEVEN FRAGMENTS FOR GULCIN

Nazim Hikmet Richard Dikbas

“We were thick-headed. We lived in times when everything was black-and-white.
Despite all our youth, we wore grey clothes.”
(From Double Story)

1

What a wonderful poster, and what a powerful exhibition title!l Why do | think the poster is wonderful: Because the
tree, Gllgin’s straight, inverted, horizontal tree is here with all its ramifications, facing us. Those who do not yet know
Gilgin Aksoy, who will get to know her with this exhibition, may you have no concern: This exhibition, and the record
of this exhibition for the future, will soon be telling you what a tree and trees are, what they mean for us, and why it is
sometimes necessary to flip trees around a bit. In Glilgin's words, “It’s not about the tree, it's about the tree”. Those
words contain everything, but it is not only trees that are in this exhibition: You will love, think, and become attached.

2

One of the most striking memories of my childhood is the moment when | managed to climb, my body light and
nimble, to the highest, most fragile and therefore most dangerous branches of the walnut tree we used to climb every
day with my closest friend, at that highest point, what | had around me was a tree-world, branches, leaves, walnuts
and the sky above, alone, together. Infinity was everywhere: Yes, in the light blue sky and in having reached that sky,
but also in the branches, the trunk was the strongest, the branches at the very ends were fresh, life was all around, it
was seemingly impossible to count the leaves, not because they were too numerous to count, but because the eye
strayed, attention faltered, and memory weakened. | felt even then that this was an exceptional experience, and it has
since neither left my mind nor abandoned my soul. So, may one ask, does the sky, too, swing and come along with
the tree when it is inverted? Or is it the roots that are now nurtured off the air rather than earth? Everything has gone
topsy-turvy. When a tree, or an image of a tree, is stretched out on a table, are its roots and branches now one and the
same? When it is woven into a carpet, how much of its experience can the image of a tree bring along, and what new
is added to it? Let us try to feel along with Gllgin's tree.

3

Now for the exhibition title: | Had Something in Mind. | always want sentences, and especially exhibition titles, not to
be grand, monolithic slogans, but to open up layer by layer once we hear them in our mind, and this is one of those
sentences. So let’s do a few exercises with this sentence: | had something in mind, the past tense, so that something
is no longer there? | had something in mind, but not in my heart, so was there something else in my heart? | had
something in mind, now | feel like | have forgotten it, but it's on the tip of my tongue, if only | could focus a little, |
may remember. | had something in mind, but | somehow never managed to act on it, | still could, and | should. | had
something in mind, a plan, a plan for us to do together, and that was what | wanted to tell you.
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A while after she wrote this sentence in her notebook, and in fact, drew it and designed it down to its typeface, Glilgin
wrote the following with a different pen: “On 15. 4. 2017, | have other things in mind. | have relaxed.”

4

If all goes well, we reach the highest branches of the tree and of childhood, yet the time comes when we must climb
down again. From summits, where it is, for a few seconds, possible to unite with infinity and capture freedom in
sensitive balance, to the centre of life, to growing up and to society - to ground level. My childhood was in the 80s,
too, we had to constantly move house from one place to the next, and Giilgin says, “As the child of a family that
carried the heavy trauma of the 80s, | could say that memory-and-the-destruction-of-memory has taken up my entire
life”. We live in a society that transmits the heritage of trauma from one generation to the next, and the trauma grows
and spreads since it is never confronted. Thus the task of the artist in such a society, and to speak more generally, the
intellectual, to use a phrase no longer popular, is to understand the conditions, resist them, and to change both herself
and the circumstances —by building a new language - itself to be brought down in turn - a new behaviour, a new style.

"

“Another history is possible,” wrote Gllgin, and | am now looking at her work Road to Salvation. Giilgin wanders
among stiff, frozen, lifeless representations of figures of official discourse and official history. She is full of life, she
dances past them, and even when she stands straight like them, a vivid wind surrounds her face, she takes a long
look at the figures, and it is clear that she is thinking. Giilgin knew very well that the behavioural patterns imposed by
the system were not confined to the hell of major institutions, and that they oozed into the most distant nooks and
crannies of life: What we had to put up a struggle against was a type of repression that had also permeated opposition
politics, art, which is supposed to be the field of creativity, and even relationships of friendship and love, in the very
midst of everyday life. So let's lend her an ear: “If wisdom is to be found anywhere, that place is where we already are
now, whether we are crossing a bridge, or washing the dishes”.

5

Let us look at the three horizons of Glilgin's style, at her ethical, aesthetic and political consciousness: The first horizon
is courage, the kind of courage which challenges, with anger yet also with laughter, a system that speaks only lies and
commits only massacres, or the patriarchy, its other name, and if we approach closer the field we work in, the hypocrisy
that permeates official art. The second horizon is honesty, integrity, a search for truth only, which questions not only the
work, painting, word, person, relationship, society and world she is presented with, but -as we see in the light touch
that feels no need to show mercy, in action in her notebooks included in this exhibition- also what she herself thinks,
writes or does, time and time again. The third and final horizon is creativity, ready to destroy and demolish as much
as it is to build and make, prepared to set out to explore as much as it is to know the worth of a discovery, knowing
that only if she returns to silence will she hear new sounds, see new forms, sense the structure of new techniques and
methods, and that only then a map will begin to appear.
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6

Two actions, intertwined: accepting, and abandoning, or giving up. In this sense: Once you fully understand that
something is harming you, in other words, after you have experienced it, been harmed, realized, and frequently, after
considerable time has passed, you put some distance between the source of harm and yourself. | want to perceive her
carpet that proclaims, “Vazgectim”, or “| Gave Up”, as such a distancing, an action carried out not with pessimism, but
with joy and humour, retaining her force of life, shedding that extra weight. It is no defeat, it is getting up and leaving
for the sake of a new beginning.

“It takes years to make peace with grey,” writes Gllgin, continuing on from the quote at the head of this text. It is not
only because grey is among my favourite colours that | quote her on this: She understood that the fault did not fall
on the colour, but on the isolation of that colour, its separation from other colours and its imposition, and once she
realized this, grey was set free. And of course, she mentions our most valued word, our favourite concept. It is with
peace, with labour committed to peace and freedom that Glilgin marks out her path, led by a “refined idea or action”.

7

It is these paths discovered by Giilgin that those who brought together | Had Something in Mind with a great,
determined, collective effort help us to walk on, and we owe them gratitude. What is valuable in this exhibition, is
not only the objects themselves but their production processes, and as much as the final outcome, labour and the
experience left for the future. What is passed on to the future is what bears the hope of freedom. Remember how
Hrant Dink exclaimed, “O freedom, how glorious you are!” Yes, these days, we sometimes feel that even our passing
thoughts might get us into trouble, but meeting with Giilgin’s words and works will also provide those who are thirsty
for freedom with many tools. So, to sum up, this exhibition is an opportunity to assess our own journey, and as we still
always want to, to set out on a journey with Gllgin, in our minds, in our memories and in our hearts.

Translation: Nazim Hikmet Richard Dikbag
Editing and proofreading: Asena Gunal
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DUBLE SANAT/HAYAT

Nermin Saybasili

“Derdim dinyadir,” diye not digmus Gilcin Aksoy, sanat-hayat, 6zel-kamusal, benlik-6teki, doga-kdltir, kadin-erkek,
canli-cansiz gibi toplumsal ayrim ve ayrismalari asindirmaya, hatta bertaraf etmeye yonelik bir sanat pratigini sonuna
kadar strdirdiglnin kaniti oluyor sézleri. Toplumsal diinyanin temel kanunu olagelmis ikilikleri sorgulayan Aksoy,
gercek olan ile sembolik olan arasindaki gedikte ¢alismistir. Hayatin kendisindeki ikiligi ve ikiylzIGlugi gérmistir, 6znel
ve kamusal yasamdaki yiizeyselligin ya da dogrudanligin arkasinda bir olmamislik, bir ahmaklik, bir giliinglik yattigini
anlamis ve kurulu diizenin “duble yorum” gerektirdigini bilmistir. Sanat pratiginde temelllik etme, ironi ve pastise sikca
yer vermis olmasi da bundandir. “Duble” sdzcligini de ¢ok isabetli bir bicimde sanatina kendisi yerlestirmistir.

Glgin Aksoy yasamanin kendisinin bir miicadele alani oldugunu bilerek sanati(ni) Deleuzyen anlamda bir “glc¢”, bir
enerji olarak kusanmistir. Disipliner duvarlar insa etme pesinde bir icerideligi yerlestirmeye calisan iktidarin aksine
disaridan gelerek sinirlamalari kirmaya yeltenen “gii¢”; hareket ile olusun, degisim ve dénlisimin kaynagidir. Sanatgi
1990’lardan baglayarak feminist bir bakis acisiyla, aile, devlet, ulus, sinif, kurum, kamusal ve giindelik yasam gibi makro
ve mikro iktidari hicvetmeye, ters yliz etmeye yonelmistir. Sanatci ve egitimci olarak baski ve sinirlamalara karsi yeni
diller ve bedenler, yeni mekénlar ve manzaralar arayisinda olmustur daima.

Depo’daki sergide yer alan Aksoy’un glince gibi tuttugu defterleri onun zihninin ve elinin nasil ¢alistigini géstermekle
kalmiyor, feminist sanat ve elestirinin basvurdugu dille olan performatif iliskisini de ortaya koyuyor. Ozellikle son
yillardaki tretimlerinde iyiden iyiye kendini hissettiren dodaya iliskin referanslar, bedeni(ni) ve dili(ni) dodaya iade
etmekten ¢ok sanatginin deyisiyle “yapinti dogalar” ile insa ettigimiz diinyaya yeniden yerlesmenin mimkin olup
olmadigini sorgulamak icindir.

Aksoy'un yaklasik biryil nce ani ve zamansiz 6limuyle yarim kalan ve simdi Depo’da sergi iginde sergi seklinde kendisine
yer bulan “iAde” (2025) baslikli fotograf serisinde onca ¢er-¢ép, onca yikinti ve atik arasinda kendisine yer agmaya
calisan, bedenini tasa, topraga, ota ve kuma yazmaya yeltenen insani gérmeye, hatta o karmasa altinda onun jestlerini
ve golgeli varolusunu bulmaya yénlendiriliriz. Aksoy'un seri fotograflarinda eril aklin ve arzunun tahakkimdi altinda insa
edilmis “yapinti diinya”nin kiyilarinda baska bir diinyanin, hatta diinyalarin varligini talep etmenin gerekliligi su ylziine
cikiverir. Toplumsal bedenin 6tekisi “doga”ya yerlesememistir, bundan sonra da yerlesemeyecektir... Sirekli iade
edilecektir. Antroposen ¢agda bircok sey gibi beden de bir atiktir. Aksoy’un dilsel olandan bedensel olana “A"” harfinin
hiyerarsini sorguladigi ve Zilberman'da (2017) sergiledigi “A" baslikl kisisel sergisindeki ¢alismalar distndldiginde
"iAde"deki “A" harfi, metaforik anlamda bu kez “Cografya”nin “A”sini ifade etmektedir. Fotograflarda gbziimiize ve
zihnimize takilan gercek imge sudur: canli-cansiz “doga”, farkliliklara yer agmayan (kiresel) cografyanin biyik otoritesi
altinda, turistik bedenle gé¢cmen-milteci bedenin kavusamayacadi bir kavsakta bulusmus, daha acik bir ifadeyle,
kiiclik bir Ege kasabasi olan Ayvalik’in kiyilarina vurmustur. Sanatginin sicim gibi gerili beden pargalarini gérdiigiimiiz
siyah-beyaz fotograflar doga ile kiiltlr arasindaki kapanmaz yarigin orada ve burada, igeride ve disarida, simdide ve
gelecekte sonsuz olacadinin bilincinde digsal dogaya bakmak kadar insanin kendi dogasina bakmak gerekliligini de
ortaya serer.
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Geriye doniip bakildiginda, ister toplumsal cinsiyet meselesi, isterse irksal ya da sinifsal kimlikler sorunsali olsun,
"yapinti doga"nin dayandigi asimetrik iliskinin sorgusu ve imhasinin Gllgin Aksoy’un temel ¢ikis noktasi oldugu gorilir.
Yasadigimiz cografya da dahil sanat tarihsel olarak uzunca bir siire yok sayilan ya da gérmezden gelinen kadin elini ve
deneyimini ¢cok dnemseyen sanatgi yillar icinde fotograf, video, resim, enstalasyon, dokuma, performans ve sanatgi
kitabi gibi bircok farkli malzemeyle, emekgi kadinlardan 6grenci ve sanatcilara degin kurdugu cesitli is birlikleriyle
feminist sanat pratigine eklemlenen calismalar Gretmistir.

