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Onsoz
Foreword

Oya Eczacibasi
Yonetim Kurulu Baskani
Chair of the Board

Cizimden fotografa, resimden
yerlestirmeye uzanan, kendine 6zgii ifade
ve teknik arayisiyla giiniimiiz sanatinin en
dikkat ¢ekici isimlerinden biri olan
Canan Tolon’u Tiirkiye’de ilk kez bir
miize c¢atisi altinda gergeklesen kisisel
sergisiyle sanatseverlerle bulusturuyoruz.

Canan Tolon’un “Sen Soyle” adh
sergisi, istanbul Modern’in kurulusundan
bu yana diizenledigi tiim koleksiyon
sergilerinde yapitlarina yer verdigimiz
sanat¢inin kirk yila uzanan benzersiz
sanat pratigi ve birikiminden bir kesit
niteligi tasiyor.

Miizemizin acildigi ilk giinden itibaren
sanat liretimindeki déniisiimiinii yakindan
takip ettigimiz ve koleksiyonumuzda
farkhi dénemlerinden yapitlari bulunan
Canan Tolon, kendini her zaman
glincelleyerek sanat pratiginin sinirlarini
zorluyor.

istanbul Modern ve British Museum
basta olmak lizere miize ve 6zel
koleksiyonlarda ¢alismalari bulunan,

San Francisco Modern Sanatlar Miizesi
SFMOMA gibi 6nde gelen sanat kurum ve
kuruluslarindaki sergilerde yer alan
Canan Tolon’un bu sergimizde 130°un
lizerinde yapitini izleyicilerimizle
bulusturuyoruz. Tolon’un sanatindaki
doéntiisiimlerin en 6nemli érneklerini
gordiigiimiiz sergide, izleyiciyle ilk kez
bulusan yapitlarin yani sira, sanat¢inin
sanat tarihinde yerini almis bazi
¢alismalarinin da yeniden liretimine yer
veriyoruz.

Calisma ve arastirma alanlarinin
zenginligiyle kusaginin en farkli ve
yaratici sanatg¢ilarindan biri olan
Canan Tolon’un yapitlarinda doganin
ve mimarhigin benzersiz etkilesiminin
izlerine tanik oluyoruz. “Sen Soyle” adli
sergi, doga ve ¢evre, mimarlik ve kiiltiir
lizerine yeniden diisiinmemizi saghyor.
Dogal olan ile yapay arasindaki iliskiyi
goriinir kilarak sorguluyor.

Malzeme ve teknik arayisiyla sirekli
sinirlari zorlayan Tolon, ¢im tohumlari,

We are pleased to present an
exhibition by Canan Tolon, one of the
most remarkable names in contemporary
art, whose unigue expressive and
technical pursuit ranges from drawing and
photography to painting and installation.
Tolon pushes the boundaries of her artistic
practice by constantly renewing herself.

Canan Tolon’s works have been
featured in every collection exhibition held
at Istanbul Modern since the day it was
founded. “You Tell Me”, the artist’s first
solo exhibition in Turkey to be held in a
museum, presents a cross section of her
work and unique artistic practice, which
spans nearly four decades.

Ever since our museum opened, we
have closely followed the transformation
in Canan Tolon’s artistic production and
acquired works from different periods of
her career for our collection. Aside from
Istanbul Modern, her work is held by the
British Museum and other prominent
museums and private collectors.

“You Tell Me” presents over 130 works
by Canan Tolon, whose art has featured
in exhibitions at major art institutions and
organizations, including the San Francisco
Museum of Modern Art (SFMOMA). This
exhibition brings together important
examples of the transformations in Tolon’s
art, including works being exhibited for the
first time and re-creations of others that
have already secured their place in the
history of art.

Canan Tolon is one of the most original
and creative artists of her generation in
terms of the variety of her research and
work. The works in “You Tell Me” invite us
to rethink nature and the environment as
well as architecture and culture and bear
witness to the unigque interaction between
them. It also questions the relationship
between the natural and the artificial by
rendering it visible.

Canan Tolon continuously pushes
boundaries in her explorations with
materials and techniques. She uses grass
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Untitled

2003

112 x 70 cm

Mylar iizerine yagl kalem
Oil stick on mylar

Oya - Biilent Eczacibasi
Koleksiyonu

Oya - Bulent Eczacibasi
Collection

kahve lekeleri, pas ve ¢liriimenin izlerini
kullanarak kendine 6zgii yéntemler
gelistiriyor, sanat yapitina farkh bir
bakisla yaklasmamiza neden olan
deneysel calismalar gergeklestiriyor.
insanin dogayi degistirme ve
doniistiirme sireglerinin yarattigi
miicadele ve belirsizligi bizlere hatirlatan
sergi icin hazirladigimiz katalog
Canan Tolon’un yillara yayilan sanat
pratigindeki dénilisiimlere 151k tutuyor.
Her sergimizde oldugu gibi es zamanlh
olarak istanbul Modern Egitim ve Sosyal
Projeler bélimiimiiz farkl yas gruplarina
Ozel tasarladigi egitim programlarinda
¢ocuk ve genglere yoénelik sanat atolyeleri
diizenliyor. istanbul Modern Magaza da
sanat¢inin yapitlarindan olusan tasarim
driinlerini ziyaretgilerimizle bulusturuyor.
“Sen Soyle” sergisinin kiiratori, Miize
Genel Direktériimiiz Levent Calikoglu’na,
Asistan Kiirator Deniz Pehlivaner’e, sergi
sponsorumuz Eczacibasi Toplulugu’na,
sergiye 6diing yapit veren koleksiyonerlere
ve emegi gecen tiim istanbul Modern
ekibine ictenlikle tesekkiir ediyorum.

seeds, coffee stains, and traces of rust and
decay to develop her own methods and
create experimental works that lead us
to approach her artwork from a different
perspective.
While the exhibition reminds us of
the human processes of transforming
and reforming nature and the conflict
and uncertainty they cause, the
exhibition catalogue sheds light on
the transformations in Canan Tolon’s
production practice spanning many years.
As with all our exhibitions, our
Education and Social Projects Department
has organized educational programs and
workshops related to the exhibition for
children and teenagers. In addition, visitors
will find design products inspired by the
artist’s works at the Istanbul Modern Store.
| would like to extend my sincere
gratitude to our Museum Director and
curator of the exhibition, Levent Calikoglu;
Assistant Curator Deniz Pehlivaner;
exhibition sponsor the Eczacibasi Group;
the collectors who lent works to the
exhibition; and the entire Istanbul Modern
team whose efforts made this exhibition
possible.
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Issizligin kusattigi, sinirlari kestirilemeyen

manzaralar; yasanmadan terkedilmis
hafizasiz hayalet sehirler; siddetin,
savaslarin yikimini akla getiren par¢calanmis
binalar; insanligin ve onun aygiti olan
mimarlik kiiltiriinin tiiketime donilismiis
liitopyasina direnen, ele gegirilemez
peyzajlar; tuvalin yiizeyinde filizlenen ve
kendi mikro kosullarini yaratan tohumlar;
hava hareketleri ile mevsimsel déngiiniin
kaydini yansitan paslanmis metaller;
ger¢ek mi hayal mi, yoksa yanilsama mi
oldugunu kestiremedigimiz kompozisyonlar;
orada olani yansittigini bildigimiz halde,
her seferinde bizi saskinliga siiriikleyen,
aynalarla kapl odalar; gerilimi, sikintiyi,
kaygiyi cisimlestiren metal yapilar...

Canan Tolon’un kirk yila uzanan essiz sanat
pratigi, son derece kisisel bir diirtiiden
beslenen ama ortak paydada hepimizi
ilgilendiren, meraklandiran, sinirlarini tarif
etmeye calistigimiz bir diinyaya ait.

Tolon bizi dogum, biiylime, ¢iiriime, 6lim
gibi bir dongii igerisinde varolusumuzu
disiinmeye ve tanik kilmaya iter. ilk giinden
itibaren kendi goriisiinii, gdorme ve eyleme
seklini kesfetmeye odakl yaklasimi, bizi
yasadigimiz ve yasamadigimiz zamanlari
anlamaya ve anlamlandirmaya davet
eder. Kisisel olanin ortak kiiltiirel bir
hafizadan beslendigini ve hepimizin yasami
anlamlandirmak i¢in kendi yolumuzu
arastirmamiz gerektigini akla getirir. Zaman,
doga ve kiiltiir tarafindan kusatilan bireyin,
varolussal kaygilardan dogan bir itkiyle,
bu birikime ek yapmasi gerektigine inanir
Tolon. Sanatgi olarak bu diinyanin nasil
sekillendigine, nasil insa edildigine ve insa
edilenin yeniden yikilarak nasil siirekli
yeniden insa edildigine bakar. Diinyaya ne
ekledigimizi ve bu ekleme eylemlerinde
hayat bulan arzularimizi, diislerimizi ve
sahiplenme bigcimlerimizi inceler. Her ekle
birlikte gelen kaos, miicadele ve belirsizlige
ait kalintilarin izini siirer.

ihtiyaclari igin ¢dziimler bulmasi
gerektigine inanan her sanatgi gibi, kendi
teknik imkanlarini yaratir, ardindan kendi

Seemingly boundless scenery surrounded
by solitude; uninhabited, desolate
ghost towns without a memory;
shattered buildings that remind one
of the destruction of war; landscapes
that cannot be captured, resisting
the utopia of humans and the culture
of architecture—a tool of humanity
that has been transformed into one
of consumption; seeds sprouting and
creating their own micro-conditions;
oxidized metals recording seasonal change
and the movements of air; compositions
that provoke one to ask if they are real or
not, that create a sense of illusion; rooms
surrounded by mirrors that drag us into
oblivion every time, even though we know
they reflect what is there; metal structures
that materialize tension, distress, anxiety.
Spanning forty years, Canan Tolon’s unique
artistic practice springs from a deeply
personal impulse but ultimately concerns
and intrigues all of us and belongs to a
world whose limits we all endeavor to
describe.

Tolon pushes us to think about and
witness our enmeshment in the cycle of
birth, growth, decay, and death. Since the
first she has sought to discover her own
vision and ways of seeing and doing, and
she invites us to understand and make
sense of the times we have lived in as well
as the times we have not yet experienced.
She reminds us that the personal springs
from a collective cultural memory, and that
the individual surrounded by time, nature,
and culture must expand and add to this
reservoir with an urge born of existentialist
concerns. As an artist, she observes how
the world is shaped, how it is constructed,
and how the constructed is continuously
being destroyed and built all over again.
She investigates the things we bring to
the world and the desires and dreams
aroused by our act of bringing, our ways of
appropriating. She pursues the remnants
of chaos, struggle, and uncertainty that
come with each new addition.

Sen Soéyle You Tell Me

yarattigi bu imkanlarin sinirlarini zorlar

ve yine kendi yarattigi sinirlarin igerisine
hapsolmus yeni imkanlari kesfedip
o6zgirliigiine kavusturur Canan Tolon. Sanat
yapitini olusturan malzeme ve teknigin 6znel
bir dil olduguna inanan sanatgi, bu dilin
sinirlarinin ayni zamanda hedefledigi anlatinin
sinirlari ile ortiismesi gerektigini diisiiniir. Bu
terkedilmis mekanlarin, bu hayalet sehirlerin
ancak o teknigin iginde gériiniir olabilecegi
hissi ve gorsel algisini canli tutar. icerik ile
onu var eden gorsel etkinin ancak o teknik
o6zdeslik ile canlandirilabilecegini hissettirir.
Baski teknikleri, fotograf kalintilari ve
yansimalari, kahve lekeleri, pas ve ¢iiriimenin
izleri, kolajlarin sasirtici gorselligi, boyanin
farkli yogunluktaki imkanlari; Tolon’un
kendine 6zgii yéntemleriyle déniisir,
farklilagir. Her malzemenin sinirlarini zorlayan,
yeni olasiliklari denemekten ¢ekinmeyen,
rastlantinin sundugu olanaklardan zevk alan
bir sanat¢i o. Belki de tam da bu yiizden
ister iki isterse ligboyutlu lirettigi tim
imgelerde bir hareketin, bir canliligin ve bir
eylemin olustugunu, akip gittigini hissettirir.
Yiizeyin bir noktasinda bir tohum filizlenir,
tuvalin bir késesinde bir pas; bir yara, bir et
gibi kabarir, bir kahve telvesi kimyasal bir
reaksiyon gostererek kendi tahmin edilemez
katkisini géstermeye baslar, boya kendi
6zgiil kosullariyla tuvalde yayilir... Tolon’un
yapitlari, yasamda ve sanatta her zaman bir
seyler oldugunu ve olustugunu akla getirir.
Bu hareket ve eneriji, sinirlarin her zaman
ihlal edilecegini; gecmis, simdi ve gelecegin
birbirlerinin icinde ¢ogalabilecegini ve
birbirlerini yeniden tanimlayabileceklerini
gésterir.

Doga ve Mimarhk

Canan Tolon’un erken dénem islerinden
baslayarak giiniimiize uzanan sanat
seriiveninin ana eksenini, doga ve mimarlhk
kiiltirii etrafinda gelistirdigi fikir, arayis ve
uygulamalar olusturur. Bu ikili arasindaki
goriiniirde karsit varolusu kiiltiirel bir arastirma
ve ¢alisma alani olarak éziimser Tolon.

Tolon creates her own technical
opportunities—opportunities whose
boundaries she then pushes to discover
new ones that she then liberates. She
believes that the materials and techniques
that create the artwork have a subjective
language, and that the boundaries of
this language correspond to the limits of
the narrative she seeks to present. She
conveys intuitions and visual impressions
of deserted spaces and ghost towns by
way of her specific printing techniques,
remnants and reflections of photographs,
coffee stains, and traces of oxidization
and other kinds of decay. The surprising
visuality of the collages, the possibilities
of the paint in different intensities,
transform and diversify under Tolon’s
idiosyncratic methods. She pushes the
limits of each material, unafraid to try new
possibilities, enjoying the opportunities
provided by chance. Perhaps this is
exactly why she evokes the feeling of
development, the flow of movement,
vitality, action in both two and three
dimensions. A seed germinates on one
spot on the surface, swelling like a scar
or bit of rust. A coffee ground instigates
a chemical reaction, an unpredictable
contribution. The paint itself expands on
the canvas with its specific conditions.
Tolon’s works remind us that there is
always something present and happening
in life and in art. This dynamism and
energy prove that limits can always be
violated. Past, present, and future can
always multiply within one another and
identify each other all over again.

Nature and Architecture

The main axis of Tolon’s art practice,
from her earlier periods to today, involves
ideas, quests, and applications developed
around nature and architecture. Tolon
internalizes the seeming opposition
between the two as space for cultural
research and work, and her architecture

Diinyanin Tenine Dokunmak Touching the Skin of the Earth

013



isimsiz

Untitled
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M3 x72cm

Mylar iizerine yagl kalem
Oil stick on mylar

Sanatgi koleksiyonu
Collection of the artist
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Aldigi mimarlik egitimi, bu disiplinin doga
ve kiiltiir ekseninde hayattaki yerini anlama
ve sorgulama konusunda bir bakis agisi
edinmesini saglar. Modern mimarhgin
ihtivaglardan giderek kopan, kendine
aragsal islevselligi, mimar figiiriiniin tiiketim
kurallari karsisinda azalan, hatta kaybolan
o6zgiirliigii; onu mesleki bir pratik olarak
mimarlik diinyasindan uzaklastirarak sanatin
tutkulu, sinirsiz, her 6l¢cek ve malzemede
siirdiiriilebilen diinyasina yakinlastirir.

Buna karsilik, mimarlik egitiminin
sagladigi sistematik ¢izim anlayisi, bir gérme
bicimi olarak perspektif algisinin sistematik
etkisi, aksonometrik planlarin sasirticiligi,
birbiri lizerine katlanan paftalarin bicimsel
tekrari gibi 6grenilebilir tecriibeler, Tolon’un
kompozisyon ve yerlestirmelerinde her
zaman i¢in bir temel olusturur. Mimari bir ev
planinin veya bir kent siluetinin altyapisini
olusturdugu, hatta bir bina grubunu goésteren
fotograflarin kolaj olarak resme eklendigi
erken kompozisyonlari, belirgin bir sekilde
mimarlik kiiltiiriiniin izlerini tasir. Sanat
alanina giris yaparken mimarlik disiplininin
temel parametrelerini gorsel bir hafiza olarak
yaninda getirir Tolon. Enine, dikine veya
perspektifsel olarak derine
akan tiim ¢izgi ve hareketli
geometrik alan uygulamalari
ve teknik tecriibesi
muhtemelen bu egitimin
icinden koparak gelir.

Tolon’un ister erken
dénem tuvallerinde isterse
de 1980’lerin basindan bu
yana uygulamaya basladigi,
mylar Gizerine gergeklestirdigi
uygulamalarinda mimarlik
kiltiiriiniin temel
isaretlerinden biri olan
matematiksel diizen, yerlesim
ve tekrar fikri vardir. Bu
uygulamalarin hepsinde
¢izgi yatay bir ¢izim olarak
akar, bir siire sonra bu akis
bir birim olusturur, arada
hizi kesilir gibi olur ama

education lends her a unique perspective.

Modern architecture, whose emphasis
on function has been severed from
human needs and seemingly only serves
itself, has diminished and withered the
freedom of the architect. The rules of
consumption remove the practitioner
from the passionate, boundless world
of art that embraces every conceivable
scale and material.

Foundational in Tolon’s compositions
and installations, for instance the formal
repetition of folded sheets on top of
one another, is a systematic approach
to drawing, to perception, an emphasis
on axonometric plans and learned
experiences. In her earlier compositions,
blueprints for a house or plans for a
cityscape or even photographs of groups
of buildings are added to the collages,
imbuing them with obvious traces of the
culture of architecture. Tolon calls upon
the essential parameters of the discipline
as a visual memory as she operates in
the art world. This formal training and
the technical expertise it engendered
inform all of her horizontal, vertical,
and perspective lines, and her dynamic,
geometric site installations.

In Tolon’s early canvases as well as
her mylar-based works from the 1980s
onward, one can observe mathematical
order, precise layout, repetitions. The line
flows horizontally, slowly developing into
a unit, and just as it feels like it’s slowing
down, it quickly begins to form yet
another line and flow. Each unit completes
itself with certainty, sharpness, order,
yet these lead to a dynamic composition
that flows every moment rather than a
single master image. In some examples,
the surface of the canvas is sliced off
from top to bottom with bold, straight
lines that create geometric spaces on
and below the surface, cutting each
other. Further traces of the architectural
discipline are clearly visible in Tolon’s
series “Everything’s Honky-dory” (2005),

Sen Soyle You Tell Me

hemen sonrasinda yine baska bir ¢izgi ve
akisin olusmasini saglar. Her bir birim kesin
ve keskin bir sekilde kendisini tamamlar

ve kendisinden sonra gelecek olan diizene
yer agar. Bu yerlesim diizeni, tek bir ana
kompozisyon yerine, yiizeyin her aninda
akan dinamik bir kurgu olusturur. Kimi
ornekte ise, tuval yilizeyi bastan asagi biiyiik
diiz gizgiler ile dilimlere ayrilir, birbirlerini
keserek derinlerde ve yilizeyde geometrik
alanlar yaratir. Bir gokdelenin metal
omurgasinin yiikselisini, petrol kulesi veya
gaz dolum iinitesi gibi ¢eligin neredeyse
briit halinin kullanildigi yapilari hatirlatan,
kalin dékiim metal kasnaklarin birbirine
baglandigi keskin ¢izgilerin neredeyse kili¢
gibi tuvale saplandigi “Tikirinda Her Sey”
(2005) serisinde ise mimarlik disiplininin
izleri acik bir sekilde kendisini disa vurur.
Endiistriyel kimligin kiyafeti olan metalin,
geometrik kurgular halinde tuval yiizeyinin
beyazligini keserek ilerlemesi siddetli,
neredeyse giiriiltisiini duyuran bir gorsel

etki yaratir. Ritim kazanarak art arda ilerleyen

bu keskin ¢izgiler, “Acil Cikis” (2007) gibi
mekan diizenlemelerinde nesneleserek
liclincii boyuta doniisiir. Ayna ile kaph

bir mekanin icinde yansimalari ile birlikte
daha da sertlesen bir etkiyle hacim yaratan
bu puntolanmis kaba ¢elikler, birbirlerini
keserek tekinsiz ve sonsuz bir tekrar yaratir.
Yerlestigi galerinin diiz beyaz duvarlari
icerisinde sonsuza ac¢ilan geometrik bir yarik
sert, kaba ve son derece rahatsiz edici bir
sekilde lGigboyutlu bir hacim olusturur. Tim
bu 6rnekleri kapsar sekilde, Tolon 6ziinde
mimarlik kiiltiiriinden mekan yaratma,
mekanlarin birbirleri ile olan hacimsel etkisi
ve gerekliliklerini anlama, yatay ve dikey
hatlari koordine etme gibi ¢ok temel bilgiler
edinir. Bu edinim kendisine ligboyutlu bir
kavrayis ve diizen olusturma konusunda her
zaman yardimci olur.