Gilgin Aksoy’un sanati politiktir. 1980 darbesinin yarattigi travmalari; 1980 sonrasi siyasi, toplumsal ve kdltlrel
yapiya yerlesmekle kalmamis adeta kok salmis baskilari, kayiplari, kayirmalari, esitsizlikleri ve eksiklikleri semptomatik
gostergelerle islemistir. Semptomatik gostergeler tarihin yasamsal artigi, toplumun yasamsal atigi olan imgelerdir.
Sanatgl bu gostergelerde kimi kez bir persona takinmis halde ¢ikar karsimiza. Duble Hikdye (2014) baslikli sanatgl
kitabinin icinde bir¢cok kez arz-i endam ederek Samsun’da gecen cocuklugunun ve ilk gencliginin 12 Eylil'ini
yonlendiren “kadin polis” bunlardan biridir. Duble Hikéye, Aksoy ailesinin uzunca bir slire oturdugu Gazi Mahallesi’'ndeki
Umur Apartmani’nda basilan solcu afisleri akla getiren gorsel-yazinsal bir dille serigrafi (ipek-baski) tekniginde tretilmis
yazi ve imgelerden meydana gelir. Ailenin 1972-83 yillari arasinda oturdugu Umur Apartmani’ndaki daireleri uzun
yillar 78'liler Dernegdi birosu olarak kullanilmistir. Onu yakindan taniyanlarin bildigi Gzere, hayata kargi durusunda
Gllgin Aksoy'u tarifleyen toplumsal cinsiyet normlarinin disindaki o ne kadin ne erkek ama hem kadin hem erkek
durus, o oyuncul ve saglam hal ve tavir bu kez yarattigi “kadin polis”te vicut bulmustur. Otobiyografik géndermelerle
dolu yogun kitap, devrimci ikiz kardeslerden birinin oldirilerek “dlimine isimsiz”, kaldigi digerinin ise iltica ederek
kurtuldugu bir duble hikaye catar. Siyah takim elbisesi ve glines goézlikleriyle kitabin sayfalarina yerlesmis kadin, bir
imge olarak Aksoy’'un blytk olctide kendi travmatik gercekligi de olan tarihsel bir gecmise simdiden ve disaridan
bakarak yorumlama olanagdi verir. Ayni kadin polis figlrii “Duble Ayar” (2014) baslikli videoda da ¢ikar karsimiza.
Gercek olaylar dizisi bu kez Duble Hikdye'nin biraktigi yerden devam eder. Hikaye Tiirkiye'den isvec’e, Samsun’dan
Lund’a uzanir ve sanatcinin 1980 darbesinden sonra isvec'e iltica eden devrimci-solcu kiz kardes (izerinden cifte-
yabanciliga ickin huzursuzluk ve hosnutsuzluk halini haritalandirnr. Videoda Aksoy'un bedenlestirdigi kadin polis ile
sanatginin kiz kardesinin tlkeden kacarken giydigi bedensiz ¢izgili kiyafet, Kuzey Avrupa’nin yesilligine agilan bir yolun
kavsaginda bir belirip bir kaybolurlar, birbirleriyle bulusamadan ayrilirlar. Duble hayat slirmektedir. Sanatgi trajediyle
ironiyi, dramla parodiyi diigimlerken bir toplumun fay hatlarini da haritalandirmis, (toplumsal) tarihi de tarif ve tahrip
etmis olur. Bu yonlyle Aksoy'un sanati sanat tarihci Aby Warburg'un kavramsallastirdigi bicimde bir “sismograf”! gibi
isler: uzak ya da yakin tarihler, yerler, mekanlar, olaylar, kurumlar, insanlarin ve hatta esyalarin karmasik iliskileri dille
ve imgeyle cismini bulur, goriinir ile gérinmez, duyumsanir ile duyumsanmaz, fiziksel ve psikolojik olan arasindaki
mesafeler kisalir ve hakikat cismaniligini elde eder.

Aksoy tarih ile bellegi, zaman ile mekani sanatiyla tasvir ederken, temsil rejimine bagvurmayarak goézle soz arasindaki,
yaziyla dokuma arasindaki farkta dolasmistir. 2014 yilinda verdigi bir séylesisinde feminizmin patriyarkal mantik, temsil
ve tarihle olan meselesine sanat tarihi kanonunu da ekleyerek sunlari sdylemistir:

' Aktaran Georges Didi-Huberman, The Surviving Image: Phantoms of Time and Time of Phantoms, Aby Warburg's History of Art, cev. Harvey L.
Mendelsohn (The Pennsylvania State University Press: Pennsylvania, 2017), s.71-72.
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"Devrimci gelenekten gelen bir bakis agim vardi, ‘insaniz’ noktasindaydim. Yasamin
beni su an getirdigi nokta su: Kadinim, canima da okunuyor. Sanat egitimim sirasinda
da canima okunmus, daha baslarken fircayi erkek gibi tutmak gibi bir séylem var. Hala
var! Bilek kudretinden bahsediliyor. Hangi sanat yahu? Resim tarihi, erkek tarihidir.
Pentir tarihi tamamen erkektir, onun icinde kadinin yeri yoktur. Kadin bir temsiliyet
nesnesidir, o kurallar hicbir zaman kadinin aklina goére insa edilmemis. Resmin,
yanilsamanin kurallari... Kadinin bu anlamda tarihi yok. Bittin tarihi her zaman beyaz,
heterosekstel erkek yazmis.” 2

Feminizmin bugiin geldigi noktada, erkek ve kadinin gesitli cinsiyet/toplumsal cinsiyet olasiligindan sadece ikisi
oldugu, en azindan teoride, tartisma gotlirmez bir gerceklik olmakla birlikte pratikte toplumlarin almasi gereken
daha bir hayli uzun yol oldugu agiktir. Aksoy Depo’daki serginin bir nevi merkezinde yer alan “Cumhur Kadin” (2013)
videosunda zamaninin patolojisini, gecikmelerin ve krizlerin bilesiminden mutevellit erkek egemen akademik yapiyi
kendi bulundugu yerden hicveder. Bu kez videodaki kadin bir persona degil, ta kendisidir. Akademi’deki (Mimar Sinan
Giizel Sanatlar Universitesi) hocasi ressam Zekai Ormanci’dan 2008 yilinda devraldigi Resim Bélimii biinyesindeki
Hali Atdlyesi‘nin ylritictligunl ani ve zamansiz Slimiine kadar strdirmustir. “Cumhur Kadin”da Glgin Aksoy'u
akademik clibbesi lizerinde derme ¢atma bir odada masabasinda calisirken goririiz. Bir anda nereden peyda oldugu
belirsiz topa kayitsiz kalamayan sanatginin sandalyesinden kalkarak top sektirmeye basladigina tanik oluruz. Erkek
egemen Universite ve atdlye yapilanmasi icinde zamanda ve mekénda bir aralik yaratarak erkek meslektaslarina
calim mi atmaktadir? Yoksa onlardan rol mi ¢almaktadir? Bir kadin her ne yapiyorsa bir erkekten duble iyi yapmak
zorundadir. Voleybol, ylizme, bisiklet basta olmak lizere spora olan meraki ve yatkinligr yakinlarinca bilinen Aksoy
“erkek sporu” diye gegen futbol lzerinden bu durumu tiye alirken akademik clibbe tizerinden de tektiplestirmeye
donuk bir girisimin ciddiyetini sorgular. Duble hayat, duble kadini, duble insani yaratmistir iste! Sanatgi “ciddi” olanla
yeni ve daha karmasik bir iliski kurma gerekliliginden dem vurur. Susan Sontag’in baska bir gercevede, “camp estetigi”
baglaminda belirttigi gibi, “[klisi, gayriciddi seyler hakkinda ciddi olabilir, ciddi seyler hakkinda gayriciddi olabilir.” 3

Benzer bir “gayriciddilik” sanatginin “Kurtulus Yolu” (2014) baslikli fotograf serisi ve performans-videosunda da ¢ikar
karsimiza. Performatif calismada lizerinde beyaz gémledi ve siyah tayyorilyle Samsun’daki tarihi Tiitiin iskelesi'nde
sergilenen Atatlrk ve on sekiz asker arkadasinin balmumu heykelleri arasina sizmistir. Boylece bir baska “cumhur
kadin” figlriyle donmus resmi tarihi ve onun imgesini yeniden canlandirarak erki aralamaya, iktidar 6telemeye calisir,
modern ve ¢agdas toplum insasinda belli bir rol bigilen “cinsiyetsiz cumhuriyet kadini” figlir ve imgesini sorunsallastirir.
"Kurtulug Yolu”, ortak hafiza yaratmak isterken basgvurulan “realist anit heykeller” formu dolayiminda tarihi kurguyu
sekteye ugratirken kimligin sahteligini de performatif bir bicimde ortaya serer.

2 Aysegul Oguz, “Glilgin Aksoy: Umur'daki Umut”, Bir+Bir, 27 Haziran 2014, https://birartibir.org/umurdaki-umut/ (Erisim Tarihi: 12 Ocak 2025)
3 Susan Sontag, “Notes on ‘Camp’” icinde Against Interpretation and Other Essays (A Delta Book: New York, 1966), s. 288.
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Tum bu personalari ve performatif yaklasimi distintldiginde Aksoy'un politik sanati kurumsal ve ideolojik elestiriden
cok daha fazlasini ihtiva eder, ¢linkii etkin politikanin 6znelliklerimizi aktif bir bigcimde Uretmek anlamina geldigini
ortaya koyar. Sanat pratiginin ve pedagojik yaklasiminin dayandigi is birlikleri ile katilimcilik, yaratici 6znellik hususunun
énemini kanitlar niteliktedir. Oyle ki “Hali Atdlyesi” yillar icinde hayattan ve giiniimiiz sanatindan kopuk, biyiik oranda
gegmis ve yorgun “plastik sanat egitimi”ne alternatif olmustur. Atdlye gercek anlamiyla kendini ifade etme olanagi
bulamayan genc sanatgi adaylarina 6zgurlik alani acan cagdas bir sanat atdlyesi hiiviyetine biriinmdistir. O nedenle
kapisinin Uzerinde simdi bile asili duran “Hali'dayiz” dokumasi bir atélyeyi imlemekten ¢ok daha fazlasidir. Konferanslar,
konusmalar, projeler, calistaylar ve sergilerle atélye, akademinin oldukca kapali yapisinin aksine hem iceriye hem de
disariya acik etkilesimli bir mekan olmustur.

Etimolojik olarak “pedagog” ya da “egitimci” sozclkleri Yunanca ve Latince'de “cikarmak”, “disari ¢ekmek”
anlamlarina gelir ve bu sozclikler gergekte Antik Yunan'da uygulanan bir pratikten kaynaklanmaktadir. “Pedagog”
adi verilen bir aile kélesi, okul zamani geldiginde ¢ocugu evinden, yani ozel alanindan 6grenim goérecegdi yere, yani
okula kadar gétirirdl, ona eslik ederdi. Kisiyi belli bir sinirin, 6znel mekéanin &tesine ¢ikarma seklindeki mekansal
edim, "mutlak bilgi”, “evrensel bilgi” ya da “ilerici bilgi” gibi nosyonlarin yerine “gdcebe bilgi”, “rastlantisal bilgi”,
“potansiyel bilgi” ve “fark” gibi nosyonlari yerlestirir. Bu acidan bakildiginda, ilhamini hocasi Zekai Ormanci'nin Hali
Atolyesi'nde 6grencileriyle birlikte dokudugu “Siyah Kalem” halisindan alan “Duvar Yazisi/Halisi” (2018-2019), akillari,
dilleri, bedenleri, tarihleri ve bellekleri ortaklastirma fikrinden ortaya ¢ikan bir yazi-dokuma projesi olarak atélyenin
kamusalliginin en canl drneklerinden biridir. Bir hafiza ve direnis teknigi olan dokumada gérinlrdeki desen, onu
Ureten surecin ayrilmaz bir pargasidir; program ve desen ise slrecin ayrilmaz bir parcasi. Tekstil (textile) ile metin (text)
arasindaki dilsel ve kdkensel iliskilerin girift (tarihsel) aglarina birer ilmek de bizler atariz.

Aksoy’un atdlye gelenegdi ve blirokratik yapiya iliskin hosnutsuzluk ve elestirisi “Cumhur Kadin” videosunun baslarinda
kameraya da yansiyan “Masa Uzeri Koltuk Hatasi” (2009) baslikli baska bir calismada daha karsimiza cikar. “Masa Uzeri
Koltuk Hatasi”nda Uzeri cam kapli bir masanin icine yerlestirilmis cart kirmizi renkte bir kapitone yer alir. Kapitonenin
tzerindeki diigmelerin yerinde ise had bildirir ya da yargilar bigcimde isaret parmagini havaya kaldirmis fallik bronz
eller gorilir. Aksoy'un bu yerlestirmesini sergilemek icin sectigi yer de sembolik ylki olan bir mekandir: kurumun
cesitli sergilerinin diizenlendigi Osman Hamdi Bey Salonu. “Masa Uzeri Koltuk Hatasi” salonunun “demirbaslar” olan
Atatlirk rolyefi ve kopya Nike heykelinin arasina yerlestirilmistir ve bu haliyle olmadik ve basibozuk iliskiler kurulmasina
olanak vermistir.

“Masa Uzeri Koltuk Hatasi”ni Altan Giirman'in “Kapitone”si (1976) ile birlikte diisinmemek imkansizdir. Ayni sanat
kurumunda egitimcilik yapmis farkli kusaklardan iki sanat¢i olan Glrman ve Aksoy Tirkiye ¢agdas sanatinin dnci
figurlerinden olmuslardir. Girman 1969 yilinda kurulusunda etkin rol oynadigi Temel Sanat Egitimi Kirslsi'nlin® 1974

4 Aktaran Florian Schneider, “Collaboration: Seven notes on new ways of learning and working together, icinde: Academy, ed.Angelika Nollert, Irit
Rogoff ve arkadaslar (Revolver: Frankfurt, 2006), 3251‘"
® Maalesef Temel Sanat Egitimi BalimU gectigimiz yil YOK karariyla kapatildh.
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yilinda bagkani olmus, Aksoy ise ressam hocasi Zekai Ormanci’dan devraldigi Hali Atdlyesi'ni cagdas sanat egitimine ve
pratigine eklemlemistir. Her ikisi de bir zaman gelmis ve biirokratik bir glic sembolii olan kapitoneye basvurmuslardir.
Glirman'in asamblajinda kirmizi renkte kapitoneye ilistirilmis tarihsiz ve belleksiz anonim bir T.C. portresi yer alr.
Kendisinin de bir pargasi oldugu devlet kurumlarindaki birokrat figiiriine elestirel yaklasan Giirman erken 6limiinden
kisa bir siire dnce bitirdigi portreyi akademideki kendi kirsii baskanligi makaminin duvarina asmistir. “Masa Uzeri
Koltuk Hatasi”nda ise kapitone dénemin ruhunu yansitacak bicimde fetis bir nesneye biriinmekle kalmamis, sanatci bir
kadinin elinde yatay diizleme ¢ekilmis, erkeklik simgesi anitsal bronz heykel tipolojisinin yerini ise “aman ha!”, “dikkat
et!” diye lnleyen gldiik parmak heykelcikleri almistir. Olmadik bir ylizeyde, bir masanin kaplamasi olarak karsimiza
cikan kapitone, kitschlesmis iktidarin yeni simgesi olur. “Masa Uzeri Koltuk Hatasi”nin sergilendigi yer de tipki Giirman
gibi 6zenle secilmistir. Yayimlanmamis bir sdylesisinde Aksoy bu dnemli isiyle ilgili olarak sunlari séylemistir:

“Araya sikisip cogalmis gli¢ sahibi nesneler ya da bir zamanlar ¢ylelermis de simdi
gecmigleriyle ovinen iktidarini yitirmis minik baba motifleri... kirlmaya ugramis,
bosluga birakilmig, fetis haline gelmis yeni bir tiketim nesnesine dénlsmuis bir
iktidar mekanizmasi s6z konusu burada. Fetis nesneler sahip olunasi nesnelerdir, arzu
uyandinirlar. Bu kadar ¢ok arzu cesitliligi, iktidar istegi hangi cagda gorildi acaba?
Herkes istiyor, boylece merkez iktidar pargalaniyor. Masanin bronz parmaklar gibi.
Masanin icindeki bu ise kisaca ‘fetis iktidar nesnesi’ diyelim."¢

Kamusalligin nlvelerinden biridir masa; bulusma, tartisma, calisma, catisma, diyalog, katiim, uzlagim ve etkilesimin
gerceklestigi mahaldir. Hannah Arendt, insanlik Durumu'nda “ortak diinya” olarak tanimladigi kamusal alani tariflerken
insanlari hem bir araya getiren hem de ayiran masa metaforunu kullanir. Aksoy’un “hatali nesne”si yanlis ve eksik
bir kamusalin varligina isaret ederken masanin daha genis bir toplumsalligin mikrokozmosu oldugunu distindtrmdis
olur. Kamusal mekan tekilliklerin ortaya ¢iktigi mahaldir. Sinif, amfi ya da at6lye kamusal mekanlardir. Bu cercevede
Hali Atdlyesi, masa metaforuyla birlikte distindlebilir. Atdlye biyik bir Gretim tezgahi olarak “Bir"e ve “Tek”e
indirgenmeden birlikte varolmanin dinamiklerinin test edildigi, birbirinden 6grenildigi ve birbirinden baskalasildigi
ortak bir kamusal mekén olmustur. Sanat zaten farkin pratigi degil midir? Nergis Abiyeva, Gilgin Aksoy'un 6liminden
hemen sonra kaleme aldigi anma yazisinda atélyeyi sdyle hatirlatiyordu: “Atdlyede asili ‘Ayni yone ayr pedal, ayri yone
ayni pedal’ ifadesinin de imledigi gibi, Glilcin bir ekolden ziyade ‘anti-ekol’ pesindeydi.”’

Bir sanatci arkadasinin tabiriyle “Hali Kadin”dir Giilgin Aksoy. Bir anlamda eskilerin “Oren Bayan”indan “Hali Kadin”a
yol aliniz. Kadinlarin sikisip kaldiklari ev iginden ¢ikip sosyal yasama, sanata ve is hayatina dahil olmalarinin da ifadesi
olur bu tanim ki kadinlar igin bu stire¢ cok da kolay olmamistir. Miicadele ise halen devam ediyor. Erkeklerin bdlgesine
ayrilmis olan edebiyat ve sanatin alanini zorlamak gerekmistir. Nurdan Gurbilek yazi ile dokuma arasindaki iligkiyi
irdeledigi yazisinda sinifsal ve toplumsal cinsiyetsel ayrimin isleyisi lizerine séyle yazar:

¢ Nazl Gurlek-Giilgin Aksoy, “Masa icin SGylesi” (yayimlanmamis séylesi) )
7 Nergis Abiyeva, “Glilgin Aksoy: Feminist, Miicadeleci ve Istes Bir Yagamin/Sanatin Aglarini Ormek”, Sanat Diinyamiz, S.199, Mart-Nisan 2024, s.5.
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“Aklima Marx'in toplumsal is boliminin sonunu hayal ettigi komiinizm Utopyasi
(‘'sabah avcilik, 6glen balikeilik, 6gleden sonra sigir cobanlidi, aksam yemeginden
sonra elestiri’) geliyor. Utopyada — &zne bir erkek olmalidir — problem bir zaman
('sabah’, ‘6glen’, ‘6gleden sonra’, ‘aksam’) sorunu olarak karsimiza cikar. isin icine
toplumsal cinsiyet girdiginde isler karmasiklasir. Kadinlar yakin zamana kadar, aslinda
diinyanin birgok yerinde bugtin de, bir the needle or the pen (‘dikis ignesi mi, kalem
mi?’) bolinmesiyle, dikis dikmeyi ya da 6rgli 6rmeyi eve kapatiimisligin, zihinsel
alandan diglanmighgin simgesi olarak karsilarina alarak yazabildiler. Feminist elestirinin
bolinmeye itirazi daha cok 80'lerde basladi. Kadin yazarlarin anlati stratejilerinde
(hafiza bloklari, flashback'ler, tekrarlar) dokuma-6rme-kirkyama tekniklerinin izlerini
arastiran galismalar da bu déneme ait. ‘The needle or the pen’ zamanla ‘the needle
as the pen’e ('bir kalem olarak dikis ignesi’), o da zamanla ‘the needle and the pen’e
(‘dikis ignesi ve kalem’) dontstd.”®

Feminizmin en dnemli yanlarindan biri cogunlukla géz ardi edilen medyalar ve kiltirler arasindaki baglantilar gérme
becerisidir. Kadinlar ile aglar, el dokumalari ile 6riimcekler, iplik egirme ile hikaye 6rgusi, kirkyama ile go¢ arasindaki
mitolojik, efsanevi ve metaforik iligkilerin de otesinde Sadie Plant’in de dikkat ¢ektigi gibi tekstilin ve dokumanin
dlnya Uzerindeki tarihi, kagittan ve Batili anlamda tuval resminden ¢ok daha eskidir.? Tarihsel olarak tarih dncesinden
itibaren kadinlarin basrolde oldugu tekstil ve dokumaya ickin ortakligi ve bir nevi tarih dokumayu, tarih yazmayi, tarihe
dokunmayi Plant sdyle ifade eder:

“Karmasgik tasarimlarin dokumasi birden fazla el gerektirir ve tekstil Gretimi dedikodu
ve sohbet icin bolca firsat saglayan ortak, sosyal bir is olma egilimindedir. Dokumacilik
zaten coklu ortamdi: sarki sdylemek, tezahlrat etmek, hikayeler anlatmak, dans etmek
ve oyun oynamak, iplikciler, dokumacilar ve igne iscileri ayni zamanda tam anlamiyla ag
kuruculardi. ... iplik egirmek, kurgular Gretmek, moda yaratmak... Dokuma kumaslarin
dokulari, heniz hicbir sey yaziimamisken bile iletisim ve bilgi depolama araci olarak
islev goriliuyordu."™

Resim s6z konusu oldugunda formun sultasi altinda her sey nesnelesirken Aksoy nesneye bir hayat bahsetmeye girisir.
Hali Atdlyesi’'nde, is birligi ve katilimdan ¢ikan “icinden Kol Gegen Puf” (2023) bu érneklerden biridir. Aksoy élimiinden
kisa bir sire 6nce uzun ugraslar sonucunda “Ortak Mekik: Dokuma Teknolojileri, Dogal Boyama ve Tasarim Merkezi
Projesi”ni hayata gecirmis, yeni teknolojilerle yenilenen Hali Atélyesi'ni Kog Universitesi biinyesindeki “KARMALab”
ile bulusturarak 6grencilerin etkilesimli teknolojiler konusunda bilgilenip deneyim kazanmalarini saglamistir. Projenin

8 Nurdan Glirbilek, “Orme Bicimleri” 5Harfliler, 26 Subat 2021, https://www.5harfliler.com/orme-bicimleri/ (Erigsim Tarihi: 18 Ocak 2025)
? Sadie Plant, Zeros + Ones Digital Women + The New Technoculture (Fourth Estate: Londra, 1998), s.61.
0a.g.y., s.65.
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ciktisi 2023 yilinda MSGSU-Tophane-i Amire'de bir sergi olarak acilmistir. “Ortak Mekik” katilimcilarinin Akademi’nin
rhtiminda ¢6zgl iplerini bir araya getirip ardindan da birkag kisinin bu ipleri birbirine dolamasindan ortaya ¢ikan
“Icinden Kol Gegen Puf” (2023) yilankavi formuyla nesnenin kendisinin bir kuvvet oldugunu, bir kuvvetin ifadesi ve bir
kuvvetin goriintst oldugunu ortaya koyar. Hayat timuyle aktif ve reaktif glicler arasindaki karsitlik ve/ya catismalardan
meydana gelir. “icinden Kol Gegen Puf“ta diyalog, miicadele, gerginlik ve uzlagimlardan meydana gelen digiim tig
boyutlu bir dokumada nihayetlenmis, kiglk bir pufa dontsmustr.

Oznelligimizi Greten zihinsel ve toplumsal ekolojilerin “dogasi” Aksoy’un son dénem calismalarinda ézellikle agag ve
tas imgeleriyle sorgulanmistir. insan-merkezci ve insan-bicimci diinyanin dayandid eril tahakkiim doga/kadini “cifte-
oteki” olarak isaretlemisken Glilgin Aksoy erkek eliyle uzatilan s6ziim ona sefkat nisanini" taslar. Tas tasiyarak yapar
bunu. “Sefkat Nisani”nda (2023) dayanmanin, kalmanin, direnmenin bir nisanesi olarak diinyalar kadar eski, insanlk
tarihinden de eski taglari adeta kucaklar. Bir insanin i¢sel gliciiniin nisanesi olur taslar ve sair Birhan Keskin'in su dizelerini
hatirlatirlar, en azindan bana:

"Tasta saklandim ben yillarca tasta

Bu ylzden anlamiyorsun &fkem nasil sert
Nasil taze, nasil bozulmadi tagidigim agk
AJir bir tagla yasadim nasil,

Beni esirgeyen tasti da dyle sokuldu sabrim
Nasil benzedim tasa, ya da tas bana nasll,
bilemezsin.”'?