Metalin nesne olarak varligini, yarattigi
tahribati, ardinda birakabilecegi etkinin
gorsel izlerini erken dénem islerinden
itibaren ¢alismalarinin igerisine yerlestirir
Tolon. Bu elementin ufacik bir hava hareketi

where sharp lines of heavy metal pulleys
lodged into the canvas like swords recall
the ascending metal structure of a high-
rise, an oil rig, or a gas drilling unit. The
way metal—the uniform of the industrial
identity—moves in geometric patterns
to break the whiteness of the canvas
surface creates a violent, almost audible
visual turmoil. The sharp lines speed
along in acceleration and develop into
three-dimensional objects in Tolon’s site
installations such as “Emergency Exit”
(2007). Spot-welded heavy steel creates
a volume reflected within the space
whose walls are covered with mirrors,
producing an uncanny and infinite
repetition. A geometric, unbounded
cleft creates a severe, rough, and grating
three-dimensional volume within the
plain white gallery walls. In each of these
examples Tolon calls upon the most
foundational aspects of architecture such
as creating spaces and understanding the
relationships between them—their mutual
volumetric impact and coordinating
horizontal and vertical axes. This
grounding in architecture allows Tolon
to develop a three-
dimensional insight and
order in her practice.
Tolon has been
incorporating metal—as
a material object as well
as the destruction it can
create and the visual
traces thereof—into her
works since her earliest
days. By abandoning it
to the mercy of natural
events she depicts
the corrosion it can
undergo even with a
tiny air movement, the
chemical processes that
transpire once it gets
wet, and its incredible
diversity thanks to the
possibilities of alloys.

Acil Cikis
Emergency Exit
2007

Degisebilir boyutlar,
yaklasik

Dimensions variable,
approximately

210 x 350 x 122 cm
Ayna ve merdiven
Mirrors and ladders
Sanatgi koleksiyonu
Collection of the artist
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Topographer

1993

+147 x 305 x 64 cm
Keten, ¢elik, ¢im
tohumu ve su

Linen, steel, grass seeds
and water

Sanatgi koleksiyonu
Collection of the artist
Fotograf Photo

Ben Blackwell

016 Canan Tolon

ile korozyona ugramasini, islanmasiyla
baslayan kimyasal siireci, alasim
farklhihiklarindan dogan gesitliligini; doga
olaylarinin insafina terk ederek bir iz olarak
canlandirir. Tuvalin lizerine yerlestirdigi,
cogunlukla yuvarlak metal plakalari a¢ik
havaya birakarak zamanla beliren pas
lekelerini, kontrol edemedigi korozyon
siirecini teshir eder sanatgl. islenmis metalin
dogadaki kalici etkisini tam tersine gevirerek
doganin metal karsisindaki gliciinii ve aslinda
sahip oldugu tahribat gliciinii gosterir

bu ¢calismalar. Atmosferin kirlilik, hava
hareketleri, ortamdaki nem miktari gibi anlik
donilisimleriyle her bir 6rnekte farklilasan bu
geometrik alanlar, doganin Tolon’un yarattigi
kontrollii kaos ortaminda kendini gésterme
firsati bulan izleridir.

1993 tarihli “Topographer” gibi
yerlestirmelerde yine nesne olarak kendisini
gOsteren metal, ayni tarihlerde tuvalin
lizerine yerleserek tamamen paslardan
olusan resimlere doniisiir. “Topographer”
ayni zamanda
metal ile
¢imin, bir diger
deyisle dogaiile
kiiltiiriin ortak
bir yasam alani
olusturdugu ilk
oérneklerdendir.
Tohum olarak
birakilan ¢imlerin
suyla beslenerek
filizlenmesi,
paslanan metalin
tuval bezine renk vererek kendine 6zgii
lekeler olusturmasi; Tolon’un mikro ortamlar
yaratarak yasamin dogum ve 6liim déngiisiine
isaret ettigi referanslardir. Bu mikro ortam,
viicuduna dahil edilen her malzemeyi yeniden
sekillendirir ve déniistiiriir. Maddenin bigim
degistirmesi, temas ettigi diger malzemeye
verdigi ve ondan aldigi etkinin izleri canli bir
sekilde takip edilebilir. Pasin i¢ginden ¢ikan bir
¢im veya ¢imin i¢ine niifuz eden bir korozyon
artigi, kendi kiiglik diizeni igerisinde nereye
varacagi kestirilemeyen déniisiimler ve yeni

She exposes the uncontrollable aspect
of corrosion through the circular metal
plates that she positions on the canvas
and leaves to rust in open air. These
works display the destructive power of
nature upon metal but also the reverse:
worked metal’s lasting impact on nature.
The geometric spaces she creates

are diversified thanks to momentary
atmospheric transformations such as
pollution, air movement, and humidity;
all are manifestations of nature in Tolon’s
environments of controlled chaos.

Metal made an appearance in Tolon’s
installations such as “Topographer” (1993)
and paved the way for her paintings
composed of rust. “Topographer” is also
one of the artist’s first works where metal
and grass—culture and nature—create
a common space for living. References
to cycles of life and death arise from
the germination of grass as its seed
is watered, or from stains that rusted
metal leaves on canvas; Tolon’s micro
environments shape and transform
materials introduced into its body.
Transformation of matter, its impact on
other materials it comes into contact with,
as well as the impact of other materials
on it are all evidenced in the work. Grass
that grows out of rust and/or the remains
of corrosion that has penetrated the grass
generates new traces and transformations
within the micro order. The contrast
between the freshness of the germinated
grass and the scab-like corrosion of metal
is reminiscent of the balance in natural
conditions. Grass drying and taking on
the color of rust is an allusion to different
stages in the life cycle. Life that grows
under micro conditions and is left to
construct itself reflects the marks of time.

Photograph and lllusion
Another experience Tolon carries

forward from the culture and practice of
architecture is her diversified choice of

Sen Soéyle You Tell Me

izler olusturur. Cimlenen tohumun tazeligi

ile kabuk tutan bir yarayi andiran metalin
korozyonu arasindaki tezatlik, yasamdaki
dogal kosullarin dengesini hatirlatir. Zamanla
¢iriiyen otlarin kuruyarak pas rengine
biiriinecek olmasi da, déngiiniin kendi
icerisindeki evrelerine dair ipuglari sunar
aslinda. Mikro kosullarda yeseren ve kendini
inga etmeye birakilan yasam, icinden aktigi
zamanin izini yansitir.

Fotograf ve Yanilsama

Canan Tolon’un mimarlik kiltiirii ve
mesleginden devraldigi bir baska tecriibe
ise, ona farkli bir malzeme tercihi ve teknik
uygulama ¢esitliligi kazandirmistir. Mimarlhk
ofislerinin maket yapiminda kullandigi,
Uzeri plastik kapli mylar kagit ve maket
bicagi fikrini canli tutan jilet, Tolon’un
baska hi¢bir sanat¢ida karsimiza ¢ikmayan
Ozel serilerinin ara¢ geregleridir. Siyah
boyanin kaygan mylar kagit lizerinde jiletin
keskin ucuyla birlikte kayarak olusturdugu
enine veya dikey cizgiler, cogu 6rnekte
sasirtici bir sekilde fotografik bir imgeyi,
sanki pozlandirilmis siyah beyaz bir
yanilsamayi canlandirmaktadir. Tamamen
gridlenmis, soyut yiizeyler olusturan kimi
ornekte ise; tasarlanmis modernist bir bina
cephesi ritmini hatirlatan bu uygulamalar,
Tolon’un boyayi birka¢ katman olarak jilet
yardimi ile Uist Giste uygulamasiyla, sinirlari
tam olarak tarif edilemeyen, kaotik bir
gorsellik olusturur. ilk bakista fotograf gibi
durmalarinin nedeni, bazen bombalanmis
bir binanin geride kalan iskeletini
hatirlatmasi ya da kent silueti igerisinde
yansiyan ayna cepheli bina kiitlelerini akla
getirmeleridir. Oysa yakindan baktigimizda
her biri kendine 6zgii bir kaosu, siddetli
bir hareketi yansitir; dolayisiyla tamamen
soyut ve tanimsizdirlar. Bu uygulamalarin
en belirgin 6zelligi ise ebatlarina bakmadan
biiyikliiklerini kestiremeyecegimiz bir
ol¢ek algisi olusturmalaridir. Detaylarina
bakarak devasa bir Sl¢liye sahip oldugunu
diisiinebilecegimiz bir yapit, sasirtici bir

both material and technical application.
Mylar, or a razor resembling a stationery
knife—tools frequently utilized in
architectural offices—are perhaps unique
to Tolon among artists. The horizontal
and vertical lines of black paint produced
by the sharp edge of the razor on the
smooth mylar surprisingly create a
photographic image almost like a black-
and-white illusion. On the other hand, in
some of her grid-like works, where she
uses the razor to apply paint in multiple
layers, abstract surfaces reminiscent of

a modernist building facade manifest

an almost boundless chaotic visuality.

At first sight, these works seem like
photographs because they evoke

the ruins of a bombed building or
skyscrapers reflecting the cityscape in
their mirrored windows. Yet a closer
look at the surfaces reveals a unique
chaos, a violent movement, completely
abstract and undefined. The works evoke
a perception of scale that is impossible
to imagine without actually inspecting
their dimensions. A composition of just
ten by twenty centimeters may seem
surprisingly humongous. Tolon invests the
same technical precision in every work,
whatever its size. While the momentary
visual imprint of a razor speeding

across paper enacts a common rhythm
across her oeuvre, each work retains

its distinctive visual quality upon close
inspection.

The photographic illusionism in the
artist’s mylar works has an affinity with
the photographs Tolon took during her
summer visits across Turkey, which she
began in 1973 and continued for thirteen
years. In particular these works bear
a certain resemblance to the black-
and-white photographs portraying the
distinct geometry of flat-roofed rural
houses, unfinished construction sites, and
white sheets hanging neatly on laundry
lines stretched between buildings on
narrow streets. The visual affinity is at its
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sekilde 10x20 cm élgiilerinde olabilir, kii¢iik
bir uygulama rahatlikla biiyiik bir resmin
sundugu gorsel etkiye sahip olabilir. Tolon,
ister kiigiik isterse biiyiik ebatl olsun, her
birinin Gizerinde ayni teknik hassasiyetle
durur, kendine 6zgii yéntemini her dlgekte
ayni teknik kusursuzlukla siirdiiriir. Jiletin
kagit Gizerindeki hizinin anlik gérsel kaydi
yapitlar arasi ortak bir ritmi akla getirse de,
her bir uygulama yakindan bakildiginda
kendi essiz gorselligini korur.

Sanatc¢inin mylar uygulamalarindaki
fotografik yanilsamanin Tolon’un 1973
yilindan baslayarak 13 yil boyunca her yaz
Tiirkiye’nin dort bir yanina yaptigi gezilerde
cektigi fotograflarla da akrabalik tasidigini
séylemek miimkiindiir. ®zellikle dogunun
kirsal bélgelerinde diiz ¢atili evlerin, yikinti
halinde yarim kalmis insaat alanlarinin, sokak
aralarina gerilmis beyaz ¢arsaflarin kendine
6zgli geometrisini gésteren fotograflar ile
gorsel bir benzesim tasiyor bu uygulamalar.
Ozellikle siyah beyaz olanlari bu gérsel
yakinhgi daha da gii¢lendirir. Ayni sekilde, bu
fotograflara giren ¢corak topraklarla bozkirin
1ss1Z ve kirag¢ sessizligi, sanki mylar’in
gizledigini diisiindiigiimiiz manzaralari akla
getirir. Her 6rnekte gergek ile hayal arasinda
varolan siniri iki yonlii olarak ihlal eden
gorsel yanilsama, bu fotograflarin varligi
ile yeni bir oyunbaz zemin olusturur. Tolon
gorsel varliklari konusunda bizi kararsizliga
iten imgeler kurguladik¢a, biz de bu kesinligi
bozmak ve aksini ispat etmek i¢cin daha ¢ok
¢abalariz sanki. Kisisel bir tecriibe ve bellek
kaydi olarak iireticisinin bilin¢caltindan kopup
gelen bu bag, sanat ile hayat arasindaki essiz
soyutlama fikrini cagristirir, olumliar.

Hafiza ve imge

Canan Tolon

Gorsel hafizamiz suursuzca dolarken
hangi goériintiiniin lizerimizde net ve kalici
bir etki yarattigini kestiremez haldeyiz. Daha
dogrusu tiim satafati ile bizi sarmalayan
goriintii imparatorlugunun bin bir yliziiyle
glivenemeyecegimiz ve belki de asla
sinayamayacagimiz bir kaleydeskop gibi

highest in the black and white ones. The
silent, desolate, barren soil of moorlands
found in the photographs evokes the
landscapes we assume to be hidden
behind the mylar. Both suggest a playful
visual illusion that violates the borders
between the real and the imaginary. As
Tolon makes us doubt her images’ visual
existence, we find ourselves working
ever harder to destroy this uncertainty
and prove the contrary. As personal
experience and memory recording, the
bond breaks away from its producer’s
consciousness to evoke and affirm a
peerless abstraction between art and life.

Memory and Image

As our visual memory is senselessly
overfilled, we are unable to predict
which image will leave a clear and lasting
impression on our consciousness. In other
words, we are unable to entirely perceive
the visual empire that surrounds us, with
all its ostentation and multiplicity, as
it creates a kaleidoscope of visualities
that we cannot trust. The staggering
effect of this multiplicity, and the tremor
it generates, are only felt after a while.
Indeed, Tolon continually problematizes
the manner in which our system of
perception operates as it develops
new defense mechanisms against the
technologies of digital imaging, the
natural next step following the impact on
the viewer of this visual illusion.

“Glitch” (2006), named after a
malfunction of a system or equipment,
consists of large-scale paintings that
address the operations of image culture
in today’s world. In this series Tolon
pursues diverse reactions against a single
event or image, and how our ability to
see, which we usually regard as almost
sacred, certainly obedient, can be
deceived. Her paintings’ superimposed
color planes reveal the interruptions
that can affect our act of seeing, raising

Sen Soéyle You Tell Me

¢ogul gorsellikler yarattigini algilayamayiz.
Bu ¢ok yizliiliik ve yarattigi sarsintiyi
ancak bir siire sonra sersemletici bir
sekilde hissederiz. iste Canan Tolon,

gorsel yanilsamanin izleyici lizerinde
yarattigi etkinin bir sonraki asamasini,
dijital imaj teknolojileri karsisinda
kendisine yepyeni savunma mekanizmalari
gelistiren algi sistemimizin nasil ¢calistigini
sorunsallastirarak sirdiiriir.

“Glitch” adini (bir sistem ya da makinenin
diizgiin ¢calismasini engelleyen kusur)
verdigi seri (2006) bugiiniin diinyasinda
imaj kiltiriniin calisma diizenegini
tartismaya agan biiylik ebatli resimlerden
olusur. Bu serisinde Tolon, neredeyse
ibadete varan bir giiven ve itaatle
yaklastigimiz gérme yetenegimizin nasil
aldandigini, ayni olay ve goriintii karsisinda
verdigimiz birbirinden farkh tepkisel
siireglerin izini siirer. Birbiri igerisinde
yeniden kurguladigi renkli planlardan
olusmus resimleri ile gérme eylemimizdeki
kesintileri deneyimlememizi ister Tolon.
Ust liste binen renk planlari ile yer ve yon
duygumuzu yitirmemizi, albenili bir goriinti
karsisinda anlam siirecinde bir glivensizlik
hissetmemizi arzular. Her bakista kesfedilen
yeni diizlemler, géziin resmin tiim
ayrintilarinda yeni bastan tamamlayacagi
ayrintilari takip etmesi, gérme aninin
yarattigi sarhosluk ve tepkiler... Her biri
gorme isleminin bir resimde nasil ¢alistigina
dair derinlikli tartisma basliklari yaratir.

Bir resim diizleminde birbiri lizerine
binen gérsel kadrajlarin yarattigi adeta
haliisinasyon hali ve algisal boyut, aslinda
goérmeye dair birikmis tiim arastirmalarin
da temel konusunu olusturur. Tolon, tiim
sanatsal seriiveninde organize etmeye
calistigi pas lekeleri ile resim sanatinin
geometri, kompozisyon, renk, bi¢im, doku
gibi temel elemanlari arasindaki iliskinin
imkan ve imkansizligina isaret eder. Farkh
ylizey ve uygulamalarda gergeklestirdigi
6lii doga serileri, bir zamanlar canli ve
go6ze hos goriinen seylerin, zamanla nasil
ciriiyebilecegini ve izledigimiz zamanin

doubts regarding accuracy of perception
versus what might be named the alluring
vision, seducing us to lose our sense of
direction and space. Our eyes discover
fresh planes with every new glance,
tracking each detail of the painting
to effectively complete it over again,
reveling all the while in the drunkenness
of the moment of seeing.

In fact, the almost hallucinatory
perceptive dimension generated by
the superimposed frames on the image
plane is in essence research on seeing.
Tolon addresses the possibilities and
impossibilities of the relation between
foundational elements of painting
such as geometry, composition, color,
form, and texture through the rust
stains, which she has
sought to organize
throughout her artistic
journey. Her series of
still-life paintings, with
their different planes
and compositions, are
intended to show that
there is a before and an
after to the moments
we observe, and how
things that are pleasing
to the eye in the moment
can decay with time.

The paintings visualize

the paradox of life and Glitch |
2006

147,5 x 137,5 cm

Tuval lizerine yaglhiboya
Oil on canvas

Dr. Nejat F. Eczacibasi
Vakfi Koleksiyonu

Dr. Nejat F. Eczacibasi
Foundation Collection
Uzun siireli édiing

Long term loan

death. The artist gestures toward the
illusion created by the present and its
inevitable disappearance. Color planes
that portray the same image open up to
a perceptive dimension that vexes our
memory and requires our readjustment,
every time.

For a long while the artist has been
depicting ghost towns, vast derelict
territories, and empty, deserted, barren
lands resembling war zones that
remind one of death. These deserted
and destroyed spaces signify places
we would find difficult to define. The
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oncesi ve sonrasinin oldugunu géstermeye
yoneliktir. Bu ¢alismalarindaki yanilsama,
yasam ve 6liim paradoksunu gorsellestirir. Bir
an i¢in varolan ve bir anda yok olacak olanin
yarattigi gorsel aldatmacaya isaret eder
sanatgl. Bu vizyonun farkl bir perspektifinden
yine ayni yere ulasir aslinda Tolon. Ayni
gorlintiiyl kuran renk planlari hafizamizi
tirmalayan ve her seferinde yeni bastan ayar
yapmamiz gereken bir algisal boyuta acilir.
Sanatg¢i uzun siiredir hayalet sehirler,
sahibi olmayan u¢suz bucaksiz topraklar ve
olimii hatirlatan savas meydanlari gibi bos,
terkedilmis, 1ss1z ve ¢orak arazileri goriiniir
kilar. Terk ettigimiz ve yiktigimiz bu mekanlar
da tanimlamakta zorluk ¢cekecegimiz yerlere
isaret eder. Marc Augé’nin bahsettigi “yer
olmayan yerler”i hatirlatir bu tanimsiz
mimari yikintilar. Tanidik gelen ama bir tiirlii
konumlandiramadigimiz, koordinatlarini
ve yerlesikligini tanimlayamadigimiz
peyzajlardir buralar. “Glitch” serisinde de
benzer sahnelemeler g6ze ¢arpar. Tolon
bilingaltimiza bir sekilde yerlesmis goériintiileri
yeniden goriiniirliige davet ederken, insa
anlarini unutmamaya gonlulliiligimuzle,
yikim anlarini hatirlamamaya ne kadar
yatkin oldugumuzu keskinlikle ortaya koyar.
Tek bir yikintinin farkli plan ve perspektif
acilarindaki renkli izdiisiimleri beliriyor resmin
derinliklerinde. Ust iiste, farkl kadrajlarla
yerlesen bu planlar, mimari ayrintilarini tam
olarak kestiremedigimiz, ¢ok yiizlii bir mekan
kurgusu dogurur. Amacini “birbirini silen
katmanlarin yeni gériintiiler yaratmasi ve
herkesin géziinde farkl seylerin olusmasi”
olarak ag¢iklar Tolon. Bu durumu da, kiibizmin
tersi olarak sunar: “Yani bir nesnenin bir¢ok
acidan goriintiillenmesinden ziyade, bir¢cok
goriintiiniin, fazla bilgi ve ayrintidan dolayi,
birbirini iptal ederek, neredeyse hafizada
bir sey birakmayacak kadar silik resimler
olusturmalarini saglamak. Bu tabii diinyadaki
olaylari herkesin goriisii ile ve insanlari
etkisiz, fikirlerini de gegersiz hale getiren bilgi
fazlaliklari ile ilgili... Bakiyoruz ama higbir sey
goérmiiyoruz. Bir sey gérmedigimiz icin de
karsimizdaki higbir sey ifade etmiyor.”

nondescript architectural ruins recall what
the French anthropologist Marc Augé
terms “non-places”—landscapes we

can’t situate, whose coordinates and
sediments we cannot articulate. Similar
phenomena occur in the “Glitch” series.
As Tolon invites images rooted in our
subconscious to resurface, she presses

on our tendency to remember moments
of construction and forget moments

of destruction. Colorful projections of
different stages and perspectives of a
single incident of wreckage appear from
the depths of a painting. Positioned

on different frames and on top of one
another, the arrangements generate a
multifaceted spatial composition. As
Tolon explains, her aim is “to create new
images through the layers that erase one
another and the potential development of
something different for each viewer.” She
describes this as the opposite of Cubism:
“to facilitate the development of images
obscure enough to not leave traces in
one’s memory due to excess information
and detail, which would cancel each other
out, rather than displaying an object from
several aspects. Of course, this is about
the surplus of information that pacifies
individuals and negates their ideas as well
as viewpoints on world events. We look
but we can’t see anything. And since we
can’t see, what’s in front of us makes no
sense.”

Glass and Mirror

Since the early 1990s, Tolon’s most
frequently utilized materials have been
glass and mirrors. Starting with her
still-life series, she has jabbed glass
surfaces, with their geometric clarity,
directly on her canvases or hung them
like frames in front of the paintings.

In these examples, the glass plates

impart a transparent permeability to the
canvas, calling attention to their own
embedded-ness. Conveying the impact of

Sen Soyle You Tell Me

Cam ve Ayna

1990’ yillarin basindan itibaren siklikla
kullandigi malzemelerden bir cam, digeri de
aynadir Canan Tolon’un. Oliidoga serilerinden
baslayarak geometrik netlikleriyle cam
yiizeyleri tuvaline saplar ya da bir ¢ergeve gibi
resmin 6niine asar sanat¢i. Bu 6rneklerde cam
plakalar tuval yiizeyine seffaf bir gec¢irgenlik
katar, yerlestigi bélgeye 6zel bir dikkat alani
kazandirir. Kiiciik, derme ¢atma bir kuliibenin
penceresi veya terkedilmis bir yapi blogunun
kirllmis artigi gibi bir etkiyle, akla yine mimari
bir konstriiksiyon ve insa fikrini getirir. Her
an yerg¢ekiminin etkisine kapilarak kendisini
ylizeyden birakacak gibi sakil duran bu
cam plakalar, izleyicisini “ya simdi kirilirsa”

a small, flimsy shed window or broken
remnant of a deserted building block,
the work again evokes architectural
structures and the idea of construction.
Positioned askew as if about to abandon
themselves to gravitational pull, the
glass plates create a tense atmosphere—
we can’t help thinking, what if it breaks?
Like protruding grass or hay, the glass
plates suggest desolate settlements that
have been ruined or burned down.

On the other hand, the mirror planes
that Tolon incorporates into her site
installations “Lots for Sale” (2007) or
“Colony” (2008) reveal a magical and
entertaining side of the visual illusion.
The large mirror plates envelop the
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Koloni

Colony

2008

Degisebilir boyutlar,
yaklasik

Dimensions variable,
approximately

295 x 205 x 60 cm
Ayna, ampul, yatak ve
¢im

Mirrors, light bulb,
mattresses and grass
Sanatgi koleksiyonu
Collection of the artist
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tedirginligiyle rahatsiz eden bir atmosfer yaratir.
Ot, saman gibi tuvalden umulmadik bir sekilde
fiskirarak yikilmis veya yanmis bir yerlesimin
virane goriintiisiinii hatirlatir.

Tolon’un “Satilik Parseller” (2007) ya da
“Koloni” (2008) gibi mekan yerlestirmelerinde
kullandigi ayna diizlemler ise gérsel
yanilsamanin sihirli, hatta eglenceli boyutuna
dair bir alan aralar. Bilyiik plakalar halinde,
hiicre benzeri, kiiciik geometrik mekanlarin
i¢c ylizeylerini bir duvar kagidi gibi kaplayan
aynalar, sonsuz bir déngii ve tekrar duygusu ile
bas doéndiiriicii bir uzay boslugu yaratir sanki.
Beyaz duvarin gévdesinde, neredeyse sadece
basimizi sokabilecegimiz biiyiikliikte bir yarigin
icinde, beklenmedik bir kozmos ile karsilasiriz.
Birbirini sonsuza dogru itiyormus duygusu
yaratan aynalarin yerlesimi, kaybettigimiz
gecmise ait bir goriintilyli hapsetmis gibi
durur. Kirli bir carsafin izerinde biten ¢cimenler,
sagi solu patlamis telleri s6kiilmiis bir yatagin
yasanmishigl, ugsuz bucaksiz bir topografyanin
icine hapsolmustur. Resimlerdeki yanilsama
burada gergek nesnelerle ete kemige
biirinmiistiir biirinmesine ama aynalardaki
sonsuz kopyalar bizi yine neyin ger¢ek neyin
sahte oldugu sorgulamasina iter. Aynalar
gorintiyli hem su ana hem de sonsuza
hapsetmistir. Goriintii sanki gegmisten gelip
gelecege uzanmaktadir. “Satilik Parseller”,
adindaki yiklii referanslarla, kent iginde yitirilen
dogal alanlara isaret ederken, “Koloni” ise
kontrol edilemez bir doganin siddetli bir sekilde
her seyi kontrol edebilme giiciinii akla getirir.
Doga, hizla niifuz eder, yapinti kiltiiriin terk
ettigi alanlari sarip sarmalar. Her iki 6rnekte de
Canan Tolon bu fikirleri bir temsile déniistiirir,
dekor aynalarin iginde ve dniinde mikro bir
diizen olarak dogayi yeniden canlandirir.

inner surfaces of these cell-like, small
geometric spaces like wallpaper, creating
a vertiginous spatial vacuum with their
cyclical and infinite repeatability. On the
body of the white wall we encounter

an unexpected cosmos inside a slit that
is only wide enough to accommodate
the viewer’s head. The positioning of
the mirrors is such that they seem to

be pushing each other toward infinity,
as if locked in an image belonging to a
past we have lost. Grass growing on a
dirty bedsheet and a worn-out bed, its
springs ripped out, are both enveloped
by an endless topography. The illusion

in the paintings has now been shaped

in flesh and bone, but we are still left

to wonder what is real and what is not
thanks to the infinite mirror reflections.
The mirrors cage the image in the present
and in infinity simultaneously—the image
belongs to the past but is now reaching
for the future. While “Lots for Sale”
refers to the loss of nature within cities,
“Colony” reminds one of uncontrollable
nature’s violent powers. Nature acts fast
upon areas abandoned by the culture of
artifice. In both examples, Canan Tolon
turns ideas into representations; the
decor reinvigorates nature as a micro
system inside and in front of the mirrors.

Diinyada Asla Il (triptik) (detay)
Never in the World Il (triptych) (detail)
1992

181 x 313 cm

Tuval lizerine karisik teknik

Mixed media on canvas

Oya - Biilent Eczacibasi Koleksiyonu
Oya - Bulent Eczacibasi Collection
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evrim aLtus Canan, yapitlardaki “fotograf”
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istiyorum, ne dersin?
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sevindim. Resimlerime dair a¢ikhik
getirilmesi gereken énemli bir konu varsa

o da herhangi bir mekanik veya fotografik
teknik kullanmiyor olmam. Kolaj veya
baskiya, ya da baska kopyalama, yansitma
ve gériintiileme yollarina basvurmuyorum.
Resimler fotografik algilaniyorsa ve (ge¢mis
veya giincel olaylara dair) édiin¢g imgeler
barindirdiklari saniliyorsa bu onlari algilama
seklinden kaynaklaniyor tamamen.

Biz insanlar, tipki bir bulmacanin
ipucunu arar gibi, kaos icinde tanidik bir
seyler bulma diirtiisiiyle hareket ediyoruz.
GOz derhal tuvalin yiizeyinde bir arayisa
koyuluyor ve tanidik bir seyler buluncaya
dek durmuyor. Oyle bir seye rastladiginda
da bir tasavvur ya da imge insa etmeye
bashiyor. Zihinde bir hikaye beliriveriyor.
Bu ka¢inilmaz bir seyir ve kontrol
etmesi imkansiz bir diirtii. Herkesin
deneyimi, serbest ¢cagrisima ve onu
belirleyen kisisel referanslara bagl olarak
degisiklik gosteriyor. Resmin yiizeyine
yaklastik¢a, gdondermeler tasiyan kimi
muglak goérintiiler beliriverebiliyor. Oysa
rastgele boya birikintileri, lekeleri ve
izleri gérmeye basladiginizda, éncesinde
¢ok net bir sekilde gordiigiiniizii
sandiginiz imge de ¢oziiliip dagiimaya
bashiyor. Keskin ve bulanik sekilleri bir
araya getiren bir teknik kullanmam,

of my paintings that needs clarification,

it is that | do not use any mechanical or
photographic techniques. No collages, no
prints, or any other reproduction, projection,
or screening. If the works are perceived

as photographic and if they trick you into
believing that they are borrowed images (of
past or current events), it is purely because
of the way you look at them.

As humans, we all have this inherent
urge to decipher something familiar within
chaos, the way we pick out a clue in a
puzzle. At first glance the eye will wander
on the surface of the canvas and will not
rest until it finds something recognizable.
And when it does, it will start building a
vision, an image. A narrative will pop up
into our mind. This is inevitable, an impulse
impossible to control. Each person’s
experience will differ depending on what
is perceived as a result of free association
and the personal mental references that
inform it. Some suggestive, vague visions
may appear instantaneously as you come
closer to the surface of the painting. But
when you start seeing the random splashes,
stains, and marks of paint, the image you
thought you saw so clearly will begin to
dissolve. The technique | use, which is a
combination of sharp and fuzzy shapes,
causes a visual push-pull not unlike that of
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getirdiyse, ayni zamanda izleyicinin

her tiir tasvir icinde anlati arayisini

da siddetlendirdi. Ornegin kavramsal
sanat insanlarin anlati beklentisinden
istifade ediyor. Sanat algisi zamanla
farkhlastigindan sanatc¢ilardan beklenen de
degisiyor.

Serginin ismi “Sen Soyle”yi sizden ilk

kez duydugumda aklima modern sanat
tarihinin taninmis simasi Marcel Duchamp
geldi. Ciinkii kendisi bir keresinde, “Sanat
eserini, ona bakan ortaya cikarir,” ifadesini
izleyiciden yana kullanan biriydi...

Ben de dyle diisiinliyorum. Sanat

yapiti izleyiciden bagimsiz sekilde

var olamaz. Vladimir Nabokov,

“Kitabinizi yayimladiginizda ve biri onu
okudugunda yapit artik sizin olmaktan
¢ikar ve okuyucuya ait olur,” gibi bir

sey demisti. O kadar dogru ki. Sanat
yapitindaki bu davete, bilhassa da
yaratici siiregte izleyicinin roliiniin g6z
oniine alinmasi ¢ok hosuma gidiyor.
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If the photographic image brought about

the “end of painting,” it also intensified the
viewer’s expectation of a narrative in imageries
of all kinds. Conceptual art, for instance, makes
use of people’s expectations of a narrative. As
art appreciation changes with time, what is
expected from artists has changed as well.

When | first heard the title of the exhibition,
“You Tell Me”, | immediately thought of
Marcel Duchamp, the pioneering artist from
the history of modern art. He once said that
the artwork “is a product of two ‘poles’—there
is the pole of the one who makes the work,
and the pole of the one who looks at it. | give
the latter as much importance as the one who
makes it.”

| agree. An artwork does not exist without its
viewer. Vladimir Nabokov said something like,
“Once you publish your book and someone
reads it, it is no longer yours; it belongs to the
reader.” That is so true. | very much like the
invitational aspect of an artwork, especially
the kind that considers the viewer’s part in

fotograftaki alan derinligine uzak photographic depth of field. The paintings Duchamp’in yapitlarindaki bilmece the creative process. isimsiz
saylimayan bir gérsel gelgit yaratiyor. are photogenic in the way they emit light, boyutuna varabilmek i¢in izleyicinin One is expected to participate in :Jgn;',tled

Resimler, karanligin icinden 1sik yayma
sekilleri bakimindan fotografik; fotografik

from dark, which is what triggers this
impression of photographic reality. What

tahmin oyunlarina katilmasi gerekir. O,
yapitlarinin adlarini biiyiik bir dikkatle

Duchamp’s guessing games in order to
appreciate the riddle-like aspect of his

Mylar lizerine yagh kalem
Qil stick on mylar

20 x 26 cm
gercgeklik hissini tetikleyen de bu. Onlar you may see in them is what you add belirliyordu. Calismanin temelindeki oeuvre. He chose his titles very carefully—the isimsiz
her ne kadar soyut ve anlatidan uzak mentally, as well as visually, despite the fact fikir yapitin nihai halinden ¢ok daha idea behind the work being so much more Untitled

1996

olsalar da, izleyici zihinsel ve gorsel
olarak kendi kattiklarini gérebiliyor orada.

that my paintings are primarily abstract
and nonnarrative.

onemliydi. Davetkar, muglak ve ciiretkar
s6z oyunlari da nihayetinde bulmacalar i¢in

important than the finished product. The
enticing, obscure, cheeky puns end up being

Mylar lizerine yagh kalem
Oil stick on mylar

Gorselligin gitgide éne ¢iktigi bir Since we live in an increasingly visual ipuclar halini aliyor. Kavramsal sanattaki clues to the riddles. The storytelling aspect 36 x 43 cm
diinyada siirekli harita, isaret, simge, world, our expectation to find references anlatisallik karsisinda, sayet bir adlan in conceptual art makes me wonder if the Ls":tslizd
ntitle
reklam, belgesel veya fotograflara maruz is augmented by our constant exposure olmasa yapitlar “kavramsalliktan” ¢ikar works would cease to be “conceptual” if they 1996

kalmamiz génderme beklentimizi artiriyor.
Fotografik teknik “boyanin sonunu”

to maps, signs, symbols, advertisements,
documentaries, photographs, and so on.

Sen Soyle You Tell Me

mi diye diistinliyorum. O zaman da soyut
addedilirler mi?

had no titles. Would they then be considered
abstract?

Mylar lizerine yagl kalem
QOil stick on mylar
36 x43 cm
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Gecmissiz Gelecek
i¢in desenler
Drawings for

Futur Imparfait

her biri each
1986-1999

Mylar lizerine
miirekkep ve kalem
Ink wash and crayon
on mylar

36 x 28 cm
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Bu konu lizerinde durmak istedim ¢iinkii
resimlerime neden ad vermedigim sik sik
sorulur. Sergilere ve yerlestirmelerime ad
veriyorum ama resimlerime neredeyse
hicbir zaman ayn ayri adlar koymuyorum.
Cinkii (yazilan veya sdylenen) sézciiklerin
hem izleyicinin serbest ¢agrisim
deneyimine engel teskil ettigini hem de
yapitlarin soyut dogasi a¢isindan ¢eliski
yaratacagini diisiiniiyorum. izleyicilerin
gorsel deneyimleri ve katilimlari
yapitlarimin bir parg¢asi oldugundan, metin,
ad veya soézciiklerle miidahale etmekten
olabildigince kagcinmak en iyisi bence.

Bu sergiye “Sen Soyle” adini verirken,
s6ziin yalnizca bende olmadigini
belirtivorum. Ayni zamanda baskalarinin
sozlerine de kulak verdigimi vurgulamak
istiyorum. Ayrica, insanlarin ne isterlerse
onu goreceklerinin de farkinda oldugum
icin bunun lizerinde herhangi bir kontroliim
olamaz. Resimlerim ne kadar soyut olursa
olsun birileri yine de amag¢lananlardan uzak
veya onlarla ¢elisen seyler gorecektir. Bu
beni hi¢ rahatsiz etmiyor. Calismalarinizi
sergilediginizde, yapitlarinizdan
uzaklagsmaya basliyorsunuz. Bu agir bir siire¢
de olsa bundan kagmaniz miimkiin degil.

1980’lerin basinda konu olarak
insan bedenine ilgi duyuyordum.
Genel anlamiyla istismar ve somiirii

| bring this up because I'm often asked

why | don’t give titles to my paintings. |
title the exhibitions and my installations,
but almost never my paintings individually.
This is because | consider words (written
or spoken) are not only a hindrance to

the viewer’s free-association experience,
but also are contradictory to the abstract
nature of the work. Because viewers’ visual
experience and participation are part of my
work, | think it best to interfere as little as
possible with texts, titles, or words.

By giving this show the title “You Tell
Me”, | am implying that | don’t want to be
the one who does all the talking. | am saying
that | am also listening. | am also aware that
people will see whatever they please, and
| have absolutely no power over that. No
matter how abstract my paintings may be,
someone will still see something in them
that could be unintentional or controversial.
And | don’t mind that at all. When you hang
your work in an exhibition, you start to
disown it slowly but surely.

The human body used to be my source of
interest in the early 1980s. | explored subjects
such as abuse in a broad sense, as well as
exploitation. After a few years | came to the
realization that the work was being mostly
perceived as self-portraits, probably because
of a correlation people saw with my physical

Sen Soyle You Tell Me

gibi konulari sorguluyordum. Birkag¢ yil
icinde, muhtemelen fiziksel durumumla,
¢ocukluktaki bir hastaligin bedensel
yansimalariyla bag kurulmasindan &tiirii
yapitlarimin cogunlukla otoportre gibi
algilandiklarini fark ettim. insanlarin ben
ve yapitlarim arasinda bdyle dolaysiz

bir kisisel bag kurmasi oylesine dikkat
dagiticiydi ki ayni sekilde ¢alismaya
devam edemedim. Hikaye anlatimina

ne kadar 6nem verildigini o zaman iyice
fark ettim. Bana ait olmayan, yansitilan
bir hikaye s6z konusuydu ve bunu

hi¢ istemedim. Dolayisiyla figiiratif
calismalardan yavas yavas uzaklastim. ilgi
alanlarim ve meselelerim ayni kalmakla
birlikte, daha az mahrem ve daha genis
bir baglama tasindilar. Daha biiyiik resim
ve yerlestirmelerde, insan bedeniyle ayni
yikleri, yani istismar ve soOmiiriiyii tasiyan
manzaralar lizerine ¢alistim. Birebir Sl¢ekli
yerlestirmelerimde figiiriin yerine izleyici
gecti ve onun deneyimi hikayenin kendisi
halini aldu.