Tas gibi, tas parcalar gibi keskin ve giiclii igler Uretti Aksoy. ilging olan nokta, hiper-realist resimle basladigi sanatinin ilk
imgelerinin de tas olmasidir. Kavramsal sanata gecerken bu resimlerden birinin lzerine yazi yerlestirmeye karar vermistir.
Son dénemde taslara geri dénmesiyle ilgili olarak ise soyle soyler: “...otuz bes yil dnce hiper-realist tarzda boyadigim
taglara geri dondiugimu, o taslan tasirken degil, ‘Sefkat Nisani'ni gizerken fark ettim. Belki coktan dénmustiim, fakat o
taglar cizerken insanin kafasina tas dismesi ilging oluyor dogrusu...”™

Avugclarinin igine yerlestirdigi taslarla ataga gegecekmis gibi gozlerini dikip bize bakmakta olan sanatginin bir dizi oto-
portresi “Pozisyon” (2020), eril bakisin perspektifini ve algr sinirlarini yeniden hizaya sokmak icindir. Bir Hatay gezisi
sirasinda toplayip yaninda tasidigi bu biyik taslar bedeninin birer uzantisina déntismuslerdir. Bu otoportreleri Duble
Hikéye'de yazdigi su sozciklerle yeniden distinebiliriz: “Elini havaya kaldirma zorunlulugu, elini gésterme, acik etme
zorlugu vardi. Ellerini dyle cok kullandilar ki, suretleri yumruk oldu.” iste o yumruklara karsi dogadan devsirdigi taslarla
kendini siper eder gibidir Aksoy; gerekirse saldirmaya da hazirdir ayrica.

" Gilgin Aksoy’un Nergis Abiyeva kiratérliginde Merdiven Art Space’'de agilan son sergisinin baghg “Sefkat Nisani”dir (2023). Sefkat nisani, II.
Abdilhamit zamaninda hayir ve yardim islerinde basarili gérilen kadinlara verilen nisanin adidir.

12 Birhan Keskin, “Kiiciik Seyler IV icinde: fakir kene (Metis Yayinlari: stanbul, 2016), 5.48.

13 Zeynep Nur Ayanoglu, “Mesakkatli Bir Nisan Taglama: Sefkat Nisani Sergisi vesilesiyle Nergis Abiyeva ve Gilcin Aksoy ile Soylesi” 5Harfliler, 3 Subat
2023, https://www.5harfliler.com/mesakkatli-bir-nisan-taslama-sefkat-nisani-sergisi-vesilesiyle-nergis-abiyeva-ve-gulcin-aksoy-ile-soylesi/ (Erisim Tarihi:
14 Ocak 2025)
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Dinyanin geldigi noktaya baktigimizda taslarin yerli yerine oturmasina daha cok vakit var gibi gorinlyor. VirUsler,
depremler, yanginlar, enkazlar, cinayetler, savaslar ve élimler caginda artik yerlesmenin mimkiin olmadigi bir diinyanin,
bir tarihin sonundayiz. Maymundan gelen aslimiz, kendi dogasina timdyle yabancilasmis bir halde, “yesil bir kaos"™
olan diinyanin lizerine gece gibi ¢okti. Aksoy'un “kara kaos” olarak nitelendirdigi “yapinti doga“dan gercek dogaya
ulasmanin zorluguna iliskin emareler gtin gibi ortada duruyor. Kiymik kiymik kiyilmis kugsuz agaclar grotesk formlariyla
doganin kulturlestirilmesi kadar kiltirin dogallastinlmasini da sorgulamamiza imkan vererek agir hasarl bir diinyanin,
godlgeli bir insanlik ge¢misinin ifadesi oluyorlar.

Dinyamizin karaltisi adaglara bulagmisken, Gllgin Aksoy'un agda¢ imgesinde insani goérdigind, adag gibi insani da
“miinzevi ve miicadeleci”’ buldugunu disiniyorum. insan gézi diinyay soyutlarken, bir fotograf makinesi, bir
mikroskop ya da bir teleskop gibi her seyi ve herkesi ayri ayr gorlp bilmeye calisirken Aksoy agag dokur. “Solitaj” (2022)
ile ilgili s6yle yazar: “Temsil diizeyinde bu denli tek ve yalniz birakilan bir nesneyi yiin iplikle piksel piksel dokumak ve
once yalnizhgr kutsamak, sonra onu dagitmak niyetindeyim.”

insanin da tipki agag gibi karmagik bir ekosistemi vardir. Agaclar da insanlar da yalniz degillerdir, dyle gériindiiklerinde
bile... Sézclik oyunlarini ¢cok seven, dili performatif bir bicimde kullanan Giilgin Aksoy “Vazgectim” (2005) diye hali
dokumus. Not defterinden anliyoruz ki bu sézciikte bir ciimle gizli: “Huzurumdan vazgectim” diye yazmis defterine.
Zaten ne hayatta ne sanatta miicadeleden asla vazge¢cmez(di). Toplumsal dilin ve bedenin &rttiikleriyle hayati savasimi
hi¢ bitmedi. Ne de olsa devrimci bir gegmisten geliyordu. Duble Hikdye'nin sonunda sdyle yazmis: “Ben o diinyadan
geldim ve kugkusuz o diinyada dlecegim.”

izninizle sanatci ve egitimci Giilcin Aksoy icin kaleme aldigim bu yazinin sonunda arkadasim Giilcin’e seslenmek istiyorum.

Sevgili Giilgin, bendeki siis yoncasi (oxalis triangularis) sonunda diizeldi, pembe ciceklerinden artik beni mahrum
birakmiyor. Kelebek kanatlarina benzeyen ince mor yapraklar geceleri kapaniyor, glindiizleri uykularindan uyaniyor.
Senin balkonundaki stis yoncasi ne durumdadir simdi, meraklardayim. Giller ikimizin de sevdasiydi. Buralarda biraz
Okstliz kaldilar. Orada guller yoldasin olsun. Bana bir kere dedigin gibi, ismin bile “gll” ile baslyor. Sen orada(n) gl
simdi bana GULgin!

Redaksiyon ve son okuma: Asena Giinal

14 John Fowles, Agaclar, cev.Stha Sertabiboglu (Lacivert Kitaplar: istanbul, 2020), s.48.
s Hermann Hesse, Agaclar, cev. Zehra Aksu Yilmazer (Kolektif Kitap: Istanbul, 2018), s.41.
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DOUBLE ART/LIFE
Nermin Saybasili

"My problem is the world” noted Giilcin Aksoy. Her words testify that her artistic practice is committed to erode and even
eliminate social distinctions and divisions of art-life, private-public, self-other, nature-culture, female-male, and animate-
inanimate. Questioning the dichotomies that have long been the fundamental law of the social world, she has worked
in the rift between the real and the symbolic. Aksoy recognized the duality and hypocrisy inherent in social life itself.
Beneath the superficiality or directness of private and public self, she perceived crudeness, idiocy, and ridiculousness.
She deeply knew that the social order required “double interpretation”. That is why she actively used the strategies of
appropriation, irony, and pastiche in her artistic practice. Thus, Aksoy aptly placed the word “double” in her art.

Fully aware of the fact that life itself is a field of struggle, Aksoy put on her art as “force”, as an energy in the Deleuzian
terms. Whilst the power establishes an inside in the pursuit of the production of disciplinary walls, the “force” is the
source of movement and becoming, change and transformation. It comes from outside in order to break all limitations.
Since the 1990s, she had approached both macro and micro-power structures —family, state, nation, class, institution,
public, and everyday life— from a feminist perspective, often satirizing and inverting their activities and hierarchies.
As an artist and an educator, she had been in constant quest for new languages and bodies, spaces and landscapes
against oppression and restrictions.

Aksoy’s diary-like notebooks that are on display at Depo, do not only reveal the ways in which her mind and her hand
work, but also show how her artistic practice is widely informed by the performative language of the feminist art and
criticism. The references to nature, which have become increasingly evident in her recent works are not so much about
returning her body and her language to nature, but rather a search for the possibilities of relocating herself in the world
that we have made of “artificial natures”, to put in the words of the artist, that is the nature of artifacts.

In Aksoy’s photographic series “iAde” (Return) which was left unfinished by the sudden and untimely death of the artist
about a year ago, we are urged to see the one who tries to make room for herself among all the garbage, ruins and waste,
who attempts to write her body on stone, soil, grass and sand, and even to find her lost gestures and shadowy existence in
the chaos. The urgent need to reclaim the existence of another world or even worlds surface on the shores of the “artificial
world"” that is constructed under the dominance of the masculine mind and desire. The “other” of the social body has not
settled in nature, nor will it ever be able to settle ... rather it will always be returned, and returned and returned. Like any
other thing in the Anthropocene era, the body is also a waste. Aksoy’s interrogation of the subjectivity in “iAde" recalls
her concern with the hierarchies embedded in the letter “A” in her solo exhibition A" at Zilberman (2017), where she
questioned the “A” both in terms of the linguistic and the corporeal. However this time, in the metaphorical sense, the
letter “A" in "iAde" signifies the “A” of “The Geography”. This is the real image that catches our eyes and minds in these
photographs: under the great authority of the (global) geography that makes no room for otherness and differences,
living and non-living “nature” have met at a crossroads where the touristic body and the migrant-refugee body can never
meet. Or to be more precise, animate and inanimate nature have washed up on the shores of Ayvalik, a small Aegean
town. The black-and-white photographs, in which we see parts of the artist's body stretched like pieces of rope, reveal the
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necessity of looking at one’s own nature as much as looking at external nature, with the awareness that the unbridgeable
rift between nature and culture will eternally be here and there, inside and outside, in the present and the future.

In retrospect, questioning and overthrowing the asymmetrical relationship on which “artificial nature” is based, whether
it is gender issues or problematics of racial or class identities, seem to be Gilgin Aksoy’s main points of departure. The
artist who is deeply committed to the hand (work) and experience of women, which have been ignored or disregarded
for a long time in the history of art including the geography we live in. This commitment is best reflected in her use of
diverse media such as photography, video, painting, installation, weaving, performance and artist books and as well
as in her engagement with various collaborations with working women, students and artists. Over the years, she has
produced works that are articulated in feminist art practice.

Gilgin Aksoy's art is political. She depicted the traumas of the 12 September 1980 coup d'état, the ensuing oppressions,
losses, favoritism, inequalities and deficiencies that not only settled in the post-1980 political, social and cultural structure
but also entrenched in it, through its symptomatic signs. Symptomatic signs are images that are the vital residue of
history, the vital waste of a society. Incidentally the artist assumes a persona in these signs. The “policewoman” who
appears many times in the artist's book titled Duble Hikédye (Double Story) (2014) and steers the 12th September of
her childhood and early youth in Samsun is one of them. Double Story is a series of texts and images produced in
serigraphy (silk-screen printing) technique with a visual-literary language reminiscent of the leftist posters printed in the
Umur apartment block in Gazi neighborhood, where the Aksoy family lived from 1972 until 1983. The apartments in the
Umur building were used as the office of the '78's Association for many years. As those who were acquainted with her
would have known, the stance that defined Gul¢in Aksoy in her attitude towards life, outside the gender norms, that
was neither female nor male, but both of them at the same time, that playful and robust demeanor, was also embodied
in the “policewoman” she has created. Laden with autobiographical references, the book unfolds a double story in
which one of the revolutionary twin brothers is murdered and remains “nameless until his death”, while the other
survives by finding asylum in another country. The image of the woman in black suit and sunglasses that inhabits the
pages of the book allows Aksoy to interpret a historical past which is largely her own traumatic reality, in the present and
from an external point of view. The same figure appears in the video work “Duble Ayar” (Double Regulation) (2014). The
series of real events continues where Double Story left off. The story extends from Turkey to Sweden, from Samsun to
Lund and maps the artist’s state of restlessness and discontent inherent in double alienation, through the revolutionary-
leftist sister who defected to Sweden after the 1980 coup d'état. The police woman that Aksoy fleshes out in the video
and the disembodied striped dress worn by the artist’s sister while fleeing the country, appear and disappear at a
crossroad leading to a North European greenery. They part ways before meeting each other. The double life continues.
As the artist intertwines tragedy and irony, drama and parody, she also maps the fault lines of a society, defines and
destroys (social) history. In this respect, Aksoy's art operates like a “seismograph”' as conceptualized by art historian

" Quoted in Georges Didi-Huberman, The Surviving Image: Phantoms of Time and Time of Phantoms, Aby Warburg's History of Art, translator.
Harvey L. Mendelsohn (The Pennsylvania State University Press: Pennsylvania, 2017), pp.71-72.9 Sadie Plant, Zeros + Ones Digital Women + The New
Technoculture (Fourth Estate: Londra, 1998), s.61.
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Aby Warburg: the complex relationships of distant or recent histories, places, spaces, events, institutions, people and
even things find their form through language and image. The distances between the visible and the invisible, the
sensible and the insensible, the physical and the psychological are shortened and truth acquires its corporeality.

While depicting history and memory, time and space through her art, Aksoy did not resort to the regime of representation
and roamed around the disparity between the eye and the word, between writing and weaving. In a 2014 interview,
she added the canon of art history to feminism’s issue with patriarchal logic, representation and history and said the
following:

"l used to have a point of view informed by the revolutionary tradition, based my ideas
on the belief that “we are all human beings”. But life has brought me to this: | am a
woman and | go through hell. Even during my art education, | was killed off. From
the very beginning, there was a discourse about holding the brush “like a man”. That
mindset still exists! They talk about the power of the wrist. What art are you talking
about? The history of painting is a male history. The history of peinture is overwhelmingly
male, women have no place in it. Women are mere objects of representation and the
rules of this practice were never set to align with a woman's perspective. The rules of
painting, of illusion... Women have no history in this sense. All history has always been
written by white, heterosexual men.”?

At the point feminism has reached today, it is an indisputable reality, at least in theory, that men and women are only
two of the various gender possibilities, but in practice it is evident that societies still have a long way to go. In her video
"Cumhur Kadin” (Republican Woman) (2013), which is somewhat at the center of the exhibition at Depo, Aksoy satirizes
the pathology of her time, the male-dominated academic structure as a combination of delays and crises, from her
own position. This time the woman in the video is not a persona, but herself. She took over the Tapestry Studio within
the Department of Painting at the Academy (Mimar Sinan Fine Arts University), from her professor and painter Zekai
Ormancr in 2008 and continued to run the workshop until her sudden and untimely death. In “Republican Woman”, we
see GUlcin Aksoy in her academic robe, working at a desk in a makeshift room. All of a sudden a ball appears out of
nowhere. We witness the artist who cannot remain indifferent to the ball, get up from her chair and start bouncing it. Is
she trying to outsmart her male colleagues by carving out a gap in time and space within the male-dominated university
and studio structure? Or is she stealing roles from them? Whatever a woman does, she has to do double better than
a man. While Aksoy, whose interest and predisposition towards sports such as volleyball, swimming and cycling is well
known by people around her, makes fun of the situation through football, which is referred to as a “men’s sport”, at the
same time she questions the seriousness of an attempt at standardization through academic robes. Hence, "Double

2 Aysegul Oguz, "Gilgin Aksoy: Umur'daki Umut”, Bir+Bir, 27 Haziran 2014, https://birartibir.org/umurdaki-umut/ (Access: 12th January 2025)
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Life” has created double women and double people! The artist speaks of the necessity to establish a new and more
complex relationship with the “serious”. As Susan Sontag puts it in another context, the context of “camp aesthetics”,
“[o]ne can be serious about the frivolous, be frivolous about the serious” .3

We encounter a similar “frivolity” in the work titled “Kurtulus Yolu” (Road to Salvation) (2014), a photo series and
performance-video. In the performative work, wearing a white shirt and black tights, she is seen infiltrated among
the wax statues of Atatiirk and eighteen of his fellow soldiers on display at the historic Tiitiin Iskelesi (Tobacco Pier)
in Samsun. Thus, by reanimating the frozen official history and its image with another Rebuplican Woman figure, she
seeks to pierce through male power, to push back power and problematize the figure and image of the “sexless woman
of the republic” who is assigned a certain role in the construction of a modern and contemporary society. Through
the form of “realist monumental sculptures” employed to create a collective memory, “Road to Salvation” disrupts
historical fiction and reveals the falsity of identity in a performative manner.

Considering all these personas and performative approach, Aksoy’s political art contains much more than institutional
and ideological criticism, because it reveals that effective politics means actively producing our subjectivities. The
collaborations and participation on which her art practice and pedagogical approach are based prove the importance
of creative subjectivity. Over the years, the Tapestry Studio has become an alternative to the largely outdated and
exhausted "plastic art education” that is disconnected from life and contemporary art. The workshop has become a
contemporary art studio that opens a space of freedom for young artists who cannot find the opportunity to express
themselves in the real sense of the word. For this reason, the weaved statement “We are at the Tapestry” that still
hangs over its door is much more than an ordinary label. With conferences, talks, projects, workshops and exhibitions,
the studio has become an interactive space open to insiders and outsiders, in contrast to the rather closed structure
of the academy.

Etymologically, the words “pedagogue” or “educator” mean “to take out” or “to draw out” in Greek and Latin.
These words actually originate from a practice in Ancient Greece: When it was time for school, a family slave called a
"pedagogue” would take the child from home, i.e. his private sphere, to the place where he would be educated, i.e.
the school, accompanying him along the way*. The spatial act of taking the person beyond a certain boundary, beyond

"o

personal space, replaces notions such as “absolute knowledge”, “universal knowledge” or “progressive knowledge”
with notions of “nomadic knowledge”, “accidental knowledge”, “potential knowledge” and “difference”. From this
perspective, “"Duvar Yazisi/Halsi” (Wall Graffiti/Carpet) (2018-2019), which takes its inspiration from the carpet titled
"Siyah Kalem” woven by her professor Zekai Ormanci together with his students in the Tapestry Studio, is one of
the most vivid examples of the publicness of the workshop as a writing-weaving project that emerges from the idea
of rendering minds, languages, bodies, histories and memories common. Weaving is a technique of memory and

resistance in which the visible pattern is an integral part of the process that produces it; the program and the pattern

3 Susan Sontag, “Notes on ‘Camp’”, in Against Interpretation and Other Essays (A Delta Book: New York, 1966), p. 288.
4 Quoted in Florian Schneider, “Collaboration: Seven notes on new ways of learning and working together, in Academy, ed. Angelika Nollert, Irit
Rogoff et.al. (Revolver: Frankfurt, 2006), p.251.
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are an integral part of the process. We throw a stitch into the intricate (historical) webs of linguistic and originary
relations between textile and text.

Aksoy’'s discontent with and criticism of the studio tradition and bureaucratic structure can be seen in another work
titled “Masa Uzeri Koltuk Hatasi” (The Mistake of Armchair on Table) (2009) which is also captured on camera at the
beginning of the "Republican Woman"” video. In “The Mistake of Armchair on Table"”, there is a flaring red quilted fabric
inside a glass-covered table. In place of the buttons on the quilting, phallic bronze hands with raised index fingers are
seen in a manner that suggests either a declaration of authority or judgment. Aksoy chose to exhibit this installation in
a symbolically charged space: Osman Hamdi Bey Hall where various exhibitions of the institution are organized. “The
Mistake of Armchair on Table” was installed between the “fixtures” of the hall, the relief of Atattrk and the replica Nike
sculpture, and as such the installation allowed for unlikely and unruly relationships to be established.

One cannot help but think of “The Mistake of Armchair on Table” together with Altan Girman'’s “Kapitone” (Quilting)
(1976). Gurman and Aksoy, two artists from different generations who taught at the same art institution, became
pioneering figures of contemporary art in Turkey. Glirman became the chairman of the Chair of Basic Art Education in
1974, which he had played an active role in its establishment earlier in 1969. Aksoy on the other hand, integrated the
Tapestry Studio, which she took over from her painter professor Zekai Ormanci, into contemporary art education and
practice.” Both of them, at one time or another resorted to the capitone quilting, as a symbol of bureaucratic power.
In Glrman’s assemblage, an anonymous portrait of the Republic of Turkey with no history or memory is attached to
the red quilting. Girman, who was critical of the figure of the bureaucrat in the state institutions of which he was a
part, hung the portrait that he completed shortly before his early death, on the wall of his office in the academy. In
"The Mistake of Armchair on Table”, quilting not only takes on the form of a fetish object that reflects the spirit of the
period, but it is also pulled to the horizontal plane in the hands of a woman artist. The monumental bronze sculpture
typology as a symbol of masculinity is replaced by the stubby finger figurines that exclaim “oh my!” and “watch out!”.
The appearance of the quilted table covering on an unlikely surface becomes the new symbol of power in kitsch. The
location chosen for the display of “The Mistake of Armchair on Table” was as carefully selected as that of Glrman'’s
work. In an unpublished interview, Aksoy said the following about this significant piece:

"The objects of power that are squeezed in between and multiplied, or the motifs of
tiny fathers who were once such but have lost their power and now brag about their
past... Here we are talking about a mechanism of power that has been broken, left
in the void, transformed into a new object of consumption that has become a fetish.
Fetish objects are objects to be owned, they arouse desire. | wonder in which age has
there been such a diversity of desire, such a desire for power? Everyone wants it, so the
central power becomes fragmented. Like the bronze fingers of the table. Let's call this
work inside the table ‘fetish power object’.”®

5 Unfortunately, Foundation in Art Education Department was closed last year by the decision of the Council of Higher Education.
¢ Nazli Gurlek-Glilgin Aksoy, “Masa icin Séylesi” (unpublished interview).
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Thetableis one of the cores of publicness; itis the place where meeting, discussion, work, conflict, dialogue, participation,
reconciliation and interaction take place. In The Human Condition, Hannah Arendt uses the metaphor of the table to
describe the public sphere, which she defines as the “common world”, bringing people together and at the same time
separating them. While Aksoy's “faulty object” points to the existence of a flawed and incomplete public, it suggests
that the table is a microcosm of a wider publicity and sociality. Public space is the place where singularities emerge. The
classroom, the lecture hall or the studio are public spaces. In this framework, the Tapestry Studio can be considered
together with the table metaphor. As a large production workbench, the studio has become a common public space
where the dynamics of co-existence are tested, where people can learn from each other and become different from
each other without being reduced to “One” and “Only”. Isn't art already the practice of difference? Nergis Abiyeva, in
a memorial text written shortly after Gilgin Aksoy’s passing, recalled the studio with these words: “As reflected in the
phrase hanging in the studio, “Separate pedals in the same direction, same pedal in separate directions” Gilgin was
in pursuit of an “anti-ecole” rather than an ecole.”’

Giilgin Aksoy is the “Carpet Woman”, as a fellow artist calls her. In a sense, we move from “Oren Bayan” (“Knitting
Lady” an old, very popular local brand producing yarn for lace and hand knitting) of the past to “Carpet Woman". This
term also reflects the struggle of women breaking free from the confines of domestic life to participate in social life, art
and the workforce, a process that has not been easy at all. The struggle continues to this day. It has been necessary to
challenge the domains of literature and art, which had been reserved for men for so long. In her essay examining the
relationship between writing and weaving, Nurdan Girbilek comments on the workings of gender and class divisions
as follows:

“I'am reminded of Marx’s utopia of communism ("hunting in the morning, fishing at
noon, cattle herding in the afternoon, criticism after dinner”) in which he imagines the
end of the social division of labor. In this utopia, where the subject has to be male, the
problem is presented as one of time (“morning”, “noon”, “afternoon”, “evening”).
However, when gender comes into play, things get complicated. Until recently and
indeed in many parts of the world today, women could only write by confronting
the division of “the sewing needle or the pen” where sewing or knitting symbolized
confinement to the home and exclusion from intellectual sphere. Feminist criticism
of this division gained momentum in the 1980s. Studies investigating the traces of
weaving-knitting-crochet techniques in the narrative strategies (memory blocks,
flashbacks, repetitions) of women writers also belong to this period. Over time, “the
needle or the pen” evolved into “the needle as the pen” and eventually into “the
needle and the pen”.?®

One of the most important aspects of feminism is its ability to perceive connections between media and cultures

7 Nergis Abiyeva, “Gllgin Aksoy: Feminist, Miicadeleci ve istes Bir Yasamin/Sanatin Aglarini Ormek”, Sanat Diinyamiz, S.199, Mart-Nisan 2024, p.5.
8 Nurdan Gurbilek, “Orme Bicimleri” 5Harfliler, 26 Subat 2021, https://www.5harfliler.com/orme-bicimleri/ (Accessed: January 18, 2025)
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that are often overlooked. Beyond the mythological, legendary, and metaphorical relationships between women and
networks, hand weaving and spiders, spinning threads and storytelling, patchwork and migration, as Sadie Plant points
out, the history of textiles and weaving predates paper and canvas painting in the Western sense’. Historically, from
prehistoric times onward, women have played a leading role in the shared practice of textiles and weaving. Plant
describes this shared practice, which can be seen as a form of weaving history, writing history, and touching history, as
follows:

"The weaving of complex designs demands far more than one pair of hands, and
textiles production tends to be communal, sociable work allowing plenty of occasion
for gossip and chat. Weaving was already multimedia: singing, chanting, telling stories,
dancing, and playing games as they work, spinsters, weavers, and needleworkers were
literally networkers as well. ... Spinning yarns, fabricating fictions, fashioning fashions
...: the textures of woven cloth functioned as means of communication and information
storage long before anything was written down.”™

When it comes to painting, while everything becomes objectified under the sovereignty of form, Aksoy embarks on a
journey to endow objects with life. One such example is the “icinden Kol Gegen Puf” (Puff with Arm Through) (2023),
a collaborative and participatory work from the Tapestry Studio. Shortly before her death, Aksoy successfully brought
to life the “Ortak Mekik (Common Shuttle): Weaving Technologies, Natural Dyeing and Design Center Project” as a
result of great efforts, merging the renovated Tapestry Studio with Kog¢ University's “KARMALab", to enable students
learn about and gain experience in interactive technologies. The project’s output was exhibited in 2023 at MSGSU-
Tophane-i Amire. Created by the “Common Shuttle” participants, the “Puff with Arm Through” (2023), formed by
weaving together warp threads on the Academy’s pier and then interlacing of these threads by several people, reveals
the object itself as a force, an expression and an appearance of a force with its serpentine form. Life consists entirely of
oppositions and/or conflicts between active and reactive forces. In the “Puff with Arm Through” the knot that results
from dialogue, struggle, tension and compromises, culminates in a three-dimensional weave, transforming into a small
pouf.