Bir resim her tiir yoruma ac¢ik bir
penceredir. Ne yazik ki yorumlar, 6n
yvargiya da sevk edebilir. Sanat¢ilardan
ortaligi karistirmalari bekleniyor; fakat
bir yandan, yarattiklari rahatsizliklarin
sonuglariyla yiizlesip, darbeleri
gogiislemeleri de isteniyor. Bir kapiyi
acarken bir digerini kapatiyorsunuz. Tipki

condition—the result of a childhood illness
that has marked my body. This direct personal
connection that people made between me and
my work was such a distraction that | couldn’t
continue working in that vein. This is when
| became very conscious of the importance
people give to storytelling. The story was not
mine, but it was made such via projection, and
| did not want that. So | slowly moved away
from figurative work. | maintained my existing
interests and concerns but in a broader less
intimate context, working on larger paintings
and installations, landscapes that bore the
same burdens as the human body: abuse and
exploitation. The viewer replaced the figure
in my full-scale installations, and his or her
experience became the narrative.

A painting is a window open to all
sorts of interpretations. Unfortunately,
interpretations can also encourage prejudice.
While artists are expected to stir things up,
they are also expected to absorb blows and
face the consequences of the disturbances
they create. When you open a door, you
close another one. Like revolving doors.
This makes me think of that ingenious door
Duchamp installed in his Paris apartment,
which was never shut or open; it was always
both shut and open at the same time.

If there is a slight tone of resignation in

the title of my exhibition, there is a little bit
of that, too.

Marcel Duchamp

Kapi: Larrey Caddesi

Door: rue Larrey
1927

Canan Tolon
Manége, 2019

Marcel Duchamp
Merdivenden inen
Ciplak (no 2)

Nude Descending a
Staircase (no 2)
1912
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doner kapilar gibi. Duchamp’in Paris’teki
dairesine yerlestirdigi dahiyane kapisi
animsatiyor bu bana. Ne acilir ne de
kapanirdi; ¢ilinkii ayni anda hem ag¢ik hem
de kapaliydi. Sergimin bashiginda hafif bir
boyun egme hissediliyor olabilir, dogrudur.

Yani ilk bakista, izleyici ile yapitin
lizerinden bas basa kaldigin durum, onun
ényargisi oluyor, denebilir mi? Sen, “oteki”
ve dahi eserin, kendi iclerinde bir araya
gelme veya gelmeme iizerine yasadigi

bir tansiyon ortaya cikiyor. Cinkii bu
unsurlarin her biri de “kendi”’lerine sahip
ctkmanin derdinde olabiliyor.
Calismalarimin fazlasiyla sessiz oldugunu
disiniiriim hep, ¢linkii sanat liretimi benim
icin yalniz bir siire¢. Yalniz ¢alisiyorum,
asistanlarim yok. Yapitlarim iiretim
siirecindeki zihin halimin yansimalari
olmakla birlikte kendine odaklanma veya
kendi Gizerine diisiinme s6z konusu degil.
Aksine, tipki akip ge¢en manzaralari
yansitmak lizere farkh acilarla yerlestirilmis
aynalar ya da yon degistiriciler gibi, baska
seylere isaret ediyor ve dikkati benden
uzaklastiriyorlar. Zamanla, yapitlarimdaki
slikGnetin biraz azaldigini, onlarin gitgide
daha kaotik olmaya yiiz tuttuklarini fark
ediyorum. Yine de sessiz olduklarini
disiinliyorum; ancak bu, huzursuz bir
sessizlik: bir firtinanin goézii kadar sakinler.
Yikli bir gerilim ve apacik hissedilebilen
bir basin¢ var. Resimler birlikte
sergilendiginde bu daha da belirginlesiyor;
zira gorsel a¢idan birbirleriyle etkilesime
giriyorlar ve sesleri yiikseliyor.

Higcbir seyi temsil etmiyor, hicbir seye ait
bulunmuyorlar.

Resimler basta kaotik goéziikebilir. Ancak
uzun yaratim siirecinde kimi tanimlara
kavusabiliyorlar. Bu siirecin yapitlar
tamamlandiktan sonra, érnegin izleyici
karsisina ¢iktiginda da devam ettigini
umuyorum. Boya katmanlari arasinda bir
seyler gérmek biraz zaman, dikkat ve
biraz da katilim gerektirebiliyor. Kahve

ea Would it be fair to say that the situation you
find yourself in with the audience by way
of the artwork is actually the bias of the
audience? A certain tension arises when you,
“the other,” and your work are able or unable
to come together. Because each of these
elements tends to be on the lookout for its
“own” stakes.

ct | have always considered my work extremely
quiet, because art making is a lonely process
for me. | work alone; | do not have assistants.
Although my work reflects my state of mind
when | am creating it, it is not self-focused or
self-reflective. Instead, it points at things and
directs attention away from me, like mirrors
placed at angles to refract fleeting vistas or
like deflectors, if you will. With time, | am
noticing that my work is getting a bit less
quiet, more and more chaotic. | would still
consider it quiet, but in a disturbed sort of
way, and as peaceful as the eye of a storm.
There is an electrical tension, and urgency
is palpable. This becomes more apparent
when the paintings are exhibited as a series
because they bounce off of each other
visually and become louder.

ea They don’t represent anything, and they don’t
belong to anything.

ct The paintings may appear chaotic at
first. However, they may gain some kind
of definition during the lengthy creative
process. | would like to believe that this
process prevails long after their completion—
when they are being looked at, for instance.
It may take time and attention to read
something within the paint layers, and some
participation also. It is not unlike reading
coffee grounds, or interpreting cloud
formations. Storytelling is essential in Turkish
culture, and therefore one should expect
narrative to have a significant role in art in
general. The dichotomy between abstract
art and conceptual art is almost nonexistent.
As a matter of fact, | myself used coffee
grounds as a medium of expression in some
past works, expecting the viewer to give me
a reading of them.

Sen Soyle You Tell Me

EA

EA

cT

telvelerine bakip hikayeler okumak ya

da bulutlarin sekillerini yorumlamaktan
¢ok farkh degil. Hikaye anlatmak Tiirkiye
kiiltiiriiniin vazgeg¢ilmez bir kismi;
dolayisiyla insanlarin sanatta anlatinin
onemli bir rol oynamasi gibi bir beklentileri
oluyor. Soyut sanat ile kavramsal sanat
ayrimi yok neredeyse. Aslinda ge¢gmiste
bazi yapitlarimda ifade araci olarak kahve
telvesi kullandigim ve izleyiciden onlari
yorumlamalarini bekledigim oldu.

Metin ve imge arasinda bir dayanisma
oldugunu séyleyebiliriz yani...

Evet, bir tiir s6zsiiz okuma ya da otomatik
yazi gibi; zira bastaki i¢gilidiisel siiregte
tesadiifiin biiyiik rolii var. Boya ve

vernik katmanlarinin zamanla iist liste
birikmesi yapitlari fotografa benzer bir
hale tasiyor ve bu da gorsel bir anlati
baslatiyor. A¢ciklamasi gii¢. Ne zaman

dile dokmeye kalkissam yapitlarin
silindigi hissine kapiliyorum. Sanki bu
sekilde onlari, aciklamalarin alelade
orneklerine - illiistrasyonlara - indirgemis
oluyorum. Halbuki tam tersi olmali. Yine
de anlati ka¢inilmaz ve bu da Nabokov’un
yapiti diinyaya salarak miilkiyetinden
vazgecmeye dair sdylediklerine gotiiriiyor
bizi yine.

Ciinkii tanimladiginda da bir tiir sahiplenme
durumuna giriyorsun ve psikolojik bir
aidiyet de yasiyorsun.

Bir ad verdiginde bir sekilde sahiplenmis
oluyorsun. Sonra da anlatiya inanmaya
basliyorsun ve o senin hikayen oluveriyor.

Bu tuhaf diisiinme siireciyle birlikte

insanin gorisleri gercekligine déniisiiyor
gitgide. Birkag¢ yil 6nce Los Angeles’ta
“LIKE” (gibi) bashgiyla sergilenen
resimlerimde bu konuyu ele almaya ¢alistim.
So6zciigiin ingilizcede birden fazla anlami
bulunmasindan yararlandim. “Bir seyin bir
digeri gibi géziikmesi” anlaminda oldugu
gibi, benzerligi ifade etmek lizere sarf edilen
bir s6z bu. Ayni zamanda sosyal medyada
yakinlik ifadesi olarak yaygin sekilde
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isimsiz
Untitled
1996

86 x 76 cm

So we can say that there is correlation

between text and image.

Yes, it is some kind of nonverbal reading, or
a type of écriture automatique, as chance
plays a big part in the instinctive process in
the beginning. The gradual buildup of layers
of paint and glazes give the works their
photographic resemblance, which initiates

a visual narrative. It’s hard to explain. | often
feel my works become undone every time

| try to do so. It is as if | turned them into
mere illustrations of their definition, while

it should in fact be the other way around.
Nevertheless, the narrative is inexorable, and
this brings us back to Nabokov’s comment
about giving up ownership of your work
once it is released into the world.

Because when you define it, you are
simultaneously claiming ownership.
Psychologically you feel a sense of
belonging.

Once you give it a name, somehow you
claim a certain ownership. And then

you start to believe in the narrative; it
becomes your story. This peculiar thinking
process gradually turns your opinion into
your own reality. | tried to address this in
“LIKE”, a series of paintings exhibited in
Los Angeles a few years ago. | leveraged
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Keten lizerine akrilik ve
kahve telvesi

Acrylic and coffee
grounds on linen
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kullanihyor. Tek bir tiklama ile bir seyleri
“begen”ebiliyorsunuz -“like’lamak”-ve
neleri “begen”diginiz toplum goéziinde
sizi belirliyor. “Like”/*“Gibi”, giinliik
dilde fazlasiyla kullanilan bir dolgu
s6zciigili de ayni zamanda. Duraksamak,
s6zil isaretlemek ya da gorsel bir seye
gonderme yapmak ic¢in kullanihyor.
Goriintiilii denebilecek derecede tasvir
odakli bir konusma bigimi. Boslugu,
hayali olmakla birlikte tanidik bir seyle
dolduruyor. Sergi lizerine bu kavrami
disiinerek calistim. Bu kii¢ilik s6zciigiin
degisken anlamini Tiirk¢ceye birebir
¢evirmek gii¢ biliyorum ama sézlii dilde
tekrar tekrar kullanilan ve gorsel yonii
zengin olan bu sézciigii sergi bashgi igin
son derece uygun buldum.

ea Burada “ikizlik”, benzerlik meselesini
vurgulamak istiyorsun...

ct Zihnimiz dyle ¢alismiyor mu?
Gordiiklerimizi zihnimizin engin imge
havuzunda biriktirdigimiz gorsellerle
iliskilendirerek irdeleme, baglar kurma ve
eslestirme ihtiyaci icindeyiz siirekli. Bir
referans beliriyor ve bulmacayi ¢6ziime
kavusturan ya da parc¢ali anlatiy1 daha
da karisik hale getiren bir baglanti 6ne
siiriiyor.

ea Neredeyse, bir “virgiil” gibi.

ct Evet ama belki daha da fazlasi. Ciimlenin
lic noktasi o; li¢ noktanin isaret ettigi
askida kalma hissi. Ya da bir film
makarasinda atlamaya yol acan ve size
onarma ve zihinsel bir tamliga ulasma
istegi veren eksik parca.

ea “Gibi” / “Like” kelimesinin benim bakis
acimda yarattigi bir diger izlenim de su ki,
gencgler, bu kelimeyi siirekli kullanarak adeta
ilgili kavram ve durumlarin adeta tiim yan
anlamlarini da siirekli biriktirmis oluyor.
Her tiirlii benzetme ve yan anlami “13yik” /
“like”’; bu benzerlik de ilging, goriiyorlar.

cr ilging. Gonderme yapmanin benzetme
yapmakla ne kadar kolayca karistirilabilecegini

the word’s multiple meanings in English.

It is used to indicate similarity, as in,
“something looks like something else.” This
word is also widely used on social media to
express affinity. In one click you can “like”
something, and what you “like” defines you
in the public eye. “Like” is also an overused
filler word in spoken colloquial English. It

is used to pause, to punctuate, and also to
refer to something visual. It is an illustrative
form of speech that seems almost visual,;

it fills a void with something imagined yet
familiar. | worked on the show with this
concept in mind. | know it is difficult to
translate this tiny word’s shifty references
into Turkish, but | found its repetitive use in
the spoken language, and its optic aspect,
perfectly fitting.

ea Here you want to emphasize “likeness,” the
issue of similarity.

ct Isn’t it the way our minds work? It is our
relentless need to explore, refer to, and
match what we see relating to the visuals we
have stored in our vast mental image bank. A
reference will emerge and suggest a link that
either resolves the puzzle or further confuses
the fragmented narrative.

ea Almost like a comma.

ct Yes, but maybe more. It is the ellipsis,
the suspension indicated via three dots
of punctuation. Or the missing part of
a film reel that makes the film skip, and
makes you want to mend and complete it
mentally.

ea /t also seems to me that young people tend
to use the word “like” so often, thereby
accumulating its connotations and concepts
related to it. They find each comparison and
connotation worthy/like/similar.

ct That is interesting. Of course, this
also shows how making a reference
can easily be confused with making a
comparison. Some comparisons can be
quite superficial, and yet stick like a candy
wrapper to the sole of your shoe. In this
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de gosteriyor tabii. Bazi benzetmeler epey
ylizeysel olabiliyor; yine de sakiz gibi
ayagdiniza yapisip kaliyorlar. Sanat diinyasinin
bu koca kalabaliginda benzerlikler ve
ortakliklar olmasi bizi sasirtmamali. ®rnegin
yapitlarim hi¢ tanimadigim sanatg¢ilarin
¢alismalarina benzetilir kimi zaman. Ve bir
kez béyle bir bahis oldugunda ayni seyi
biktirici bir siklikla, tekrar tekrar duymak

ve yapitlarinin, tanimadigin sanatgilarin hig
bilmedigin calismalariyla iliskilendirilmesine
mecburen seyirci kalmak durumundasin.

ea Yani yaratirken daha ziyade kuskucu ve
deneysel oldun...

ct Yapitlarimin temelinde merak ve siiphe
oldu daima ve bu, yerlestirmelerimde
daha da 6ne cikiyor. Biliyorsun
¢alismalarim hep deneyseldir.
Ozellikle de canli ve bozulabilen
malzemeler kullanirken en yakin
dostum rastlantidir... Resim ve
yerlestirmelerimdeki belirsiz siireglerin
ve hesapsiz serbest tekniklerin getirdigi
beklenmedik sonuglar izleyiciyi siiphe
duymaya ve sorular yéneltmeye itiyor.
Canli mi? Benim gordiigiimii sen de
goriiyor musun? Neresi burasi? Bu
gercek mi yansima mi? Fotograf ya da
baski mi? Hayali seyler mi gerg¢ek olaylar
mi bunlar? Yapitlarim sergiden sergiye
siirekli degisir ve her seferinde baska bir
hal aliyor da olsa, bu yénleri hep ayni
kalmistir. Bastan beri ¢alismalarimda
siiregiden temel bir hat bu.

ea Yapitlarin ayrica, bana iki tarafli kapilart
animsatiyor. Hatta su Western barlarinin
kapilarini... Cinkid her iki yénde de ¢ok
fazla “entropi” ve “empati” giidiiyorsun.
Ve bir tarafi tutmaktan yana da degilsin.
Kendi tarafsizliginda israr etmek
istiyorsun; bir yandan da oteki yani,
tipki bizlerin yanini da sakindigin kadar,
ayrica kollamaya calisiyorsun. Seytanin
avukatligini yaptigimizda, ayrica zorlukla su
da séylenebilir ki, eserlerin, izleyicisinden
ciiret talep eden eserler de ayni zamanda.

EA
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very crowded art world, similarities and
commonalities are to be expected. For
example, my work has sometimes been
compared to artists’ | have never heard
of. And once mentioned, you can be
sure to hear the comparison again and
again, ad nauseam, and you will be stuck
watching your work piggybacked onto
totally unfamiliar work made by artists
unknown to you.

So you are rather doubtful and experimental
as you are creating.

Curiosity, as well as doubt, have always been
leading forces behind my work, and this
becomes more apparent in my installations.
As you know, my work has always been
experimental. Chance is my best friend,
especially when | use living and decaying
materials. The unpredictable processes and
unplanned, random techniques that | use

in my paintings and installations produce
unexpected results that challenge the
viewer to doubt and raise questions. Is it
alive? Do you see what | see? Where is this
place? Is it reality or a reflection? Are these
photographs or prints? Are these imaginary
or actual events? And so on. Even if my
work seems to be constantly changing,
drastically different from exhibition to
exhibition, these characteristics remain
constant. This is the conductive thread that
has run throughout my work from the start.

Your works also remind me of double-
sided doors—better yet, those bar doors

in Western films—because you harbor
entropy and empathy at the same time.
And you’re not one to take sides. You want
to insist on your neutrality, while you want
to look after and protect the other side just
like you do for us. When we play devil’s
advocate, we can also claim that your
works also demand audacity from their
audience. It’s as if they require the boldness
necessary to dive down into the sea or

off a cliff. I'm talking about that feeling of
becoming accustomed, beginning to savor
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Sanatgi bir yapiti lizerinde
calisirken
Avrtist at work

Sol Left
© Gisele Bousquet, 2016

Sag Right
© Jeannie O’Connor, 1992

Bir u¢uruma, ya da denize dalmanin
getirdigi cesareti ister gibi bir durum bu. O
ilk adimdan sonra bir bicimde alisip, bunun
tadini cikardigin bir histen s6z ediyorum.
Bunun ayrica kiside yarattigi psikolojik

bir keyif de var; tipki Lego oyuncaklarinin
verdigi yaratici hisse benziyor. Bu imgelere
uyum saglandikca, daha fazlasi talep
edilebiliyor. Bir nevi “entelektiiel oyuncak”
olarak da bakiyorum bunlara ben...

Bazilari onlari oyunbaz, bazilari ise
tehditkar veya kaotik buluyor; senin
go6zlemlerin de bana uzak gelmedi.
Duyumsal goézlemler bunlar aslinda. Bence
yapitlarimi belirleyenin de bu tiir gézlemler
olduklarina eminim. Zamanla kendilerine
has belirli dogalari yok olup gittiginde

ve belirsiz hatiralara dénistiiklerinde

bu duyumsal izlenimler kalir umarim.
Soéylesimizin ardindan eve dondiigiinde her
birini hatirlayacak misin? Bazi kisimlar yitip
gidecek, bazilari da kalacak muhtemelen:
Onlara dair diisiincelerini animsayacaksin,
ama eminim hig¢birini betimlemen

miimkiin olmayacak. Tam olarak bunu

ifade etmek istedim. Calismalarimdaki

bir kaleydoskopu andiran yon, hareket
halindeki déner kapilar gibi bir izlenim
birakiyor, ¢linkii g6z, yerlestirmelerdeki
yansitici malzemelerin yarattigi kirilmalarla

CcT

the moment after that initial step. There is
also the psychological pleasure this creates,
similar to the sense of creativity stimulated
by Lego blocks. Once you accommodate
yourself to these images, you can demand
more. | also consider these as some sort of
“intellectual toys”.