The “nature” of the mental and social ecologies that produce our subjectivity has been questioned in Aksoy's recent
works, particularly through the images of trees and stones. While the anthropocentric and anthropomorphic world,
based on male dominance, has marked nature/woman as a “double other,” Gllcgin Aksoy goes out to stone the so-
called “medal of compassion”™ extended by the male hand. In “Sefkat Nisani” (Medal of Compassion) (2023), she
embraces stones, as old as the world and even older than the human history, as a sign of endurance, permanence, and
resistance. Stones become a symbol of an individual’s inner strength and they remind me, at least to me, of the lines
by the poet Birhan Keskin:

? Sadie Plant, Zeros + Ones Digital Women + The New Technoculture (Fourth Estate: Londra, 1998), p.61.

0 ibid., p.65

" Gllgin Aksoy's latest exhibition at Merdiven Art Space, curated by Nergis Abiyeva, is titled Medal of Compassion (2023). The Medal of Compassion
is the name of a decoration given to women who were deemed successful in charity and relief work during the reign of Abdulhamit II.
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“For years, I've been hiding in the stone

That's why you don't understand the ferocity of my anger

How fresh, how untarnished, the love I've carried

I've lived with a heavy stone,

It was the stone that spared me, so my patience has been ripped.
How | became like stone, or how the stone became like me,

you cannot know. "2

Aksoy produced works as sharp and strong as stones, as fragments of stone. Interestingly, the first images of her art,
which she began with hyper-realistic painting, were also stones. When she transitioned to conceptual art, she decided
to place a text on one of these paintings. Regarding the return to stones in her recent works, she says: "I realized that
| had returned to the stones | painted in a hyper-realistic style thirty-five years ago, not while carrying those stones, but
while drawing the ‘Medal of Compassion’. Perhaps | had already returned long ago, but it's interesting how a stone falls
on one’s head when drawing those stones.”"

"Pozisyon” (Position) (2020), a series of self-portraits of the artist who stares at us, ready to attack as if she were about to
hurl the stones she holds in her hands, is meant to realign the perspective and perceptual boundaries of the male gaze.
These chunks, collected during a trip to Hatay, have become extensions of her body. We can rethink the self-portraits in
light of the words she wrote in her artist's book Double Story: “There was a compulsion to raise one's hand, a difficulty
in showing, in revealing one’s hand. They used their hands so much that their figures became fists.” Against those fists,
Aksoy seems to shield herself with stones gathered from nature, ready to strike back if necessary.

Looking at the state of the world, one feels that everything is far from falling into place. We are at the end of a world, a
history, where it is no longer possible to settle in an age of viruses, earthquakes, fires, ruins, murders, wars and deaths.
Our primal origins, descendants of apes, have become completely alienated from its own nature and descended like a
dark night on a world that is a “green chaos”." The evidence of the difficulty of reaching real nature from the “artificial
nature” that Aksoy describes as “black chaos” is as plain as day. The splintered, birdless trees, with their grotesque
forms, invite us to question not only the culturalization of nature but also the naturalization of culture, serving as a
testament to a severely damaged world and a shadowy human past.

While the darkness of the world has spread onto trees, | think that Giilgin Aksoy saw humans in the image of trees, found
that humans are as “reclusive and combative”' as trees. While the human eye abstracts the world, attempting to see

12 Birhan Keskin, “Kiiciik Seyler IV”, in fakir kene (Metis Yayinlari: istanbul, 2016), p.48.

¥ Zeynep Nur Ayanoglu, “A Difficult Task of Challenging the Medal of Compassion: An Interview with Nergis Abiyeva and Gllcin Aksoy on the
Occasion of the ‘Medal of Compassion’ Exhibition,” SHarfliler, February 3, 2023, https://www.5harfliler.com/mesakkatli-bir-nisan-taslama-sefkat-nisani-
sergisi-vesilesiyle-nergis-abiyeva-ve-gulcin-aksoy-ile-soylesi/ (Accessed: January 14th, 2025)

™ John Fowles, Agaglar, translator. Siiha Sertabiboglu (Lacivert Kitaplar: istanbul, 2020

> Hermann Hesse, AJaclar, translator. Zehra Aksu Yilmazer (Kolektif Kitap: istanbul, 2018), p.41.
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and know everything and everyone individually, like a camera, microscope, or telescope, Aksoy weaves trees. Referring
to her work “Solitage” (2022), she writes: “l intend to weave such a solitary and isolated object at the representational
level, pixel by pixel, with woolen yarn, first to sanctify solitude, then to disperse it.”

Just like trees, humans possess a complex ecosystem. Trees and humans do not exist alone, even when they appear
to be so. Gilgin Aksoy, who loved wordplays and used language in a performative manner, had woven a rug saying
"Vazgectim” ("l Gave Up") (2005). We understand from her notebook that there is a sentence hidden in this word: “I
gave up my repose” she wrote. In fact, she never gave up the struggle, neither in life nor in art. Her vital struggle with
what the social language and body concealed never ended. After all, she came from a revolutionary past. At the end
of Double Story, she wrote: “l came from that world and undoubtedly | will die in that world.”

If you allow me, | would like to address my friend Gllgin at the end of this article that | wrote about the artist and
educator Gulgin Aksoy:

Dear Gllgin, my ornamental clover (oxalis triangularis) has finally recovered, it no longer deprives me of its pink flowers.
Its delicate purple leaves that resemble butterfly wings, close at night and wake up from their sleep during the day. |
wonder how your oxalis plant is doing on your balcony now. Roses were our shared passion. They are a bit lonely here
without you. May the roses be your companions over there. As you once told me, even your name begins with “gdl”
(rose). So, from there, please smile at me, GULcin!

Translation: Esra Oskay, Merve Vural
Editing of the Translation: Asli Cetinkaya

99



BOSLUGUN izi

Zeynep Sayin

"Gereksizdir artik alfabe”
Faust, Goethe

Gdlgin'i, duvarinda Ayse Erkmen'’in Evde ismini verdigi calismanin bulundugu binanin altindaki kahvede tanidim...
Doksanli yillarda, Berlin'de, agirlikli olarak Tirklerin yasadigi bir mahallede, bir kése binanin cephesine gecmis bir
zamandan, kisinin kendisinin bile emin olmadigi, Gglincl sahislarin, riyalarin tanikligina basvurdugu bir rivayetten
bahsettigi zaman kullandigr -mis’li ge¢mis zaman kiplerini - -misim, -mistiniz, -mlsmustiz - yerlestirmisti Erkmen,
Tirkce okuyamayanlar yaziyi anlamiyor, okuyanlar neyin ne, kimin kim, ne zamanin ne vakit oldugunu ifade eden bu
kip karsisinda sallaniyor, biraz sarsiliyor, yiridikleri kentle konustuklari dilin arasindaki ugurumu biraz hiziinli, biraz
dzglrlestirici buluyor, vakitleri varsa kahveye girip oturuyordu.

ictigimiz kahveye 6dedigimiz para gibi, giinliik yasam icinde bir kullanim ve miibadele nesnesiydi dil, ama ayni zamanda
bu kullanima ve mibadeleye, degerlere ve anlamlara yol acan olasilik kosulunun bizatihi kendisiydi, sonralar Glgin‘in
islerine bakarken karsilastigimiz kahveyi bu yiizden unutmadim. 2008'de Mimar Sinan Giizel Sanatlar Universitesi'nde
Hali Atdlyesi'ni devralmisti ve atdlyede dikilenler, 6rilenler, dokunanlar ic mekén icindi, kadin isiydi ve Glgin
dgrencileriyle sik sik yazi dokuyordu. Sonradan anladim ki Erkmen’in disblikeyde yaptigini icblkeyde, dis mekanda
yaptigini ic mekanda yapiyordu Gilgin, eline makas almis, cikartma keser gibi kamuyla hane, parayla dil arasindaki
farki kesiyordu, hane de para da elbette kamusaldi. Nereden bakilsa Giilgin devrimciydi. Kaldi ki Hali Atdlyesi, iplikle,
atkiyla, ¢ozglyle, yiinle, makasla ¢alistigi icin, sanat imgesiyle artizanlidi, seri tretimle el yapimini, metinle (text) dokuyu
(tekstlir) ve dokumayi (tekstil) birbirine dikigletebilirdi.

Olimiinin birinci yildénimiinde kizinin ve &grencilerinin hazirladigi Aklimda Bir Sey Vardi, bu dikislemenin ve
dikislerin Ustlinden atlamanin, atlarken yere disen kumas parcalarini, dokuma ipliklerini, ylnleri, sdzleri, artiklari,
atiklar toplamanin sergisi gibiydi, mekéanda tek bir blyik is yerine bir isler bohgasi vardi. Gilgin'in 6grencileriyle
birlikte yaptigi, kolektif bir emegin trling, ilging bir sanatsever tarafindan ¢alindigi ve bir daha bulunmadigi igin orijinal
olmayan, yeniden dokunan, Duvar Yazisi/Halisi vardi 6rnegin sergide, Ustline basmak icin yerde degil duvarda, sokakta
degil icerideydi hali, gerilla grafiticilerin yakalanmamak icin zorunlu aceleciligiyle degil, dokuma 6grencilerinin uzun
soluguyla yapilan, herkesin ayri ayri elinin degdigi bir dokumaydi, bilinenden, anlamdan, dilden, orijinalden, orijinden,
paradan tasan bir fazlalikti. “Vazgectim” yazdigi tuft hali da vardi sergide, 6nceden dokunmus olan bir zemin dokusu
Uzerine islenerek hazir bina cephesi yerine hazir bir hali zemini lzerinde “vazgegtim” yaziyordu halida.

Evin dis cephesine, kamuya acik tipografik karakterler yerine ic mekéna acilan bir el yazisiyla yazilan, en igeriden
konusan iplerden olusan hali, villalarda, yalilarda ya da malikanelerde tercih edilen bir hali tipiydi: Vazge¢tim. Berlin
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sokaklarindaki -misli gegmis zaman kipi yerine sermaye hanelerine bilingli bir yabancilasma, bilingli -dili ge¢misli- bir
gecmis zaman: vazgectim. Yurtdisina taginarak Ulkesinden vazgecen bir sanatci ile tlkesinde kalarak kendine ait bir seyi
artik istemeyen, bildigini sandigi bir seyi artik yapmayan, bulundugu durumdan uzaklasan, yer halisini duvara asan,
ogrencileriyle birlikte Ureten bir sanatgi: her ikisinin de dilsel olanla bir derdi vardi ama Gililgin'in islerine bakinca bu
dert, aileyle, 6zel milkiyetle, devletle, onlarin anlam katmanlarini olusturan dille ve dilsel olana sigmayan bir fazlalikla
ilintiliydi. Yaptiklart kendine ait degildi. Berlin'de bulusmak ona degil, cephesinde -misim yazan, baskasina ait bir
metnin okundugu, okunanda yazmayan bir fazlaligi barindiran bu kahveyi bu ylizden se¢misti sanki.

“Sermaye, olU emektir.”
Kapital, Marx

Goethe'yiyasadigiylizyilin en dnemli iktisatcisi sayanlar ve Faust'un ikinci cildinin birinci perdesinde, altina dayali hazinesi
sikintida olan bir saray, maagini alamayan bir ordu, dénmeyen bir ekonomi ve isyan eden bir halk vardi. Mefistofeles
ve Faust'un imparatora sunduklari 6neri, hentiz yerin altindan ¢ikarilmamis -olsa da, cikarildiginda imparatorun sahibi
olacagi- altinlar yerine, altin yerine gegecek, Ustiinde imparatorluk miihrinin bulunacag kagitlar basmakti. ilk fiat
money denen itibari paraydi bu, egemen kararina bagli ¢ikarilan, maddi karsiligi olmayan, altinda imzasi bulunan yere
ve kagidinin taklit edilemeyecegi guiveni lzerine kurulmus olan paraydi, Latince fiat, tanr buyrugunda kullanilan kun’
anlamina gelirdi, emir kipiydi, para olsun, let there be (money), ol!
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Gonderme yaptiklar gosterilenlerin, yine kendileri oldugu bir gosterenler sistemiydi para, dilin tarihi ile beraber tarih
sahnesine girmisti, dil de para gibi hem gostergeler zinciri denen sistemin kendisi, hem onu olusturan, sistemi kuran
onsellikti; Gulgin Aksoy'un 6grencileriyle beraber Uretmeyi sectigi Hali Atélyesi'nde ise dilsel gostergelerden farkli
olarak her seyin, kullanilan her malzemenin, kagit ya da kumas kesmenin bir atigi, artigi, yere iade edilen bir pargasi,
daékdilen bir fazlaligi vardi. Kullanim ve para degerini, anlamini ve géndermesini asan bu fazlalik ilgilendiriyordu Gdlgin'i
ve Ogrencilerini, dile ve goze gelenlerde hep eksik olanla ilgililerdi. Aklimda Bir Sey Vardi - kizinin ve 6grencilerinin
hazirladigi bu sergi, sanatginin defterlerinden hareket ediyor, defterler Gilgin'in, yazdiklarinin altina seneler sonra yeni
yorumlar yazdigini belgeliyordu: en blylk dustinceler, bir an gelir kendinden vazgecer, kendi ilkelerine mukavemet
ederdi. Gengliginde yaptigi hiperrealist bir deniz -ve- kumsal resmi Ustline biytk harflerle caprazlamasina NO NAME
yazmisti otuz yil sonra: markasiz, belirli bir treticinin bicimine, renk tasarimina, logosuna sahip olmayan, yalnizca tiriing,
agirhigini ve icerigini belirten bir etiket tasiyan Urtinlere verilen isimdi bu, NO NAME. Doga, bir tir buluntu nesneye
doénusmustl: diger hersey gibi dogal bir kiyi seridi de hiper marketlerde musteri cekmek amaciyla fason firmalara
yaptirilabilir bir obje gibiydi, ama kiyidan gekilen deniz gibi tablodan da ismi gekilmis, Gilgin peinture’lin isminden
vazgegmisti. Gllcin Aksoy icin vazgegcmenin, sdzcligin iginde bulunan vaz ifadesinden gecmek olarak bir bagka anlami
daha vardi. Sézliikte “bir seyi bir yere koymak” anlamindaki vaz, diizenlemek, tertip, tayin ve tedvin etmek anlamlarina
da gelirdi, Gllgin Aksoy sozlerin bir anlama karsilik geldigi, bir anlama isaret ve tekabdil ettigi yanilsamasindan sikilmis,
bikmis, yorulmus, vazgeciyor gibiydi. Ayni sergi mekéninda bulunan Vazgectim ile iAde, konusuyordu birbiriyle: bir
anlamda ele gecirilemeyen fazlaligin, ele gegcirilemeyen olarak, eksik kalan olarak, boslugun izi olarak iade edilmesi
gerekirdi ama, iadeden 6nce kesilmesi, yolunmasi, kazinmasi gereken seyler vardi. Gilgin'in bu sergide yer almayan
Aile'si, boylu boyunca dégsemenin yolunarak, tzerine aile sézciginin kazildigi, aile s6zcliglini olusturan dort buyik
harfin birlestirecegine ayristirdigi yesil Gnlii baba koltuguydu. Ozel miilkiyetin korunmasi, devletin en kiigiik birimi
olan ailede kalmasi ugruna arzunun devlet eliyle 6rgitlendigi bir kurumdu aile, bunu herkes biliyordu. Gilgin Aksoy,
aile s6zcligliniin ardinda yatan anlami aile koltugundan kaziyor, ailenin anlamindan vazgeciyordu. Son olarak son
kisisel sergisi Sefkat Nisani'nda sergilemisti Gllgin bu koltugu. 1878 yilinda cikartilan nizamname ile Il. Abdilhamid
tarafindan hayir ve yardim islerinde basarili olarak degerlendirilen kadinlara verilmek lzere yaptirilan nisandan aliyordu
son sergisi ismini. Aileden ve kadinlarin koruyuculan olarak efendilerine dénlsen bir devlet dizeninden vazgectim.
Vazgectim. Sefkat Nisaniisimli, flizen ve kalemle ¢izilen bu iste devlet tarafindan taninmayi ve yakasini devlet nisanlariyla
donatmayi arzulayacagina, cakillan kucaklayan kadin kollarinin cakil taglarina duydugdu sefkatin izi vardi. Bir seyin anlami
degil, belirtisiydi Gllgin’e gére nisan, iziydi. Aklimda Bir Sey Vardi'da kiratorler Gilgin'in duydugu ve Giilgin’e duyulan
bu sefkatin izini sirmekteydi, Sefkat Nisani bu sergide de vardi.

Alfabenin ilk harfiyle, ‘A’ ile baslayan, Gzerine Aabi ve Abla yazdigi iki hali dokumustu yine Gilgin burada yer almayan
son kisisel sergisinde. Paranin anlamini ve degerini ol emriyle var eden egemen gliclere ve gostergelerin anlamlariyla
sesleri, harfleri ile gébndermeleri arasindaki iliskinin rastlantisal oldugunu séyledigi andan itibaren dislinceye egemen
olan Saussure'e inat, gostergelerin rastlantisal olmadigini, harflerin siralaniginin eskil ve disil bereket ritlellerinin figtratif
olarak izini strdigund, boga boynuzlarinin alfabenin birinci harfiyle, ayla ve bereketle ilgili oldugunu sdyleyenlerle
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hemfikir, boga boynuzlarina ve alfabenin ilk harfine geri donlyordu Giilgin. Mezopotamya'da yazi ve para dncesi
ay ile ana tanrigalarin, ana kadinlarin iliskiselligi olarak kurgulanan boga boynuzlari, boynuzlu bir baslangi¢ harfiyle
- X -, alfabedeki alefle harflerin dizilimini baglatirken her seyin soyut, madde &tesi ve erisilmez, sedid ve saldirgan
baslangicina evrilmis, ¢linki yazi, tapinaklarda birikenlerin, hayvanlarin ve tahillarin muhasebe ihtiyacindan dogmus ve
gelismisti.m Once sert bir kili daha yumusagina bastirarak olusan cizim-harfler, daha sonra civi yazisi kalemi ile cizilmis,
sigorta fonlarinin, banka hesaplarinin atalari olan ilk hesaplar, ne kadar alindiginin, ne kadar verildiginin kayitlari, ilk
ticaret anlagmalari, vergiler, borglar, makbuzlar, devlet nisanlari, sayi ile paranin, ¢izim ile alfabenin heniiz birbirinden
ayrismamisg oldugu bir yazi-resimle, bir ¢izim-harfle, A ile acilisa gelmisti; dokumalarin, harflerin, sayi sablonlarinin
dogrusal diizenle ilerleyen cizgisi, muhasebe kayitlariyla ilgiliydi. Para gibi, sayi gibi, dil de A harfiyle madde &tesi,
genel, timdengelimsel bir soyutluga indirgenmisti. Hesap defterlerini, birikimi, dogrusal satirlari vazetmek yerine
vazgeciyor, atkilarin ve ¢ozgilerin dogrusunu kesiyordu Glgin.

Tim Ingold, Harfleri cizmek, Cizgilerin tarihi icinde.

Kafka'nin ‘K'si gibi, sadece ‘A’ ismini verdigi bir yerlestirmede, karanlik bir fonun éniinde led isiklariyla parlayan bir
biylik A harfinden ¢ikan kablolar, rahim gibi kivrilarak aileye, 6zel miulkiyete ve devlete déntismeyen bir yaratiligin
ellerine, tasillan tutan yumusaklikta kadin ellerine, birbirine dokunan kadin parmaklarina uzaniyor, Sistin Sapeli gibi
muhasebe kayitlarinin tutuldugu, dogrulugu temsil eden eril bir katedral yerine, merdivenalt bir galeride yer aliyordu.
Yaratilista buyruk, muhasebe ve gdsteris degil sefkat, Glilcin'in aklinda bir sey vardi. Aklinda olani, kiiclk bir gergefte
bir tir camdan kanaviceye aciyor, sergi kendiyle beraber kendinin ardini gdsteren bu kanavicenin ismini tagiyordu.
Biiyiiklik yerine tevazu, gosteris yerine sadelik... Isimsizligin isimsizlige iade edilirken biraktigi boslugun, isimler
koltuklardan, halilardan, kurumlardan, zaman icinde makama déndstirilen taslardan kazinirken kalan boglugun iziydi

" Denise Schmandt-Besserat, Before Writing 1, University of Texas Press, 1992.
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Aklimda Bir Sey Vardi, alfabeyi olusturan harflerin ve rakamlarin sabitledigi anlamlar, onlardan kazindigi zaman, geriye
bir sey kaliyorsa eger, geride kalan seydi.

II.
Maddesizlesme ve mekanin sémirgelestiriimesi yolunda ilerlemenin kiyisina itilmis,
sayica giderek artan bu “artik” bedenlerle ne yapacagiz?
Oriane Petteni

Varolanda varolmayanin kullandidi olasiliklar, isimsizligin ardinda isimsizlik yoksa, buyurganlikla, tiketimle dolan
boslugun icinden geriye sadece atik kalirdi: bedenin bosaltim sistemi gibi borsanin, tiketimin, 6zel milkiyetin
bosaltim sistemi olan ¢opler, pagavralar denizlerde kiyiya vurur, imgenin bereketli iadesi yerine denizler, muhasebe,
borsa ve tiketim Ugli birlik kuralinin ¢éplerini, pagavralarini kiylya iade ederdi: iAde... Coplerle birlikte kendi beden
pargalarini, kollarini bacaklarinin da atiga ve pagavraya donisttugilini kaydeden bir fotograf serisinin ismiydi bu, icinde
yine blylk harf bir A vardi ama ilk degil, her seyin basi ve baslangici degil, ikinci harfti iAde sézciigiinde A, ¢opler
gibi kadin bedeni pagavralasmisti; iade edilen, bedenin kendisi degil, pargalari ve pargalarin fotograflariydi. Bedenin
sermaye degerinin, devletin o yil ne kadar Ustlinde giivenimiz tanriyadir yazan para basmak istedigine gére degistigi
ve kararnamelerle yazili olarak belgelendigi bir sistemde dilin ve paranin, dilsel ve toplumsal bilingaltinin atiklariyd:
tiiketim GrlinG ¢opler, pacavralar, bedenler. Ozel miilkiyet, aile ve devletle baglayan kapitalist tiiketime karsi en direncli
dogal sinir olan, soyut, timdengelimsel, genel, dogru bir dnermeye dénlismesi imkansiz olan beden, 6zellikle kadin
bedeni de pacavra gibi firlatilip atiimisti. ise yaramayan bir beden, ¢ép gibi, ekstra maliyetti. Oysa zamaninda, rnegin
Roma’da, konuklarin agirlandigi mekanlar stpdrilmemis, yerleri silinmemis goérlinen zemin mozaikleriyle kaplanir,
bu mekanlara stplriilmemis ev denir, atilan yemeklerin artiklari, lkemizde de kurulan yeryiizii sofralari gibi, sanki
yerylziine iade edilirdi. Stiptrilmemis zeminler, Yunanca asaraton, ¢ép degildi, pacavra degildi, 6liince topraga geri
verilen beden gibiydi. Cesetse, ¢op ya da pagavra degildi, éldiginde topraga iade edilen bedendi. Sermayenin
ve A harfinin egemenliginde yerylziine iade edilenler, pagavraya donlismus kollar, bacaklar ve ¢opler olabilirdi ama
Gllgin Aksoy'un iAde imgesi, Benjamin'in s6ziinl ettigi, kenti kdse bucak arsinlayarak ¢opleri karistiran, bir araya
getiren, yeni bir yasama agan pagavraci imgesi gibiydi, sermayenin artik kullanmadigi, yok ettigi, kinp doktigi ne varsa
toparliyor, glibreye donlisen ceset gibi ¢oplerde biriken fazlaligin, boslugun izini stiriyordu. Giilgin Aksoy kapitalist bir
cagin enkazini temizliyor, halilari paspasa geviriyor, fazlaliklari, eksikleri, artiklari, atiklari topluyor, iade ediyordu; onlarin
biraktigi izden, pacavranin izinden geriye ne kaliyorsa, kalan bir sey varsa, kalan saglar bizimdi. imgeydi.

Redaksiyon ve son okuma: Asena Giinal
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TRACE OF EMPTINESS

Zeynep Sayin

"Now the alphabet’s superfluous”
Faust, Goethe

| first met Gulgin at the coffeehouse on the entry floor of the building where Ayse Erkmen'’s work Am Haus/At Home
is installed on the facade... In the 1990s, in a Berlin neighbourhood mostly inhabited by Turks, Erkmen had installed
the suffix inflections of past tense modes in Turkish -misim, -mistiniz, -mismUslz - on the facade of this building on a
corner, these were third persons both singular and plural, the precise meaning of which even the user could not be
sure of, reporting past tenses used when one refers to the testimony of dreams. Those who could not read Turkish, did
not understand, while those who could, were shaken and slightly taken aback when confronted with this specific tense
mode which told them what was what, who was who, and when was when, finding the chasm between the city they
were strolling through and the language that they spoke slightly melancholic, slightly liberating, and if they had time,
they entered and sat down in the coffeehouse.