Some would find them playful, while

others would find them threatening or
chaotic, but | think your observations are
not too farfetched. These are actually
sensory observations. | am pretty sure

that such observations are what define

my work. While with time their specific

and precise nature will dissipate and
become vague memory, | hope that these
sensory impressions will prevail. Would

you remember each of them when you go
home after this interview? Parts will be

lost, and parts will possibly remain; you

will remember what you thought about
them, but I’'m sure you will not be able

to describe any of them. And that is my
point exactly. The kaleidoscopic aspect

of my work does give that impression

of a set of revolving doors in movement
because your eyes jump around the surface
of the canvas misled by the refraction

of the slick materials in the installations.
The contiguous spaces | create in my
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yoldan ¢ikarak tuvalin etrafinda dolasiyor.
Yerlestirme ve resimlerimde meydana
getirdigim bitisik alanlar yanilsamalar
yaratiyor; haliyle aldaticilar. Ozellikle de
daha biiyiik resimlerde, ¢ok sayida odak
ve kagis noktalariyla sonsuz mekanlar
insa etmem yapitlara mimari nitelik
veriyor. Dogrudan yerdeki tuval (izerinde
calistigimdan onlari kelimenin tam
anlamiyla insa ediyorum diyebilirim.
Yergekimi, akiskan nitelikteki teknigime
yardimci oluyor ve kullandigim, epey agir
malzemelerle ¢alismayi kolaylastiriyor.
Astarsiz, bos bir tuvalle baslar ve katman
lizerine katman insa ederim. Bos tuval
beni ¢ok etkilemistir hep; ¢linkii hem
miithis bir heyecan hem de derin bir kaygi
kaynagidir. Giivenlik agina ihtiya¢ duyan
bir trapezci gibi, istikrarsiz bir sekilde
boslukta asili oldugumu hissederim. Basta
etrafta bana kilavuzluk edebilecek higbir
sey yok ve bu beni diisiisiimii yumusatacak
ilk hamleyi yapmama zorlar. Boylece
tutunacak bir seyin olusmasina yol agar. ilk
izi olusturdugumda, ardindan bir ikincisi ve
digerleri gelir ve nihayetinde, o sersemletici
diisme hissi gitgide dagilir. Yiizeye ¢iktigimi
ve orada salinmaya basladigimi hissederim.
Dedigin gibi, bu siireg¢, sakin ve raksedilen
bir yiizeyin derinliginde akan karmasik
saydam katmanlarin iist Gste binisi, bir
kinetik etki tetiklemesine sebep olabiliyor.

ea Resmi iirettigin ana ve kullandigin dogal
malzemelere geldigimizde, yiizey ve
atmosferi de gézeten, organik bir sey
yaptigini goriiyoruz, e zaten, doganin kendisi
de hem organik, hem de inorganik bir
fenomen. Doga dokusuna baktigimizda bir
agac sirtinda ne gériiyorsak, aslinda senin
resminde de bu var. Veya bununla birlikte bir
topraktaki arkeolojik kalintinin daha derinde,
toprak olan ile iliskisine baktigimizda, ayni
sey var. Yaptigin islerin béyle bir referansi
yok mu? Sana énceden ilettigim sorulardan
biri de buna ydnelikti animsarsan...

crEvet, doganin kendi seyri var. Bu seyir
oylesine belirli ki tepkinin ne olacagi tahmin
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installations, as well as in my paintings,
are illusory and therefore deceptive. Their
architectural characteristic comes from
the way | build infinite vistas with multiple
focal and vanishing points, especially in
the larger paintings. | literally build them
around me as | hover directly above the
canvas laid on the ground.

Gravity facilitates my technique, which
is fluid, and the materials | use, which are
quite heavy. | start with a blank canvas,
unprimed, and build on it layer by layer.
Blank canvases impress me always,
because they are both exhilarating and
nerve-wracking. | feel | am hanging
precariously in the void, like a trapeze
artist in desperate need of a safety net.
There is nothing in sight to guide me at
first, and that pushes me to make the
first splash to soften the fall; something
to grab on to. Once | make the first
mark, then the second one follows, then
another one, and another one, and finally
the dizzying, sinking feeling dissipates.
| am brought to the surface and begin
to float. This process can trigger a
kinetic effect, as you say, by the multiple
translucent layers that seem to run like
undercurrents below a quiet, reflective,
liquid surface.

When we look at your moment of
production and the natural materials you
use, we see that you are making something
organic that takes into account the surface
and the atmosphere. After all, nature itself
is @ phenomenon that is simultaneously
organic and inorganic. When we look at the
texture of nature, what we see on the bark
of a tree is actually what is in your painting.
This is also what we find when we look at
the relationship between archaeological
remains and the soil down below. Do your
paintings carry such references?

Yes, nature has its own program. The
program is so strict that one can anticipate
what the reaction will be, but the outcome
is always unpredictable. You can use the
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edilebiliyor, ancak sonug hi¢bir zaman
ongoriilemiyor. Ayni malzemeleri tipatip ayni
formiille ve ayni diizen iginde kullanabilirsin
ancak sonugta ortaya ne ¢ikacagini asla
ongoéremezsin. Doga ile ¢calismak insani
tesadiiflere, eger sansliysa da onu hos
tesadiiflerle karsilastirir. Ornegin ¢im tohumu
ve su gibi dogal malzemeler kullandigim
zaman sonu¢tan epey emin olabiliyorum.
Koklenip biiyllyecegini, sonra tohumlardaki
enerji tilkkendiginde de 6lecegini biliyorum.
Metalin paslanip er ge¢ karacagini, tuvallerin
¢lirliyecegini de biliyorum. Dogal siireg,
baska bir tepki dongiisiinii tetikleyecek

olan entropi anina dek, istikrarsiz gii¢leri
dengelemek iizere olanca hiziyla akiyor.
Benim amacim ise bu izleri tuvale aktarmak
ve yasamlarinin en verimli hallerinde
yakalayip miihiirlemek, miicadelelerini géz
oniine sermek. Bahsettigim malzemelerin
her birinin kendi i¢cinde bir giicii var ve bu,
birbiriyle bir itis kakis iginde bulunduklari
ortam Oylesine siddetli ki, bu direnis derin
izler birakiyor tuvalde. Bu varolusu siirdiirme
giicii ve bozulusa diren¢ tanikliklari beni hep
cezbetmistir. insanlik dogal ¢cevreyi sémiiriip
tiiketmek ve yikmakla fazlaca mesgulken
¢ogu zaman g6z ardi edilen bu sessiz déngii
beni derinden etkiler.

Kirlilik, hava hareketleri, yogunlasma,
Is1, asidite, nem, riizgar ve zaman gibi
etkenler siirecte 6nemli bir rol oynuyor;
zira tuvalde yasanan kisa émiirlere katkida
bulunuyorlar. Bu izler, onlari miihiirleyen
boya katmanlari arasina sikismis, zaman
ve mekanda donakalmis anlik hikayelerdir.
Dolayisiyla bu, onlarin tarihte bir anini
tuvalde bire bir kaydetme sekli benim
i¢cin. Cevremizin yalnizca anlik parg¢asini
¢ok yakindan, neredeyse molekiiler bir
seviyeden ortaya ¢ikariyor. Dolayisiyla
arkeolojiden bahsetmekte ¢ok haklisin.

Dogal siireglerden yararlandigim yapitlar
genellikle dis mekanda meydana geliyor:
Plein air peyzajlarina gondermeler tasiyorlar.
19. ylizyildaki p/ein air manzara ressamlari,
atmosferi an icinde deneyimlendigi gibi,
biitiiniiyle resmedebilmek i¢in tuval ve

same materials, in the same position, and
the identical formula, but you will never be
able to anticipate the result. Working with
nature prepares you to expect accidents,
and hopefully fortuitous ones. When | use
natural materials such as grass seeds and
water, for instance, | am pretty sure of the
result. | know it will root and grow, and then
die when the seeds have depleted all their
energy.. | also know that metal will rust and
eventually turn black, and that canvases will
rot. The natural process will be in full course
to equalize uneven forces until entropy,
which is a state that provokes yet another
cycle of reactions. My aim is to capture
these marks on the canvas and seal them in
full bloom to expose this struggle. There is
an inherent force in each of these materials,
whether by attraction or repellence, so
fierce that it leaves deep marks of its
resistance on the canvas. These testimonies
of subsistence and decay continue to
fascinate me. There is something poignant in
this quiet cycle often overlooked. The world
is too preoccupied with the exploitation,
consumption, and destruction of the natural
environment.

Factors such as pollution, air movement,
condensation, temperature, acidity, humidity,
wind, time, and so on also play an important
role in the process, as they contribute to the
short lives inhabiting the canvas. These marks
are their momentary accounts encapsulated
within the layers of the paint medium that
seals them, frozen in space and time. So, for
me, this is one way to record a moment’s
history at full-scale on the canvas. It exposes
only a minute fragment of what constitutes
our environment, from a very intimate, almost
molecular level. So, you are right to bring up
archaeology in your question.

The works in which | utilize natural
processes are often produced outdoors:
they make references to plein air landscape
paintings. Nineteenth-century plein air
painters took their canvases and their easels
outdoors in order to capture the landscape
and atmosphere fully, as experienced in the
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sOvalelerini alip disarida ¢alisirlardi. Bu
tablolarda i1sik ve renkler en canli ve ¢arpici
sekilde yorumlanmislardi. Peyzajlarimi ve
yerlestirmelerimi galeri ortamina getirerek
ben de o ayni etkiyi yaratmak istedim.
Canli ¢imi sergi siirecinde 6liime birakmak
dogaya dair tasavvurumuzun ne denli

kisa ve zamansal oldugunu géstermenin
bir yolu. O anlari goriiniir kilmak zamanin
ucuculuguna, giinlerin gegisine dikkat
¢ekmenin de bir yolu. Ot ancak solup
kuruma siireci basladiginda gergeklik
kazaniyor. Bu tiir eserlerin devamliligi
hakkinda pek bir titizligim yoktur. Geriye
neler birakacaklari beni hig ilgilendirmiyor.
Hatta yok olmalariyla, sanki ben onlarin
tarihinin ylkiinden ariniyorum; bir seyin
dogaya doéndiigiinii gérmek bir déngii i¢cin
en milkkemmel son. Bugiine (yaklasik otuz
yil sonraya) o ¢alismalardan yalnizca birkag¢i
kaldi; saglamliklari ve dayanikhiliklari epey
sasirtici geliyor bana.

eAa Senin erken dénem “Still Lifes” (1990-
1993) calismalarin, klasik pastoral manzara
yaklasiminda olmayan ama dikey tavriyla
da epeyce ilgi ¢cekiyordu.

Sanatg¢inin yapit ve
malzemelerinden

moment. They show light and colors in
the most vibrant and astonishing ways. detaylar

Details from the artist’s
works and materials

| wanted to create that same effect by
bringing my landscape paintings and
installations into a gallery atmosphere. To
let living grass die over the course of an
exhibition is a way to show how brief and
temporal our contemplation of nature is.
Rendering those moments visible is also

a way to attract attention to fleeting time,
each day passing. The grass proved to

be real only when the fading and dying
process began. The posterity of such
work does not concern me at all. | am not
preoccupied by its legacy. In fact, | feel
relieved from the burden of its history, and
to see something return to nature is the
perfect conclusion of a full cycle. Only a
handful of those pieces have survived until
today (almost thirty years later), and | can’t
help finding their tenacity and endurance
quite astonishing.

Your early “Still Lifes” (1990-1993) were
quite intriguing, with their vertical attitudes,
despite them being unlike classical pastoral
paintings.
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Still Lifes, 1990
Karisik teknik
Mixed media

244 x71x 45 cm
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ct Bahsettigin yerlestirmeler 18. yiizyila ait
pastoral resimlerden ironik bir sekilde
esinlenmis resim ve heykellerden
olusuyordu. Natiirmortlar genellikle insanin
doga lizerindeki hakimiyetini yliceltir
ve agsirilik, israf ve istismarin hazlarini
sergiler. Benim ¢alismam ise sergilemek
icin sokaklardan topladigim ve adeta
alinip yeniden ¢épe atilacakmis gibi galeri
duvarlarina dayanmis atik yiginlarindan
olusuyordu. Dogal ¢evre lizerindeki
gorkemli tahakkiimiimiiziin bugiinkii
ifadesiydi.

ea Arter’deki 2010-2011 tarihli iki es zamanl
projenden, “Tedbir” (Precaution) -
“Hasar”dan (Loss) konusabilir miyiz biraz?

ct “Tedbir” ve “Hasar”, Arter’in ilk yillarinda
diizenlenen ikinci karma sergide yer almis
iki farkh yerlestirme ¢alismam. Sergi,
Arter’in istanbul’un merkezindeki bir kurum
olarak varhigini ve kiiltiirel konumunu
inceleyip sorgulanmaya odaklaniyordu.
“Tedbir”, yenilenmis tarihi binanin
girisine yerlestirilmisti. Tavan ve duvarlari
¢6kmekten koruyormus gibi izleyicinin
tepesinde endise verici bir sekilde mekana
hiikmeden ii¢ kath bir insaat iskelesiydi.
Devasa, miitecaviz ve tehditkar varligina
ragmen insanlar onu fark etmedi ve bu
da benim tam deginmek istedim konu

ct Those installations were composed of
paintings and sculptures inspired, in a
sardonic way, by eighteenth-century
pastoral paintings. Still-life paintings
generally glorify human conquest over
nature and display the delights of excess,
waste, and abuse. My version consisted of
piles of discarded stuff | collected from the
streets to be displayed, propped against the
gallery walls, as if ready to be picked up and
trashed again. They were today’s renditions
of our glorified conquest over our natural
environment.

ea Can we talk about your concurrent projects
“Precaution” and “Loss” that were shown at
Arter in Istanbul in 2070-2011?

ct “Precaution” and “Loss” were two separate
installations that | contributed to the second
group exhibition at the newly established
Arter. That show was dedicated to examining
and questioning Arter’s existence and
cultural position as an institution in the
heart of Istanbul. “Precaution” was installed
in the entrance of the newly refurbished
historical building. It basically was a
prominent, threestory tall scaffold that
loomed inauspiciously above viewers’ heads
to, supposedly, prevent the ceiling and walls
from caving in. Despite its massive, intrusive,
threatening presence, people failed to see
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buydu. En bariz seyleri géremiyoruz bazen.
“Tedbir”, sanat kurumlarinin kirilgan
konumuna ve dahil etme ve dislamak,
davet ve reddetme, kazan¢ ve kayip
arasinda bir denge kurma yoniindeki
dikkatli cabalarina dair bir yorumdu da.
“Hasar” ise kariyerim siiresince hasar
goérmiis yapitlardan olusuyordu. Tamamen
yok olmadan 6nce onlara son bir sans
veriyordu. Her sanatg¢i kendi yapitlarini bir
eleme isleminden gegirir, hatta neredeyse
lirettigi kadarini gézden cikarir. Yapitlar
béyle bir elemeyi geg¢seler bile nakliye
aksakliklari, kétii saklama kosullari ya da
kazalar sonucu geri doniissiiz hasarlar
alabilir. Kimileri bir miize deposunun
dehlizlerine girip sonra bir daha asla giin
1sigina ¢ikmayabilir ve bence bu da hasar
olarak goriilmeli. “Hasar”’da deprem
sonrasindaki su baskinlarinda zarar gérmiis
ve adeta birbirine yapismis heykel yiginlarina
dénmiis, yiizleri kaynamis resimler yer
aliyordu; diger yapitlar da giines, kiif,
yirtilma, koleksiyonerlerin ellerinde
keyiflerine gére bozdugu ve diger felaketler
sonucu hasar goérmiis halleriyle sergilendiler.
Alani doldurarak bu tiir daimi olaylarin sanat
tarihinin sekillenmesinde ne kadar 6nemli bir
rol oynayabilecegini géz 6niine seriyorlardi.

ea Su hayatta ne kadar ugrasirsak ugrasalim,
bir seyler siirekli eksik kalacak. Ve
resimlerin de aslinda bunun derdindeler...

ct Bosluk, kayip baglamlar, tuval bosluklari,
agartilanlar, engellenenler, katlananlar,
¢ikartmalar, golgeler, silinmeler,
kazimalar... Tiim bunlar yapitlarimi
etkileyip sekillendiriyor. Daha énce de
dedigim gibi bazen en bariz seyler g6zden
kagabiliyor ve varolusun uguculugu ne
kadar da bellege bagh oldugu ancak
¢ok sonra beliriyor. Ebat, hacim veya
fraktal kompozisyonlarindan 6tiirii
yapitlarim bir bakista kavranamazlar.
Nasil sergilendikleriyle de ilgili bu. Isigin
varhgi ya da yoklugu, izleyicinin ruh
hali, sabirsizligi, geg¢irdigi zamani vs.,.
biitiin bunlar gériilenleri ciddi bigimde
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it, and its invisibility was exactly my point.
Sometimes we fail to see the most obvious
things. “Precaution” was also a comment on
art institutions’ precarious position and their
efforts to delicately balance inclusivity and
exclusivity, invitation and rejection, gain and
loss.

“Loss” was comprised of works that
had been damaged over the course of my
career. It gave them one last chance before
they were disposed of forever. Every artist
goes through a self-editing process with
his or her own work, discarding almost as
much as is produced. Works that survive
the sifting still may not escape fatal damage
from mishandling during shipping, bad
storage conditions, accidents, et cetera.
Some work may never see the light of
day once stored in a museum’s cavernous
storage vaults, and that, to me, should
also be considered a loss. “Loss” featured
paintings damaged in post-earthquake
flooding, fused together in sculptural
piles; other works had been damaged by
sun, mold, tears, collectors’ deliberate
defacements, and other catastrophes. They
filled the space to show how these constant
occurrences may play an important role in
shaping art history.

No matter how much we try in life,
something will always be missing. And in
fact, this is what your paintings deal with.
The void, the missing link, the blank canvas,
the bleached, the obstructed, the folded,
the removed, the shaded, the unfinished,
the scratched—all of those form and inform
my work. As | said earlier, sometimes the
most obvious thing can be overlooked, or
reveals only after the fact how ephemeral
existence is, and how dependent on one’s
memory. Due to its size, its volume, or its
fractal composition, my work cannot be
taken in in one glance. It is also dependent
on how it is exhibited. The light, or lack of
it, or the viewer’s mood, impatience, time
spent, and so on will modify its exposure
drastically. There will always be something
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degistiriyor. Benim yaptigim tiirden
¢alismalarda her zaman tamamlanmamis
bir sey olacaktir; bu da beni devaml
motive etmistir.

ea Bazi dénemlere ait islerinde (mimari
bazda) yapisal géndermelerin bulunmasi
karsisinda bunlarin dillendirilmesi, seni
rahatsiz ediyor mu ?

ct Bu gondermeler sirf ylizeysel
olduklarinda... icinde yasadigimiz yapih
¢evrelere deginmemem ve mimari

géndermelerden kaginmam miimkiin degil.