Like the money we paid for the coffee we drink, language was an object of use and exchange. However, it was also the
condition of possibility per se that enabled both this use and exchange, and values and meanings, that is why, when |
later looked at Gilcgin's works, | did not forget the coffeehouse where we first met. In 2008, she took over the Tapestry
Studio at the Mimar Sinan Fine Arts University, what was sewn, knitted and woven at the studio were for interior spaces,
they were the work of women and Gllgin often wove text with her students. | later understood that what Erkmen was
doing on the convex, Gulcin was doing on the concave, and what Erkmen was doing on the exterior, Gil¢in was doing
within the interior, she had picked up a pair of scissors, and as if she were cutting out a piece, she was cutting out the
difference between the public and the home, and money and language, both home and money were, of course, public.
Whichever way you looked at it, Gllcin was revolutionary. After all, since the Tapestry Studio worked with threads, wefts,
warps, wool and scissors, she could stitch together the image of art with artisanship, serial production with handmade
work, text with texture and textile.

| Had Something in Mind, an exhibition prepared by her daughter and students on the first anniversary of her passing,
resembles an exhibition of stitching and skipping over stitches, and as one skipped, collecting the pieces of fabric, the
yarns, the wool, the words, the surplus, the waste that fell on the floor, rather than a single large work, there is a bundle
of works in the space. For instance, the Wall Graffiti/Carpet is included in the exhibition, made by Giilcin and her
students, the product of collective labour, not an original since it was stolen by a peculiar art lover and never recovered,
the carpet is on the wall, not on the floor to be walked on, it is not on the street but inside, it is a weave made not with
the obligatory rush of guerrilla-style graffiti artists, but a piece to which everyone's hand, separately, has contributed,
it is a surplus that overflows from knowledge, meaning, language, the original, the origin and money. There was also a
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tufted carpet at the exhibition with the word Vazgectim/I Gave Up written on it. The word was written not on a ready-
made building fagade, but on a found, pre-woven, altered carpet surface.

Instead of typographic characters displayed publicly on the facade of a house, this is carpet made of yarns that speaks
from the inside, featuring handwriting inscribed on the interior, a type of carpet preferred for use in villas, mansions or
manor houses: Vazgectim/I Gave Up. Rather than the narrative past tense mode on Berlin streets, a conscious alienation to
houses of capital, a conscious, simple past tense: Vazgectim/I Gave Up. An artist that has moved abroad, and has given up
on her country on the one hand, and an artist who has remained in her country, who no longer wants what belongs to her,
who no longer does what she thinks she knows, who departs from the condition she is in, who hangs a floor carpet on the
wall and produces collectively with her students: both with a problem with the linguistic, yet when we look at Gilgin's work,
this problem has to do with family, private property and the State, with language that forms their layers of meaning and
a surplus that does not fit into the linguistic. The works she made did not belong to her. It seems that this was the reason
why the meeting in Berlin had taken place at this coffeehouse that contained a surplus that was not written in what is read,
a text that belonged not to her, but to someone else, the facade of a building that proclaimed —misim, they say | was so.

"Capital is dead labour.”
The Capital, Marx

For some, Goethe is considered the most important economist of the century he lived in, and in the first act of Faust, Part
Two, there is a palace where the treasury, based on gold, is in crisis, and an army which is not receiving its salaries, a broken
economy and a society up in arms. The proposal made by Mephistopheles and Faust to the Emperor, was to print money
in lieu of hidden gold, which is yet to be excavated — and if it were, would be owned by the Emperor — and to print the
Emperor’s seal on the paper money. This was fiat money, not backed by any tangible asset, printed on the ruler’s orders,
based on the trust shown in the signature it featured and the guarantee that its paper could not be imitated. The word
fiat, in Latin, similar to 'kun’ in Arabic, meaning God's command, was in the imperative mode, let there be (money), be!
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Money was a system of signifiers in which the signified signifiers signified were the signifiers themselves, money had
entered the stage of history along with the history of language, like money, language, too, was the system itself that
established the chain of signs, it was the a priori that both shaped and founded the system; while in the Tapestry Studio
where Gilgin Aksoy chose to produce with her students, in contrast with linguistic signs, everything, every type of material
used, every piece of paper or fabric, had waste, residue, a piece returned to the ground, a surplus that spilled over. This
surplus that transcended use and money value, their meaning and reference, was of interest to Gulcin and her students,
they were always interested in what was lacking in what was presented to the tongue and the eye. Aklimda Bir Sey Vardi/I
Had Something in Mind - this exhibition prepared by her daughter and students, departs from the artist's notebooks, and
the notebooks documented how Glgin, many years later, added new comments to her notes: a moment would come
when even the greatest thoughts gave up on themselves and resisted their own principles. On a hyperrealist painting of
the sea and the beach, she wrote, thirty years after having painted it, in capital letters and in diagonal, NO NAME: this was
the name given to products that had no brand, that did not feature the style, colour design or logo of a certain producer
and only carried a label indicating type, weight and content, NO NAME. Nature had become a kind of found object: like
everything else, a natural coastline, too, was like an object that could be ordered for production by contract manufacturers
to attract customers to hypermarkets, yet like the sea ebbing away from the shore, its name had been withdrawn from
the painting, and for Gllgin Aksoy who had given up ['vazgecmek’] on peinture, the expression vaz in the giving up had
a further meaning. The dictionary provides the meaning of vaz as “placing something somewhere”, and it also meant,
ordering, assigning and assembling. Gilgin Aksoy appeared to be bored, fed up and tired, and thus gave up on the
illusion that words corresponded to a meaning, that they signified and were equivalent to a meaning. Vazgectim/I Gave
Up and iAde/Return spoke to each other in the same exhibition space: the surplus that could not be captured, as the
unattainable, as lack, as the trace of blankness, had to be returned somehow, however, before this act of returning, there
were things that had to be cut, plucked, scraped. Aile/Family, a work by Gulgin which is not included in this exhibition,
was a famous, green, father's armchair, where the upholstery fabric has been scraped vertically in parts to spell the word
AILE [FAMILY], where the four letters that made up the word AILE, rather than uniting, divided. Family was an institution
where desire was organized by the hand of the State so that private property was protected and remained within the
smallest unit of the State, the family, everyone knew that. Gilgin Aksoy scraped away the meaning behind the word family,
she gave up on the meaning of family. Gllgin most recently exhibited this work in her last solo exhibition, Sefkat Nisani/
The Medal of Compassion. The exhibition took its name from a state medal (also known as The Order of Charity) that was
issued with a statute passed in the year 1878 by Abdulhamid Il to be given to women who were deemed to be successful
in charity and aid work. | have given up on family and the system of a State where women turn into their masters. | gave up.
This work titled The Medal of Compassion, drawn with charcoal and pencil, showed not the desire to be recognized by the
state and to have one'’s collar adorned with state orders, but traces of compassion towards the pebbles a woman's arms
were embracing. The medal was not the meaning of something, but a sign, according to Gulgin, it was a trace. In Aklimda
Bir Sey Vardi/l Had Something in Mind, the curators trace this compassion that Gdlgin felt towards others and others felt
towards Gllgin, the work Sefkat Nisani/The Medal of Compassion is included in this exhibition, too.

Gulgin wove two carpets, with the words Aabi and Abla on them [Abi meaning elder brother, here spelt with an added

a, Abla meaning elder sister], both beginning with the first letter of the alphabet, ‘A’, works that are not included here. In
defiance of ruling powers that rendered the meaning and value of money valid with the command be!, and in defiance
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of Saussure, who dominated thought from the moment he said that the relationship between the meaning of signs and
their sounds, letters and references was arbitrary, and in agreement with those who said that signs were not coincidental,
that the order of letters figuratively traced ancient and feminine fertility rituals, and that bull horns were related to the
first letter of the alphabet, the moon and fertility, Gilgin returned to bull horns and the first letter of the alphabet. In pre-
writing and pre-money Mesopotamia, bull horns were imagined as the relationality between the moon and goddesses
and priestesses, in launching the sequence of letters with a horned first letter - X -, the aleph in alphabet, and in doing so
evolved towards the abstract, supermaterial and inaccessible, violent and aggressive beginning of everything, because
writing had been borne out of and developed from the need for an accounting of what was accumulated in temples,
animals and grains.! First came drawing-letters formed by pressing hard clay against softer clay, then the first accounts,
the forefathers of insurance funds and bank accounts, in cuneiform script, records of how much was taken and how
much given, the first trade agreements, taxes, debts, receipts, state medals, they arrived at the opening with a writing-
painting of a time when number and money, drawing and alphabet had not yet been separated, with a drawing-letter,
with A; the line of weaves and letters and number stencils progressing via linear order were related to accounting records.
Like money, like numbers, language, too, with the letter A, had been reduced to a postmaterial, general, deductive
abstraction. Rather than preaching for accounting books, accumulation and linear sentences, Gilgin gave up, cutting out
the reality of warps and wefts.

Tim Ingold, Drawing letters, In Lines: A Brief History.

In an installation she chose to name only ‘A, like Kafka's 'K’, in front of a dark background, cables extending out of a large
letter A illuminated with led lights, meander like the womb, reaching out towards the hands of a creation that does not
turn into private property or the State, towards women'’s hands soft in holding fossils, women's fingers touching each other,

" Denise Schmandt-Besserat, Before Writing 1, University of Texas Press, 1992.
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and rather than a masculine cathedral like the Sistine Chapel representing righteousness and where accounting records
are held, it was exhibited at a gallery below a staircase. Creation involved not command, accounting and pretence, but
compassion, and Gul¢in had something in mind. She laid out what she had in mind onto a kind of glass needlepoint
within a small hoop frame, and the exhibition takes its title from this work that shows both itself and its background.
Humility instead of arrogance, simplicity instead of vanity... Aklimda Bir Sey Vardi/I Had Something in Mind was the trace
of emptiness when namelessness was returned to namelessness, the blank, empty space left when names were scraped
from armchairs, carpets, institutions and stones that were in time transformed into posts of authority, if, after the meanings
fixed by the letters that made up the alphabet and by numbers were scraped away from them, anything remains, this was
what remained.

[,
"What will we do with the increasing number of “waste” bodies cast aside from
progress along the path of dematerialization and the colonization of space?’
Oriane Petteni

If the possibilities used by the non-existent did not exist within the existing, and if namelessness was not behind
namelessness, then only waste would remain from the emptiness filled with peremptoriness and consumption: waste,
rags and tatters, the excretory system of the stock-market, consumption and private property just like the body’s excretory
system, would wash up on the shoreline of seas, and rather than the fertile return of the image, seas would return the
waste and rags and tatters of the trinity of accounting, the stock market and consumption: iAde/Return... This was the
name of a series of photographs which recorded the fact that, along with garbage, one’s own body parts, arms and legs,
also turned into waste, into rags and tatters, and again it contained a capital letter A, but now it was not the first letter, not
the head and beginning of all, but A was now the second letter in the word iAde/Return, like garbage, the woman’s body
had also become rags and tatters, what was returned was not the body itself but its pieces, and photographs of those
pieces. In a system where the capitalized value of the body changed according to how much money the State wanted
to print that year, featuring the words In God We Trust, and was documented in writing through government decrees,
waste, rags and tatters, bodies, as products of consumption, the waste of language and money, of the linguistic and social
subconscious. The most resistant natural boundary against private property and capitalist consumption that begins with
the family and the State, which is impossible to transform into an abstract, deductive, general, accurate proposition, the
body, and especially the female body, had been cast aside like a piece of rag. A useless body, like garbage, brought extra
cost. Yet back in time, for instance in Ancient Rome, the floors of rooms where guests were entertained were often laid
with tessera depicting an unswept room, they were called asaraton, and in this way, the remnants of a meal - like yerydzi
sofralari, tables of the earth organized in our country, where fast is collectively broken - were in a sense, returned to
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earth. The unswept floor, unswept home, asaraton in Greek, was not waste, was not rags and tatters, it was like the body
returned to earth after death. As for the corpse, it wasn't garbage or rags and tatters, it was the body returned to earth,
to the ground after its passing. There may be those returned to earth under the domination of capital and the letter A,
arms, legs and garbage that had turned into rags and tatters, but Gulcin Aksoy's iAde/Return image, was like the image
of the rag-picker Benjamin mentions, trawling across the city to rummage through garbage, bringing things together and
opening them onto a new life, gathering everything capital no longer uses, or has destroyed, or has demolished, seeking
the trace of the surplus, of blank, empty space, accumulating among garbage like a corpse becoming manure. Gilgin
Aksoy cleaned up the wreckage of a capitalist age, transformed carpets into doormats, gathered the surplus, deficiencies,
residues, waste and returned it; whatever remained from the traces they left behind, whatever was left from the trace of
rags and tatters, if there was anything that remained, it was ours, life went on. That, was the image.

Translation: Nazim Hikmet Richard Dikbas
Editing and proofreading: Asena Glnal
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Merve Vural, Nazim Hikmet Richard Dikbas

Redaksiyon ve Son Okuma / Editing and Proofreading
Asena Gunal, Asli Cetinkaya, Nazim Hikmet Richard Dikbag

Koku Tasarimi / Scent Design
Cabir Cobanoglu

Katalog Tasarimi / Catalog Design
Can Kuseyrioglu

Tesekkdirler / Thanks to
Asim Evren Yantag, Beko, Ecem Yerman, Ekmel Ertan, Esra Oskay, Furkan Akhan,
Glilas Dokuma Makineleri, Halis Firat, Metin Ozdemir, Merve Mepa, Merve Vural, Montag,
Nazim Hikmet Richard Dikbag, Nermin Saybasili, Piramit-Halistinasyon Coffee Art,
Serdal Korkut Avcl, Veli Ag, Zeynep Sayin
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