Benim ilgimi ¢eken; yikim, insa ve yeniden
insa siireglerine sikismis ve siirekli degisen
¢evrelerle, herkesin kendisini temsil eden
¢evreyi politiklestirme, hatirlama, diisleme
ve onu miicadele ve sahiplenme bi¢imleri.
Kaos, savas ve belirsizlik, yapitlarimda
siirekli hissedilir.

ea SOylediklerinin, erken dénem islerin
lzerinden bendeki cagrisimlari sunlar:
Birincisi, ayna kullaniyor olusun. Ayna bir
yansimadir. Resimlerin de aslinda birer
ayna olmaya calisiyor. Ya da zaten dSyleler.
Neden ayna olmaya calisiyorlar? Ciinkii
ayna olabilmeleri icin, madem bunlar her
daim birer “subject” (konu, kavram), o
halde karsilarina bir “object”in (nesne,
icerik) gecmesi gerekiyor.

c1 Yansiyan ylizeyler ve vernik resme, yapitin
¢ercevesinin 6tesine uzanan ek bir boyut

incomplete in the kind of work | do, which is
what continues to motivate me.

ea Does it bother you that some people
discern structural (architecturally speaking)
references in your works?

ct Only when these references are superficial.
It would be impossible for me to explore the
various built environments we find ourselves
in today and avoid architectural references.
What interests me are environments in
constant flux, caught in processes of
destruction, construction, reconstruction, and
the way each person politicizes, remembers,
imagines, fights, and claims the environment
that represents him or her. Chaos, struggle,
and uncertainty are constantly felt in my
work.

ea What you've just said evokes a few
associations for me in terms of your earlier
works. First of all, you use mirrors. Mirrors
are reflections. Your paintings also seek to
be reflections. Or perhaps they already are.
Why do they try to be reflections? Because
for them to be mirrors, since they are always
“subjects” (topic, concept), then they need to
have “objects” (content) in front of them.

c7 Slick surfaces and glazes introduce an
additional dimension in the paintings—one
that continues beyond the frame of the
work. It is not necessarily to mirror the
viewer (the subject); rather, it is to refract

Sen Soyle You Tell Me

katiyor. izleyiciye (slijeye) ayna tutmak
icin degil illa; daha ziyade resimlerin yer
aldigi ¢evreyi aksetmesi i¢cin. Resimler
belirli bir aciyla yerlestirildiginde
karsilikli yansimalari oluyor ve bir tiir
gorsel yanki odasi meydana getiriyorlar.
Yerlestirmelerde sonsuz bosluklar,
sinirsiz alanlar yaratmak igin sik¢a

ayna kullanirim. &rnegin “Koloni 1” ve
“Koloni 2” kolay fark edilmeyen, kapali
alanlar igine yerlestirilmis, duvarlar
arasina sikistiriimisti. Aynalari karsi
karsiya getirerek, biiylik kalabaliklari
agirlayabilecekmiscesine sonsuz, sinirsiz
bir hal almislardi. Yarattiklari hayali

alan giiniimiizde siiregiden ve anbean
biiyliyen evsizlik ve gbé¢ sorunlarinin
¢oziilememesine génderme yapiyordu.
“Satilik Parseller” (Lots for Sale) ise
aynalarin karsilikli yansitmalariyla
meydana gelen, g6z alabildigine uzanan
bir cayirdir. Yarattigi alternatif evrende,
piyasaya sunulmaya hazir, aldatici

bir arazi halinde, milyonlarca insanin
toprak ve evlerini yitirmesine yol acan
emlak dolandiriciliklarina géndermede
bulunuyordu.

ea Madem ki bunlarin her biri birer hayal,
o zaman da senin yaptigin her resim de
bir hayal “kirilmasi”’nin da resmi. Ciinkii
strekli, kirlmalarin yarattigi bambaska,
alternatif okumalar da var. ilgin¢ bicimde
bu da cok soyut olmakla birlikte, ayni anda
da somut bir okuma dnetvisi...

ct Evet, aldatilar, hayal kirikliklari ve sik¢a
hissettigimiz hiisrani vurguluyorlar.
Bu hakikat sonrasi donemde, icinde
bulundugumuz boyun egme hali, hakikat
ile sahte olani, gerc¢eklik ile hayali
ayristirma konusundaki yetersizligimizin
yolunu agiyor. Yansima, kirilma ve onlarin
resimlere kattigi izlenim, belgesel fotograf
simiilasyonu adina olusturulmus ¢ok sayida
kagis noktasiyla bir tiir yon degistirici
gOrevi goriiyor. Bu gorsel yanki odalari
hareket veriyor ve tekrarla belirlenen
sinematik bir ritim meydana getiriyor.

EA

cT

the environment in which the paintings
are placed. When positioned at a specific
angle, they reflect from each other and
create some kind of visual echo chamber. |
often use mirrors in installations to generate
limitless cavernous spaces. “Colony 1” and
“Colony 2”, for instance, were installed in
inconspicuous spaces, squeezed inside
walls. By means of facing mirrors, they
became vast, limitless, as if they could
welcome huge crowds. The make-believe
space they created referenced the failure
to resolve homelessness and immigration
problems, which persist to this day and
worsen as we speak. “Lots for Sale” was

a meadow of live grass made boundless
by means of facing, refracting mirrors.
The alternative universe it created was a
deceptive plot to be put on the market, a
reference to real-estate scams that cause
millions to lose their land and homes.

Seeing that these are all illusions, then your
paintings are the images of the “rupturing”
of these illusions. Because there are

also different, alternative interpretations
generated repeatedly by these ruptures.
Interestingly, this is a suggestion for a
simultaneously abstract and tangible
reading.

Yes, they underscore the deceptions,
and the frustration we often feel. The
resignation we find ourselves in, in this
post-truth era, explains our incapacity
to differentiate what is true from

what is fake, reality from imagination.
The reflection, the refraction, and the
impression they give in the paintings,
with the multiple vanishing points built
to simulate documentary photography,
act as some kind of deflectors. These
visual echo chambers give movement,
and create a cinematic rhythm marked
by repetition. “Reflex”, a series | created
in 2010-2012, and “Time After Time” a
room-size installation from 2012, were
panels marked by the same repetitive
hand and arm movements. The muscular
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2010-2012 déneminde gelistirdigim
“Refleks” serisi ve oda biyiikliigiinde

bir yerlestirme olan 2012 tarihli

“Time After Time” paneller iistiinde

ayni el ve kol hareketlerinin durmadan
tekrarlanmasindan meydana gelen
¢izimlerden ibaret. Siiregiden tekrarin yol
actigl kas ve zihin yorgunlugunun, hareketi
giderek degistirdigini ve baslangi¢taki
¢izgiyi deforme ettigini goriiyoruz.
Tekrarh bir siirec ilk niyeti degistirebilir;
yinelenen s6z anlamini yitirebilir; tekrar
eden hareket giiciinii kaybedebilir ve
siirecin yinelenmesi elestirel diisiinceyi
zedeleyerek, sahsen ¢ok endise verici
buldugum tiirde bir zihinsel uyusukluga
neden olabiliyor.

Bu aynalar (resimlerin), karsilarina

her seferinde baska bir “6zne” (Kisi)
gectiginde, tiir, bicim, anlam degistiren
birer farkli ayna oluyorlar. Aynanin éniine
herkes gegebilir. Ama o da her seferinde
baska bir ayna goérintiisiidiir. Dolayisiyla
senin resimlerinde bu zenginlik, derinlik,
hosgorii var. Ve biz de, ayni sekilde,

eger kullanmayi biliyor isek émrimiiziin
yarisinda ayna éniine gecerek hep “ayni”
kendimize bakariz. Ama “ayni”’mizi
gérmeyiz. Dolayisiyla hem kendine sadik,
hem de kendini siirekli merak eden bir
seyden s6z ediyoruz. Senin resmini boyle
tarif edebiliriz, degil mi?

Evet; tuhaftir, resimlerimin tipki aynalar
gibi degisimler yaratabilmesini ve

her izleyiciyi baska bir sey gérmeye
gotiirmesini istemisimdir hep. Tipki her
yapitin baska diisiince, ani ve tasavvurlar
yansitabilmesi gibi, aynalara bakisimiz
da bizim kadar aldatici. Her daim
degisen ylizeydeki akis, gérmek isteneni,
animsanabilen ancak anlatilamayan bir seyi
gOsteriyor.

Riiya gibi...

Oyle denilebilir. Bence daha ziyade serap
gibi; yapita yaklastik¢a tasavvur ¢oziiliip
dagiliyor ve somut bir ipucu sanilan

and mental exhaustion caused by the
constant repetition slowly changed

the gesture, deformed the initial line. A
repetitive process can modify an initial
intention; a repeated word can lose its
sense; a recurring gesture can lose its
power; and a repetitive process can warp
critical thinking and cause intellectual
numbing, which | found profoundly
alarming.

ea These mirrors (your paintings) transform
into different mirrors, which change
style, form, and meaning every time
another “subject” (person) stands in front
of them. Anyone can get in front of a
mirror. But that is also a different mirror
reflection every time. Therefore, there is
this richness, depth, and tolerance in your
paintings. And, equally, we can look at the
“same” us by going in front of the mirror
half the time, if we do indeed know how
to use it. But we don’t see the “same.”
Thus, we are talking about something that
is both loyal to itself and continuously
curious about itself. We can describe your
paintings as such, right?

ct Yes, it is funny how | always wish
my painting could change the way
mirrors can, and make each viewer see
something different in the work. Just
like the way each work could project
thought, memory, or visions, the way we
think mirrors lie as much as we do. They
reflect what you want to see in them—
something you can remember but cannot
describe—once it is reflected in an ever-
changing surface.

ea Like a dream.

ct You can say that. | think they are more
like mirages, the way a vision dissolves
the closer you get to the work, when your
point of reference you considered a solid
clue comes undone before your eyes. The
absence of a precise focal point visually
sets the painting in motion and provokes a
figure-ground perceptual exercise, a push-

Sen Soéyle You Tell Me

referans noktasi gozlerinizin éniinde yok
olup gidiyor. Dogru bir odak noktasinin
bulunmamasi resmi gorsel olarak harekete
gegiriyor ve figir ile fon arasinda bir algi
egzersizini tetikliyor. On ve arka plan, isik
ve goblge arasinda bir gitgel yasaniyor.
imge, asiri pozlanmis bir fotograf gibi

g6z gore gore eriyor. Degisken imgelere
ilgimin uzun bir ge¢misi var. Cocukken
retinami yakan parlak ylizeylere bakardim.
Bu oyunun sirri hizla ve kafami farkh
yo6nlere ¢evirerek bunu pes pese birka¢ kez
yapmakti. Ust {iste binen blyiileyici anlik
fotograflar yaratip, g6zlerimi ovusturarak
onlari renklendirirdim. Anlik bir boyama
kitabi yaratmak gibiydi sanki. G6z
kapaklarima yansiyan bu imgeler hemen
kaybolurlardi elbette ve ben de yitip
gitmelerine hayiflanirdim. Tek izleyicileri
bendim ve hayali boyama kitabimi
baskalarina géstermenin bir yolu hi¢ yoktu.

ea Ve yine ayni yiizey bize kendi “alt
yliizey”lerini iiretme imkani tanir. Bu
“ayna”lar, ayni zamanda izleyenin nezdinde
ve kapasitesinde, kisiye yapma, yeniden
yapma ve yikmanin da sorumlulugunu verir.
Senin de - yapitlarinda - her nevi olanaga
tutunmanin bir sebebi bu olsa gerek...
Kaosu segiyorsun, ¢ciinkii mimarliktan,
diizenden yana biri de hi¢ degilsin.

ct Calisirken atolyemde kaosa davetiye
cikarmaya meyilliyim. Hi¢bir sey planh degil,
dolayisiyla beklenmedik olani bekliyorum.
Bu nedenle yalniz ¢alisiyorum. Asistanlarla
calisamiyorum c¢linkii kullandigim
ongoriilmez tekniklerden otiirii bir sonraki
hamlemi kestiremiyorum. Her giinii net
bir sekilde planlasam bile, siire¢ de sonug¢
kadar 6nemli oldugundan, miikemmel
bir tesadiifii planlamak imkansiz. Fakat
bu tiir kaotik siire¢cten ¢ikan tekrarh
diizen tesadiifen ortaya ¢ikmiyor. Durmak
bilmeden yapip bozma ve boyanin siirekli
uygulanip ¢ikarilmasi sonucunda nihayet
bir sey beliriyor. Bu arada, resim ne kadar
kaotikse bana hayata o kadar yakin geliyor.
Hayat tekrarlarla dolu ve kaotiktir.

pull of foreground from background, light
from shadow. The image dissipates like an
overexposed photographic snapshot. My
interest in fleeting images goes far back.
As a child | would look at bright surfaces
that temporarily burned my retina. The
trick was to do it quickly, and several
times, turning my head in different
direction. | would obtain dazzling
superimposed snapshots to which |

could bring colors by rubbing my eyes.

It was like having an ephemeral coloring
book. These images projected on my
eyelids were short-lived of course, and |
would regret their loss. | was their only
spectator and there was no way to show
others my imaginary coloring book.

ea And again, that same surface gives

us the opportunity to produce its

“meta surfaces”. At the same time,
these “mirrors” assign the viewers the
responsibility to construct, reconstruct
and deconstruct, according to these
viewers capacities. Perhaps, this is

also why you hold on to some sort of
possibility in your works... You choose
chaos, because you’re not one to root
for architecture or order.

| do tend to invite chaos into my

studio when | work. Nothing is clearly
planned, and therefore | expect the
unexpected. This is why | work alone. |
cannot have assistants because, given
the unpredictable techniques | use, |
cannot foresee my next move. Even if |
clearly planned each day, it is impossible
to plan a perfect accident, the process
being as important as the result. But
the repetitive order that emerges from
this somewhat chaotic process is not an
accident. From this relentless making
and unmaking and constant applications
and removal of paint, something finally
becomes apparent. By the way, the
more chaotic the painting, the truer to
life it seems to me. Life is repetitive and
chaotic.
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ea Son 25 yilda imge giderek daha da
“sayisal”/ “dijital” hale geldi. Eskiden
“gercek”ti. Hani, diyorduk ya, fotografin
“dokiimanter” bir bellegi vardi. Ornegdin,
bir mezar tasinin gérintiisi ile bunun
ekrandaki gérintiisi, bize ayni etkiyi
vermiyor. Bu yoniiyle, plastik sanatlarla
ugrasan, daha ziyade resim - heykel cikish
is dretenler bana daha ziyade “organik”
imaj dretimi yapiyor gibi geliyorlar. Bunun
disinda fotografcilar, video ve dijital
sanatcgilari da var. Bu yoniiyle, giiniimiiz
dijital diinyasinda yasayan bir birey olmak,
senin bu organik lretimine nasil bir etki
yapiyor?

ct Fotograf kisa siire 6ncesine dek giivenilir
bir bilgi kaynadiydi. insanlar tarihi manipiile
edip degistirebiliyor, hikayeleri ¢carpitabiliyor,
olaylara dair tanikliklara miidahale
edebiliyorlardi; oysa fotograf sarsilmaz
bir kanitlama yoluydu. Dogru bilgiler
edinme araci olarak biiyilkk 6neme kavustu.
Giliniimuzde dijital fotografcilik buylk
Olc¢iide karanlik oda fotografciliginin yerini
aldiginda ise kanit yiikii neredeyse basa
¢ikilamaz bir hale geldi. Dogrulari ¢arpitmak
adina her sey lizerinde istenildigi gibi
oynaniyor. Her seyle oynanabilir ve her sey
sanat olabilir. Yine de siyah beyaz fotografi
renkli fotograftan daha “sahici” gérme
egiliminde oldugumuzu fark ediyorum.
Belgesel film ve fotograflara asinaligimizdan
kaynaklaniyor bu muhtemelen. Renk

ea In the past twenty-five years, the image
became more and more numerical/digital.
It used to be “real”. We used to say that
photography had a documentary memory.
For instance, the sight of a tombstone
versus its image on a screen don’t have
the same impact. In this regard, | feel that
practitioners who deal with plastic arts,
and who create painterly or sculptural
works, are producing more “organic”
images. On the other hand there are also
photographers, video and digital artists. As
an individual living in today’s digital world,
how is your organic production impacted?

ct Until fairly recently, photography was
considered a reliable source of information.
One could manipulate and alter history
and falsify accounts, or interfere with
testimonies of events, but photography was
the instrument of solid proof. The importance
of photography was understood when it
became the tool that kept facts straight. Now
that digital photography has largely replaced
darkroom photography, the burden of proof
is almost insurmountable. Everything can be
doctored at will to warp the truth. Everything
can be artificial, and therefore everything
can be art. Nevertheless, | notice that we
have a tendency to consider black-and-
white photography more “authentic” than
color photography. This is probably because
of our exposure to documentary films and
photography. It is as if colors affect our

Sen Soyle You Tell Me

gerceklik algimizi etkiliyor ve gériintiileri
daha az gergek kiliyor adeta. Diinyamiz
gitgide gorsellesirken bir fantezi balonuna
hapsoluyor, gergek ile hayali ayirt edemez
oluyoruz.

1980’lerin basindan beri mylar lizerine
yaptigim ¢izimler belgesel fotograflara
benziyor zira ¢ok tonlu bulanik ¢izgileri
daha keskin siyah ¢izgiler ile bir arada
kullaniyorum. Bu da fotografik bir alan
derinligi getiriyor; parlak beyaz zeminde
figiir ve fon, objektif agma-kapama gibi
bir efekt yaratabiliyorum orada. Belgesel
fotografciligina benzerlikleriyle, ne denli
kolay kandigimizin 6l¢iisii oluyor ve bizi
slipheye siiriikliiyorlar. Dijital fotograf¢iligin
yapitlarima boyle dolayli bir etkisi oldu.

ea Ayni anda birden fazla ekran ve ana maruz
kalma durumu da yasatiyorsun...

ct Oyle de denebilir. Calismalarimi Kiibizm’in
tersi gibi diisiiniiriim hep. Orada, odak
nesnenin etrafinda dolasilarak ona dair
¢ok sayida goériiniim edinilir; benim
yapitlarimda ise insan sabit kaliyor
ve her seyin yelpaze gibi a¢ilip onun
etrafinda dénmesiyle ¢ok sayida gériiniim
seriyor. Sanki bir kaleydoskoptan
bakiyormusgasina, tipki dedigin gibi, ayni
anda birden fazla ekrani gérme izlenimi
veriyor bu. Fotograftaki kontakt baski
ya da bir 1zgara i¢inde goriintiilenen bir
hikayenin montaji gibi bir etki oluyor.

ea Ama, cok da lirik.
ct Sinematik derdim, ¢linkii hareket de
baslatiyor..

ea “Kaza Eseri”, benim icin cok 6zel bir seri
mesela...

crSergi 1998’deydi, lizerinden yirmi yili
askin siire gegti. Aylarca ¢calismis
ve yapiti acilistan kisa siire énce
istanbul’a yollamistim. Daha kalici
malzemeler kullanip bazi yeni teknikleri
harmanlamaya karar verdigim bir
donemdi. Mesaj 6ziinde politikti,
ancak zamanlamasi talihsiz oldu.

EA

perception of reality and make these images
less real. As our world becomes increasingly
visual, we can find ourselves caught in a
bubble of fantasy, unable to distinguish
imagination from reality.

The drawings | have been making on
mylar since the early 1980s resemble
documentary photography because | use
multi-tonal fuzzy lines combined with sharper
black ones. This gives them a photographic
depth of field where | can push and pull the
figure and ground against a bright white
background. Their likeness to documentary
photography measures our credulity—
they make us doubt. That is how digital
photography has indirectly affected my work.

You also create the conditions for exposing
the audience to multiple screens and
moments simultaneously.

ct You can say that. | always think of my

EA

CcT

EA

cT

work as a reversal of Cubism. There, you
circle around the focal object to provide
its multiple facets; in my case you are
stationary and everything else revolves
around you in a pinwheel fashion, to
deploy multiple views outward. This gives
the impression of seeing, as you say,
multiple screens all at once, as if through
a kaleidoscope. The effect is a bit like a
photographic contact sheet or a montage
of an unraveling story displayed in a grid.

But it is also very lyrical.
| would say cinematic, because it simulates
movement, too.

“By Accident”, for instance, is a very special
series for me.

That exhibition was in 1998, more than
twenty years ago now. | worked on it

for months and shipped the work to
Istanbul shortly before the opening. It
was about the time | had decided to use
more permanent materials and combine
several new techniques. The message was
inherently political, but the timing was
unfortunate. Upon my arrival, | found out

Canan Tolon ile Séylesi Conversation with Canan Tolon

043



Haber fotografi
News image

isimsiz

Untitled

2003

Mylar lizerine yagl kalem
Oil stick on mylar

M2 x71cm

044 Canan Tolon

Kentin bilindik bir bélgesinin ugcagim
Tirkiye’ye inmeden daha birkag¢ saat
once teroristler tarafindan parampar¢a
edildigini 6grendim. Biyiik boy mylar
¢izimlerim gazetelerde yer alan
resimlere tuhaf derecede benziyordu
tesadiifen. Felaket bir bombalamayi
onceden sezmis gibi oldu. Fakat
yapitlarim ile gazetelerdeki resimler
arasindaki tekinsiz benzerlikten 6tirdi,
serginin kimi ziyaretgileri bu felaket
hadiseyi sanatima malzeme edindigimi
disiindiikleri oldu. Bu imgeleri, “Kaos,
Diizen midir?” gibi muhtesem bir
baslikla bir araya getiren yazin ¢ok
hosuma gitmisti.

[Tolon burada, Radikal gazetesinde

13 Aralik 2003’te Istanbul Galeri Nev’de
ac¢ilan ‘Kéri Koriine’ isimli sergisi
Gizerine yayimlanan ve istanbul’daki es
zamanli terér eylemlerine, 6zellikle de
HSBC istanbul Levent binasinin yikim

fotografina Tolon’un bir eseri (izerinden
gbénderme yapan “Kaos, Dizen midir?”
yazisini kastediyor.]

that a prominent part of the city had been
blown to pieces by terrorists just a few
hours before my plane touched down.
Coincidentally, the large mylar drawings
were uncannily similar to the images
published in the newspapers. To me it

felt like | had predicted a catastrophic
bombing. But to others who came to view
the show, my works’ uncanny resemblance
to the images in the papers implied that

| had used this catastrophic event in my
work as art material. | like the article

you wrote, with your juxtaposition of
these images under that great title: “Is
Chaos Order” [Here, Tolon is referring

to the “Kaos, Dizen midir?” (Is Chaos
Order?) article published in Radikal on
December 13, 2003 about her exhibition
“Koéra Kérine” which had just opened at
Galeri Nev in Istanbul, and which makes

a reference to the concurrent terrorist
attacks in Istanbul, especially a photograph
of the destruction of the HSBC Istanbul’s
Levent building by way of one of Tolon’s
works.]
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ea Peki o yazi, daha sonra neye yol acti?

ct Biliyorsun, baskalarinin acilarini
sanat malzemesi yapmaktan
kag¢indim hep. Korkun¢ durumlardan
kariyerleri adina yararlanan ve
politika pazarlamaya kapilanlara
karsi biliyiik tepki duyuyorum.
Sanatg¢ilarin bazen sanat diinyasinda
avantajli bir pozisyon edinmek
adina politik bir durus benimsemek
mecburiyetinde hissettiginin
farkindayim. Ama ben bu tiir bir
vantriloklugu hi¢ hos bulmuyorum.
insan baskalari adina ifadelerde
bulunurken asir1 dikkatli olmall.
Duyarlilik ve saygi ile yapilmasi
gereken bir sey bu. Nihayetinde
sanat cazibeyi temel alir; bir davettir.
insani, dayatilmamasi gereken bir
mesaja ¢eker. Baska tiirlii davranmak
benim bir sanat¢i olarak konumuma
ters diiser. Dolayisiyla gazetedeki
yazini gérmek bana ifade etmeyi
sectigimiz mesajlarin kirilganhgini
ve giiciini diistindiirdii bir kez daha
ve saglam bir zemini, bir pozisyonu
muhafaza etmenin gii¢liginii
hatirlatti. Bir kisim, sempatik bir
aykirilikla nam salmak adina politik
sanat yapmaya esinleniyor, kimileri
kendilerinin ve baskalarinin ugradigi
haksizliklara dikkat ¢ekme durumunda
kaliyor ve bazilarindan da hadise
¢ikararak kendi altlarini oymalari
bekleniyor. Sanatg¢ilarin zuliim
karsisindaki kirilganhgi ve kolayca
itibarsizlasabildigi diisiiniildiigiinde
orta yol bulmak zor ve zorlayici.

ea Hep, bir géreceligin icinde kaliyoruz
ve o goreceligin bizde hem avantaji,
hem de dezavantaji oluyor. Bir
seyi elde tutamiyor, tasnifini
yapamiyoruz, tabir ve tarif edemiyor,
bunun panigi icinde siirekli dolanip,
didiniyoruz ama bu bizi bir yaniyla
da bir ézgiirliige sevk ediyor.
Senin diinyayir da bu kadar gezen

EA

What came out of that article?

ct As you know, | have always avoided

EA

using other people’s misery as

art material. | despise those who
cannibalize horrific situations to their
career’s advantage and get caught in
the marketing of politics. | am aware
that artists may sometimes feel obliged
to take a political stand in order to
acquire favorable grounds in the art
world. But | cannot be sympathetic

to such ventriloquism. One has to be
extremely careful when he or she gives
voice to others. This has to be done
with sensibility and respect. After

all, art is primarily about enticement;
it is an invitation. It lures one into a
message that should not be forced.

To pretend otherwise goes against my
own position as an artist. So, seeing
your article in the papers made me
reconsider once more the fragility

and strength of the message one
chooses to voice, and it reminded

me how difficult it is to stand firmly
grounded and maintain position. Some
are inspired to make political art to
gain sympathetic notoriety, some are
destined to call attention to injustice
done to themselves or others, and
some are expected to stir up outrage
and bite the hand that feeds them.

To find a middle ground is difficult
and frustrating, given that artists are
vulnerable to persecution and easily
discredited.

We are always stuck in a sort of
relativity, and that relativity is both
advantageous and disadvantageous.
We can’t hold onto this thing, we
can’t catalogue it, we can’t interpret
or define it, and we keep on rambling
around with the panic of this failure
while we keep on trying, which
inevitably also induces a form of
freedom. The fact that you travel
around the world so much also has an
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CcT

bir kisi olmanin da bunda etkisi

var. “Sinirsiz” / “Borderless” bir
kisi olusunun getirdigi bircok dert
oldugu gibi, ayni zamanda bunun
son derece huzur veren bir yani da
var. Bu resimler siirekli yer, zaman ve
mekan arasindalar...

Evet Oyle. Siirekli hareket halinde
olmak her zaman her kapiyi
acmiyor. Bazen tam tersi oluyor

ve bir yere dénmekten ¢ok onu
geride biraktigini hissediyorsun;
¢linkii doniip tekrar ayriliyorsun ve
bu bitmek bilmez go¢ asla hi¢bir
yerde degilmissin gibi hissettiriyor.
Geride birakilacak arkadaslar, aile
fertleri ve mekanlar, gelistirilecek
yeni adetler, 6grenilecek yeni diller
oldu benim i¢in hep. Cocuklugumun
ilk donemlerinden itibaren bu

tir sinirlamalara alistim ve onlari
kabullendim. Dolayisiyla hayatin
getirdigi yeni sinavlara, mesela
yaslanmaya olduk¢a hazirlikliyim. En
kisith alanlarda bile sonsuz se¢genek
vardir. Ozellikle de calisirken bu
hep aklimda oluyor. Kiig¢iik bir resim
bliyilik bir resim kadar engin, biliyik
olan ise kiiciikten ¢ok daha kisitlayici
olabilir. Mesele, o alanla senin ne
yaptigin nihayetinde.

Bence hepimizin zihninde bir
fantezi yeri var. Hi¢ degismeden
kalan ve doéniip her seyi, tipki
biraktigimiz gibi, zamanda
donakalmis sekilde bulabilecegimiz
bir yer. Benim igin, o degismeyen
ve siirekli geri dondiigiim fantezi
mekani, San Francisco. Herkesin bir
seyler olmasinin beklentisi icinde
-belki “biliylik sarsintiy1”’- hatta
beklemekten beslendigi devasa
bir bekleme salonu gibi geliyor.

O bekleme salonuna déndiigiinde
koltugunun hala orada oldugunu,
lizerinde kitabinin, ayni sayfasi a¢ik
halde bekledigini gérebilirsin sanki.
Kulaga tuhaf gelebilir biliyorum,

impact on this. While there are several
drawbacks to being a “borderless”
person, there is also a comforting side
to it. These paintings are always in
between time and space.

ct Yes that is true. Being on the go all the

time does not necessarily open every
door. Sometimes quite the contrary;
it feels like you leave a place behind
more often than you return to it,
because you return to leave again, and
this never-ending exodus makes you
feel like you are never anywhere. In my
case there were always friends, family,
and places to leave behind, new habits
to form, new languages to learn. | have
been familiar with these limitations
from very early childhood and |
have accepted them. So | am quite
prepared to undertake new challenges
that life brings, like aging. There
are infinite possibilities in the most
constricted spaces and | am reminded
of this all the time, especially when
| work. A small painting can be as
vast as a large painting, and a large
painting can be as constricting as a
small one; it is what you make with
that given space that matters in the
end.

| think we all have a fantasy place
in mind—a place where nothing
changes, and to which we can return
to find everything exactly as we left
it, unchanged, frozen in time. To me,
San Francisco is that fantasy place
that remains unchanged and to which
| keep returning. It is a giant waiting
room where everyone keeps waiting
for something to happen—maybe a
“big shake” to come—as if fueled by
this endless waiting. You can return
to this waiting room and find your
seat still there with your book on it,
open to the same page. | know this
sounds weird, but it is the best image
| can come up with to describe my
quiet, slow-motion life of forty years in

Sen Soéyle You Tell Me

ancak bu kentte gecirdigim sakin
ve agir ¢ekim kirk yili tarif edecek
daha iyi bir imge bulamiyorum. Bu
hareketsizlik benim i¢in faydali ve
esin verici olmus olsa bile, sik sik
dinamik memleketim istanbul’un
glicli itkisine ihtiya¢c duydugumu da
itiraf etmeliyim.

Yani soruna gelecek olursam:
Baska bir yerdensen eger, bir mekana
tamamen ait olmak miimkiin degil
bence. Benim i¢in, nereye gidersem
gideyim béyle bu. Tiirkiye’de dogdum,
tesadiifen Fransiz, tercih sonucu
Amerikali oldum. Ama baskalarinin
go6ziinde bunlarin higbiri olmayabilirim
de. Bu da sorun degil. insan yillar
icinde bagkalarinin kendine dair
fikirleriyle bas etmeyi 6greniyor; ¢linkii
bunlarin 6niine gegmek imkansiz. Tek
umut ve beklentim, bunlarin miimkiin
olabildigince iyi olmalari.

this city. Even if this torpor has been
beneficial and inspiring to me, | must
admit that | often need the energizing
jolt from my more dynamic native
Istanbul.

So, to answer your question: |
don’t think it’s possible to entirely
belong to a place if you come from
elsewhere. In my case this is true
anywhere | go. | am Turkish by birth,
French by chance, and American by
choice. But in the eyes of others, |
may be none of those at all. And that
is fine, too. With the years you learn
to deal with people’s opinions of you,
for it is impossible to prevent them. |
can only hope and expect there may
be a few good ones out there.
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Yapitlar
Works

e

1990

30,5 x 25,5 cm

Ti | p pigment

Collection of the artist
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isimsiz

Untitled

1990

45,5 x 61 cm

Karisik teknik

Mixed media

Riza Tansu Koleksiyonu

Riza Tansu Collection
Fotograf Photo: Ben Blackwell

050 Canan Tolon
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isimsiz
Untitled

1990

130 x 110 cm

Tuval lGizerine saman, akrilik, yagliboya ve balmumu
Straw, acrylic, oil, and wax on canvas

M. irfan Keskin Koleksiyonu

M. irfan Keskin Collection
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Biilent

Eczacibasi

Never in the World
Il (triptych)

1992
Tuval lizerine karisik

Mixed media on

Diinyada Asla lll
canvas

(triptik)

181 x 313 cm
Koleksiyonu
Oya - Bulent
Eczacibasi
Collection

Oya

Yapitlar Works
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Baski 1V (diptik)

Print IV (diptych)

1993

132 x 223 cm

Keten lizerine yagliboya, tiil (izerine akrilik
Qil on linen and acrylic on gauze

Hakan Ezer Koleksiyonu

Hakan Ezer Collection

054 Canan Tolon
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Diinyada Asla IV

Never in the World IV

1992

117 x 200 cm

Tuval lizerine karisik teknik
Mixed media on canvas
bzel koleksiyon

Private collection

Yapitlar Works 055
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Alidad

Alidade

1993

165 x 277 cm

Tuval Gzerine ¢elik ¢ubuklar,
metal levha, tahta, akrilik,
balmumu, ¢imen

Steel rods, sheet metal, wood,
acrylic, wax, grass on canvas
Sanatgi koleksiyonu
Collection of the artist
Fotograf Photo

Galeri Nev istanbul izniyle
Courtesy of Galeri Nev Istanbul
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Topographer

1993

+147 x 305 x 64 cm

Keten, ¢elik, ¢im tohumu ve su
Linen, steel, grass seeds and water
Sanatgi koleksiyonu

Collection of the artist
Fotograflar Photos: Ben Blackwell
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isimsiz

Untitled

1994

36 x43,5cm

Mylar lizerine yagh kalem
Qil stick on mylar

Sanatg¢i koleksiyonu
Collection of the artist

060 Canan Tolon
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isimsiz

Untitled

1994

36 x43,5cm

Mylar lizerine yaglh kalem
QOil stick on mylar

Sanatgi koleksiyonu
Collection of the artist
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isimsiz

Untitled

1995

35,5x28 cm

Mylar lizerine yagh kalem
QOil stick on mylar

Sanatg¢i koleksiyonu
Collection of the artist

062 Canan Tolon
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isimsiz

Untitled

1995

31,5x 23 cm

Mylar lizerine yaglh kalem
QOil stick on mylar

Sanatgi koleksiyonu
Collection of the artist
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isimsiz

Untitled

1995

61x 48,5 cm

Mylar lizerine yagh kalem
Qil stick on mylar

Sanatg¢i koleksiyonu
Collection of the artist
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isimsiz

Untitled

1995

61x48,5cm

Mylar lizerine yaglh kalem
QOil stick on mylar

Sanatgi koleksiyonu
Collection of the artist
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isimsiz

Untitled

1995

61x 48,5 cm

Mylar lizerine yagh kalem
QOil stick on mylar

Sanatg¢i koleksiyonu
Collection of the artist

066 Canan Tolon
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isimsiz

Untitled

1995

61x48,5cm

Mylar lizerine yaglh kalem
QOil stick on mylar

Sanatgi koleksiyonu
Collection of the artist

Yapitlar Works 067
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Baski Altinda

Under Pressure

1994

+100 x 243 x 508 cm

her biri each ¥100 x 243 x 61 cm
Demir sac, ¢elik konstriiksiyon, ¢im
Iron sheet, steel support and grass
Sanatgi koleksiyonu

Collection of the artist

Fotograflar Photos: Ben Blackwell
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isimsiz

Untitled

1995

61x 48,5 cm

Mylar lizerine yagh kalem
Qil stick on mylar

Sanatg¢i koleksiyonu
Collection of the artist
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isimsiz

Untitled

1995

57 x 45 cm

Mylar lizerine yaglh kalem

QOil stick on mylar

Hale Tenger - Ali Erdemci Koleksiyonu
Hale Tenger - Ali Erdemci Collection
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isimsiz

Untitled

1995

61x 48,5 cm

Mylar lizerine yagh kalem
Qil stick on mylar

Sanatg¢i koleksiyonu
Collection of the artist
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isimsiz

Untitled

1996

35,5x28 cm

Mylar lizerine yagh kalem
QOil stick on mylar

Sanatgi koleksiyonu
Collection of the artist
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isimsiz

Untitled

1996

35,5x43,5cm

Mylar lizerine yagh kalem
Qil stick on mylar

Sanatg¢i koleksiyonu
Collection of the artist
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isimsiz

Untitled

1997

35,5x 23 cm

Mylar lizerine yagh kalem
QOil stick on mylar

Sanatgi koleksiyonu
Collection of the artist
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isimsiz

Untitled

1997

36 x 28 cm

Mylar lizerine yagh kalem
Qil stick on mylar

Sanatg¢i koleksiyonu
Collection of the artist
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isimsiz

Untitled

1997

35,5x28 cm

Mylar lizerine yagh kalem
QOil stick on mylar

Sanatgi koleksiyonu
Collection of the artist

Yapitlar Works 077



isimsiz

Untitled

1997

35,5x28 cm

Mylar lizerine yagh kalem
Qil stick on mylar

Sanatg¢i koleksiyonu
Collection of the artist
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isimsiz

Untitled

1997

28 x 36 cm

Mylar lizerine yagh kalem
QOil stick on mylar

Sanatgi koleksiyonu
Collection of the artist
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isimsiz isimsiz

Untitled Untitled
1997 1997
35,5x28 cm 35,5x28 cm
Mylar iizerine yagl kalem Mylar lizerine yagh kalem
Qil stick on mylar QOil stick on mylar
Sanatg¢i koleksiyonu Sanatgi koleksiyonu
Collection of the artist Collection of the artist
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isimsiz

Untitled

1997

35,5x28 cm

Mylar lizerine yagh kalem
Qil stick on mylar

Sanatg¢i koleksiyonu
Collection of the artist
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isimsiz

Untitled

1997

35,5x28 cm

Mylar lizerine yagh kalem
QOil stick on mylar

Sanatgi koleksiyonu
Collection of the artist

Yapitlar Works 083



isimsiz

Untitled

1997

35,5x28 cm

Mylar lizerine yagh kalem
Qil stick on mylar

Sanatg¢i koleksiyonu
Collection of the artist
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isimsiz

Untitled

1997

35,5x28 cm

Mylar lizerine yagh kalem
QOil stick on mylar

Sanatgi koleksiyonu
Collection of the artist
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isimsiz

Untitled

1997

13 x 246 cm

Tuval lizerine pas ve pigment

Rust and pigment on canvas

Dilara Altinkili¢ Kutmangil Koleksiyonu
Dilara Altinkili¢ Kutmangil Collection

Canan Tolon
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isimsiz

Untitled

1997

34 x 25 cm

Mylar lizerine yagh kalem
Qil stick on mylar

&zel koleksiyon

Private collection

088 Canan Tolon
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isimsiz

Untitled

1997

43,5 x 35,5cm

Mylar lizerine yagh kalem
QOil stick on mylar

Sanatgi koleksiyonu
Collection of the artist

Yapitlar Works 089
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isimsiz

Untitled

1998

196 x 414 cm

Tuval lizerine karisik teknik

Mixed media on canvas

Dr. Nejat F. Eczacibasi Vakfi Koleksiyonu

Dr. Nejat F. Eczacibasl Foundation Collection
Uzun siireli 6diing Long term loan

Canan Tolon

Sen Soyle You Tell Me
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isimsiz isimsiz

Untitled Untitled
1998 1999
48 x 48 cm 35,5x 28 cm
Mylar iizerine yagl kalem Mylar lizerine yagh kalem
Qil stick on mylar QOil stick on mylar
&zel koleksiyon Sanatgi koleksiyonu
Private collection Collection of the artist
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isimsiz isimsiz

Untitled Untitled
1999 1999
35x28cm 35,5x28 cm
Mylar iizerine yagl kalem Mylar lizerine yagh kalem
Qil stick on mylar QOil stick on mylar
Sanatg¢i koleksiyonu Sanatgi koleksiyonu
Collection of the artist Collection of the artist
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isimsiz
Untitled

isimsiz

Untitled

1999

35,5x28 cm

Mylar lizerine yagh kalem

1999

35,5x28 cm

Mylar iizerine yagl kalem

Qil stick on mylar

QOil stick on mylar
Sanatgi koleksiyonu
Collection of the artist

Sanatg¢i koleksiyonu

Collection of the artist

099

Yapitlar Works

Sen Soyle You Tell Me

Canan Tolon

098



isimsiz (diptik)

Untitled (diptych)

2000

31x 46 cm

Tuval lizerine pas ve pigment
Rust and pigment on canvas
Sanatgi koleksiyonu
Collection of the artist

Canan Tolon Sen Soéyle You Tell Me Yapitlar Works
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isimsiz

Untitled

1999

185,5 x 124,5 cm

Tuval lizerine pas ve akrilik
Rust and acrylic on canvas
Sanatgi koleksiyonu
Collection of the artist

Sen Soyle You Tell Me

isimsiz (diptik)

Untitled (diptych)

2000

51x82cm

Tuval lizerine pas ve pigment
Rust and pigment on canvas
Sanatgi koleksiyonu
Collection of the artist
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isimsiz (triptik)
Untitled (triptych)
2000

31x185 cm

Tuval lizerine pas
Rust on canvas
Sanatg¢i koleksiyonu
Collection of the artist

106 Canan Tolon
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isimsiz (poliptik)

Untitled (polyptych)

2000

92 x 243 cm

Tuval lizerine pas ve pigment

Rust and pigment on canvas

Suzan - Tayfun Bayazit Koleksiyonu
Suzan - Tayfun Bayazit Collection

108 Canan Tolon
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isimsiz isimsiz
Untitled Untitled

Qil stick on mylar
Sanatg¢i koleksiyonu Sanatgi koleksiyonu
Collection of the artist Collection of the artist



isimsiz

Untitled

2000

86 x72cm

Tuval Uizerine yaglhboya

Oil on canvas

Oya - Biilent Eczacibasi Koleksiyonu
Oya - Bulent Eczacibasi Collection

112 Canan Tolon
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isimsiz (poliptik)

Untitled (polptych)

2001

200 x 200 cm

Keten lizerine pas ve pigment
Rust and pigment on linen
Deniz Ketenci Koleksiyonu
Deniz Ketenci Collection

Yapitlar Works 113



isimsiz

Untitled

2000

83 x 237 cm

Tuval lizerine karisik teknik

Mixed media on canvas

Oya - Biilent Eczacibasi Koleksiyonu
Oya - Bulent Eczacibasi Collection

114 Canan Tolon
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isimsiz
Untitled

2001

95 x 95 cm

Tuval lizerine pas ve pigment
Rust and pigment on canvas
Ari istanbulluoglu Koleksiyonu
Ari istanbulluoglu Collection

Canan Tolon

Sen Soyle You Tell Me

isimsiz

Untitled

2001

95 x 95 cm

Tuval lizerine pas ve pigment
Rust and pigment on canvas
Ari istanbulluoglu Koleksiyonu
Ari istanbulluoglu Collection

Yapitlar Works




isimsiz

Untitled

2003

61,5 x 63,5 cm

Tuval lizerine pas ve pigment
Rust and pigment on canvas
Sanatg¢i koleksiyonu
Collection of the artist

118 Canan Tolon
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isimsiz

Untitled

2003

51x41cm

Tuval {izerine pas ve pigment
Rust and pigment on canvas
Sanatgi koleksiyonu
Collection of the artist

Yapitlar Works 119



isimsiz

Untitled
2003
isimsiz 14 130 x 91,5 cm
Untitled 14 Tuval lizerine pas
2003 ve pigment
61x 51cm Rust and pigment
on canvas

Keten lizerine pas ve pigment
Rust and pigment on linen
Sanatg¢i koleksiyonu
Collection of the artist

Sanatg¢i koleksiyonu
Collection of the
artist
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isimsiz

Untitled

2003

157 x 123 cm

Tuval lizerine pas ve akrilik

Rust and acrylic on canvas
Gamze - Cetin Akay Koleksiyonu
Gamze - Cetin Akay Collection

122 Canan Tolon
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isimsiz

Untitled

2003

127 x 130 cm

Tuval lizerine pas ve akrilik
Rust and acrylic on canvas
Levent Tanit Koleksiyonu
Levent Tanit Collection

Yapitlar Works 123



isimsiz

Untitled

2003

14 x72 cm

Mylar lizerine yagh kalem

Qil stick on mylar

Filisun - Faruk Eczacibasi Koleksiyonu
FUsun - Faruk Eczacibasi Collection

124 Canan Tolon
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isimsiz

Untitled

2003

M3 x72cm

Mylar lizerine yagh kalem
QOil stick on mylar

Sanatgi koleksiyonu
Collection of the artist

Yapitlar Works 125



Tikirinda Her Sey No.6
Everything’s Honky-dory No.6
2005

130 x 165 cm

Tuval Uizerine yaghboya

Oil on canvas

Neyir - Alican Turali Koleksiyonu
Neyir - Alican Tural Collection

126 Canan Tolon
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isimsiz

Untitled

2004

122 x 122 cm

Tuval lizerine pas ve pigment
Rust and pigment on canvas
Ebru Latifoglu Koleksiyonu
Ebru Latifoglu Collection

Yapitlar Works 127



Tikirinda Her Sey No.13
Everything’s Honky-dory No.13
2005

170 x 178 cm

Tuval Uizerine yaghboya

Oil on canvas

Hakan Ezer Koleksiyonu
Hakan Ezer Collection

128 Canan Tolon
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Tikirinda Her Sey No.1
Everything’s Honky-dory No.l
2005

170 x 232 cm

Tuval lizerine yaglhboya

Oil on canvas

Giireli Koleksiyonu

Gureli Collection

Fotograf Photo

Galeri Nev istanbul izniyle
Courtesy of Galeri Nev Istanbul
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isimsiz

Untitled

2003

112 x70 cm

Mylar lizerine yagh kalem

Oil stick on mylar

Oya - Biilent Eczacibasi Koleksiyonu
Oya - Bulent Eczacibasi Collection

130 Canan Tolon
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Glitch |

2006

147,5 x 137,5 cm

Tuval lizerine yagliboya

Oil on canvas

Dr. Nejat F. Eczacibasi Vakfi Koleksiyonu
Dr. Nejat F. Eczacibasl Foundation Collection
Uzun siireli édiing Long term loan
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isimsiz

Untitled

2006

76,5 x162 cm

Tuval lizerine karisik teknik

Mixed media on canvas

Oya - Biilent Eczacibasi Koleksiyonu
Oya - Bulent Eczacibasi Collection

Canan Tolon

Sen Soyle You Tell Me
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LN

T

Tarihe Karismasak (poliptik)
Blanking Out (polyptych)

2007

220 x 530 cm

Tuval Uizerine akrilik ve yaglhiboya
Acrylic and oil on canvas

Nevzat Sayin Koleksiyonu

Nevzat Sayin Collection

134
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Flig 9

Fugue 9

2009

40 x 50 cm

Tuval lizerine yagliboya

Qil on canvas

Mert Aslan - Ahmet Giines Koleksiyonu
Mert Aslan - Ahmet GUnes Collection

136 Canan Tolon
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Fig 4

Fugue 4

2009

45 x 61cm

Tuval lizerine yaglhboya
QOil on canvas

Sanatg¢i koleksiyonu
Collection of the artist
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isimsiz

Untitled

2010

150 x 116 cm

Tuval lizerine pas ve pigment

Rust and pigment on canvas
Vuslat Dogan Sabanci Koleksiyonu
Vuslat Dogan Sabanci Collection

138 Canan Tolon

Sen Soyle You Tell Me

isimsiz

Untitled

2010

145 x 117 cm

Tuval lizerine pas ve pigment

Rust and pigment on canvas
Vuslat Dogan Sabanci Koleksiyonu
Vuslat Dogan Sabanci Collection
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Satilik Parseller

Lots for Sale

2007

Degisebilir boyutlar, yaklasik
Dimensions variable, approximately
her bir duvar each wall

210 x 193 x 46 cm

Kum, ¢im, ayna

Sand, grass, mirrors

Sanatgi koleksiyonu
Collection of the artist

Yapitlar Works




Acil Cikis
Emergency Exit
2007

Degisebilir boyutlar,
yvaklasik

Dimensions variable,
approximately

210 x 350 x 122 cm
Ayna ve merdiven
Mirrors and ladders
Sanatg¢i koleksiyonu
Collection of the artist
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isimsiz

Untitled

2000

61x 48,5 cm

Mylar lizerine yagh kalem
Oil stick on mylar

Sanatgi koleksiyonu
Collection of the artist

144 Canan Tolon
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isimsiz 15

Untitled 15

2007

84 x 76 cm

Tuval lizerine pigment, pas ve yagliboya
Rust, pigment and oil on canvas

&zel koleksiyon

Private collection
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Koloni

Colony

2008

Degisebilir boyutlar, yaklasik
Dimensions variable, approximately
295 x 205 x 60 cm

Ayna, ampul, yatak ve ¢im

Mirrors, light bulb, mattresses and grass
Sanatgi koleksiyonu

Collection of the artist

BN e
o R e N

O L -

146 Canan Tolon Sen Séyle You Tell Me Yapitlar Works 147



Refleks 4

Reflex 4

2011

163 x 163 cm

Ahsap paneller lizerine yagliboya

QOil on wood panels

Tiirkan &zilhan Tacir - Ziya Tacir Koleksiyonu
Turkan Ozilhan Tacir - Ziya Tacir Collection

148 Canan Tolon
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Refleks 6

Reflex 6

20Mm

203 x 203

Ahsap paneller lizerine yagliboya
Oil on wood panels

Nesrin Esirtgen Koleksiyonu
Nesrin Esirtgen Collection
Fotograf Photo

Galeri Nev istanbul izniyle
Courtesy of Galeri Nev Istanbul
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Refleks 15

Reflex 15

2012

183 x 305 cm

20 panel 20 panels

Ahsap Ulzerine yagliboya

QOil on board

istanbul Modern Sanat Miizesi
Koleksiyonu

Istanbul Museum of Modern Art
Collection

150 Canan Tolon Sen Sdyle You Tell Me Yapitlar Works 151



isimsiz 3.3

Untitled 3.3

2013

36 x 28,5cm

Tuval lizerine yagliboya
Qil on canvas

Sanatg¢i koleksiyonu
Collection of the artist

152 Canan Tolon
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isimsiz 7.9

Untitled 7.9

2014

41x 31cm

Tuval lizerine yaghboya
Qil on canvas

Sanatgi koleksiyonu
Collection of the artist
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Time After Time
2012

her biri each

95 panel panels
61x 61cm

Ahsap lizerine
yagliboya

Oil on board
Sanatg¢i koleksiyonu
Collection of the artist
Fotograf Photo:
Stephen White
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isimsiz 10.3

Untitled 10.3

2016

122 x 192 cm

Tuval lizerine yaghboya
QOil on canvas

Sanatgi koleksiyonu
Collection of the artist
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isimsiz 10.2

Untitled 10.2

2016

122,5 x 150,5 cm

Tuval Uizerine yaghboya
Oil on canvas

Sanatg¢i koleksiyonu
Collection of the artist

158 Canan Tolon
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isimsiz 9.1

Untitled 9.1

2016

122 x 152 cm

Tuval Uzerine akrilik, yaghboya ve pas
Rust, acrylic, oil on canvas

ipek - Can Ustiindag Koleksiyonu
ipek - Can Usttindag Collection
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isimsiz 10.1

Untitled 10.1

2016

122,5 x 166,5 cm

Tuval Uizerine yaghboya
Oil on canvas

Sanatg¢i koleksiyonu
Collection of the artist

160 Canan Tolon
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WWWé6

2017

28 x 35,5 cm

Ahsap Ulzerine yagh kalem
Oil stick on wood

Sanatgi koleksiyonu
Collection of the artist
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isimsiz 12.2

Untitled 12.2

2016

81,5 x 93,5 cm

Tuval lizerine yagliboya
Oil on canvas

Sanatg¢i koleksiyonu
Collection of the artist

164 Canan Tolon
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isimsiz 12.1

Untitled 12.1

2016

81,5x89cm

Tuval lizerine yaghboya
QOil on canvas

Sanatgi koleksiyonu
Collection of the artist
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isimsiz

Untitled

2016

238 x 192 cm

Tuval Uizerine yaglhboya
Oil on canvas

Melis Okumus Koleksiyonu
Melis Okumus Collection

166 Canan Tolon
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isimsiz 11.1

Untitled 11.1

2016

61x 61cm

Tuval lizerine yaghboya
Oil on canvas

Sanatgi koleksiyonu
Collection of the artist
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isimsiz 11.5
Untitled 11.5
2016

84,5 x 84,5 cm

Tuval Uizerine yaghboya

Oil on canvas

Sanatg¢i koleksiyonu
Collection of the artist

168

Canan Tolon

Sen Soyle You Tell Me

WWWwW2

2017

20,5 x 25,5cm

Ahsap lzerine yagh kalem
Oil stick on wood

Sanatgi koleksiyonu
Collection of the artist

Www4

2017

20,5 x 25,5cm

Ahsap Ulzerine yagh kalem
Oil stick on wood

Sanatgi koleksiyonu
Collection of the artist
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WWW3

2017

20,5 x 25,5cm
Ahsap lizerine yagh kalem
Oil stick on wood

Sanatg¢i koleksiyonu
Collection of the artist
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WWWwW1

2017

20,5 x 25,5cm

Ahsap lzerine yagh kalem
Oil stick on wood

Sanatgi koleksiyonu
Collection of the artist

WWW5

2017

20,5 x 25,5cm

Ahsap Ulzerine yagh kalem
Oil stick on wood

Sanatgi koleksiyonu
Collection of the artist
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WWW13

2017

20,5 x 20,5 cm

Ahsap lizerine yagh kalem
Oil stick on wood

Sanatg¢i koleksiyonu
Collection of the artist

WWW17

2017

30,5 x30,5cm

Ahsap lizerine yagh kalem
Oil stick on wood

Sanatg¢i koleksiyonu
Collection of the artist

172 Canan Tolon

WWWwW7

2017

28 x 35,5 cm

Ahsap lzerine yagh kalem
Qil stick on wood

Sanatgi koleksiyonu
Collection of the artist

Sen Soéyle You Tell Me

WWW16

2017

30,5 x 30,5cm

Ahsap Ulzerine yagh kalem
Oil stick on wood

Sanatgi koleksiyonu
Collection of the artist
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isimsiz 10.1

Untitled 10.1

2017

197 x 113 cm

Tuval lizerine yagliboya
Qil on canvas

Sanatgi koleksiyonu
Collection of the artist

Sen Soyle You Tell Me

isimsiz 10.1

Untitled 10.1

2017

122,5 x 151 cm

Tuval lizerine yaghboya
Oil on canvas

Sanatgi koleksiyonu
Collection of the artist
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isimsiz 5.1

Untitled 5.1

2017

197 x 295 cm

Tuval lizerine yaghboya
QOil on canvas

Sanatgi koleksiyonu
Collection of the artist

Yapitlar Works 177



isimsiz 10.2

Untitled 10.2

2017

198 x 198 cm

Tuval Uizerine yaghboya
Oil on canvas

Sanatg¢i koleksiyonu
Collection of the artist

178 Canan Tolon
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isimsiz 11.2

Untitled 11.2

2017

168 x 168 cm

Tuval lizerine yaghboya
Oil on canvas

Sanatgi koleksiyonu
Collection of the artist
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isimsiz 9.2

Untitled 9.2

2017

127 x 194 cm

Tuval lizerine yaghboya
QOil on canvas

Sanatgi koleksiyonu
Collection of the artist
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isimsiz 7.1

Untitled 7.1

2017

200 x177,5 cm

Tuval Uizerine yaghboya
Oil on canvas

Sanatg¢i koleksiyonu
Collection of the artist

182 Canan Tolon
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isimsiz 9.1

Untitled 9.1

2017

199 x 199 cm

Tuval lizerine yaghboya
Oil on canvas

Sanatgi koleksiyonu
Collection of the artist
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isimsiz 1.11

Untitled 1.1

2018

132 x 167 cm

Tuval lizerine yaghboya
QOil on canvas

Sanatgi koleksiyonu
Collection of the artist
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isimsiz 9.1

Untitled 9.1

2018

135 x 167 cm

Tuval Uizerine yaghboya
Oil on canvas

Sanatg¢i koleksiyonu
Collection of the artist

186 Canan Tolon
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isimsiz 11.3

Untitled 11.3

2017

174 x 188 cm

Tuval lizerine yaghboya
QOil on canvas

Sanatgi koleksiyonu
Collection of the artist
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isimsiz

Untitled

2018

28 x 36 cm

Mylar lizerine yagh kalem
Qil stick on mylar

Sanatg¢i koleksiyonu
Collection of the artist

188 Canan Tolon
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isimsiz

Untitled

2018

28 x 36 cm

Mylar lizerine yagh kalem
QOil stick on mylar

Sanatgi koleksiyonu
Collection of the artist
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isimsiz

Untitled

2018

36 x 28 cm

Mylar lizerine yagh kalem
Qil stick on mylar

Sanatg¢i koleksiyonu
Collection of the artist

190 Canan Tolon
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isimsiz

Untitled

2018

36 x 28 cm

Mylar lizerine yagh kalem
QOil stick on mylar

Sanatgi koleksiyonu
Collection of the artist
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isimsiz

Untitled

2018

28 x 36 cm

Mylar lizerine yagh kalem
Qil stick on mylar

Sanatg¢i koleksiyonu
Collection of the artist

192 Canan Tolon
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isimsiz

Untitled

2018

28 x 36 cm

Mylar lizerine yagh kalem
QOil stick on mylar

Sanatgi koleksiyonu
Collection of the artist
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isimsiz

Untitled

2018

17 x 22,5 cm

Mylar lizerine yagh kalem
Qil stick on mylar

Sanatg¢i koleksiyonu
Collection of the artist

194 Canan Tolon
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isimsiz

Untitled

2018

28 x 36 cm

Mylar lizerine yagh kalem
QOil stick on mylar

Sanatgi koleksiyonu
Collection of the artist
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isimsiz 1.3
Untitled 1.3
2019

177 x 344 cm
Tuval Gizerine
yagliboya

QOil on canvas
Sanatgli
koleksiyonu
Collection of
the artist

Sen Soyle You Tell Me Yapitlar Works

Canan Tolon




o -
! S+ - il ) "t . -
i e i g g 33 TR 5
b ___'-—3--'-. 2 "“'!-' -4 3 ¥
* 7

G 4 ' .
. 2 4z ! . TaA ) ’
= oo : E et r g o e
-;- o 3 a -: _ 3 Li g ~
=& - = 2 |': -]"'\ ok pr—
= J‘ T } 7 i s = - e
e R b ~ - . .
¥ 14 __.n; R I B = o K
1 q | : a't 1 v - i ... ] -
i - ] . RS
5 i,., %25a = N e vizd L] 2 _'.
- i N L] =
v =
| R =¥ N AR - e
: I 3 ] AF f, bl v % o3
o 2 - 2 = : . * e
i \ : i T st N
ET ~—
= =i s — T 2 s i
¥ R e v 8 e \
o '_-|| ; P = = -: - [ 'I. E .
*J"f— - N*»' ey - #',"‘ Y
T . % e
! -
_im A S it =
# _ e
2 [= ] { |
»

T

isimsiz (diptik)

Untitled (diptych)

2019

15,5 x 30,5 cm

Ahsap panel lizerine yaghboya
Qil on wood panel

Sanatg¢i koleksiyonu

Collection of the artist

Yapitlar Works 199
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Manége

2019

Ayna, ip, hali, led 151k
Mirror, rope, carpet, led light
her bir ayna each mirror
300 x 240

Sanatg¢i koleksiyonu
Collection of the artist

200 Canan Tolon
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YTM 4.7

2019

20,5 x 20,5cm

Ahsap lizerine yagh kalem
Oil stick on wood

Sanatgi koleksiyonu
Collection of the artist

YTM 9.7 YTM 8.7

2019 2019

20,5 x 20,5 cm 20,5 x 20,5cm

Ahsap lizerine yagh kalem Ahsap Ulzerine yagh kalem
Qil stick on wood Oil stick on wood

Sanatgi koleksiyonu Sanatgi koleksiyonu
Collection of the artist Collection of the artist
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YTM 10.7

2019

20,5 x 20,5 cm

Ahsap lizerine yagh kalem
Oil stick on wood

Sanatgi koleksiyonu
Collection of the artist

204 Canan Tolon
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YTM 6.7

2019

30,5 x30,5cm

Ahsap Uzerine yagh kalem
Oil stick on wood

Sanatgi koleksiyonu
Collection of the artist

YTM 7.7

2019

30,5 x 30,5cm

Ahsap Ulzerine yagh kalem
Oil stick on wood

Sanatgi koleksiyonu
Collection of the artist
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YTM 2.7

2019

12,5 x 18 cm

Ahsap lizerine yagh kalem
Oil stick on wood

Sanatgi koleksiyonu
Collection of the artist

206 Canan Tolon
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YTM 3.7

2019

12,5 x18 cm

Ahsap Uzerine yagh kalem
Oil stick on wood

Sanatgi koleksiyonu
Collection of the artist
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YTM 1.7

2019

12,5 x 18 cm

Ahsap lizerine yagh kalem
Oil stick on wood

Sanatgi koleksiyonu
Collection of the artist

208 Canan Tolon
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YTM 5.7

2019

23 x 30,5cm

Ahsap Ulzerine yagh kalem
Oil stick on wood

Sanatgi koleksiyonu
Collection of the artist
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Cycle

2019

280 x 101 x 115 cm
Karisik teknik ve ayna
Mixed media and mirror
Sanatgi koleksiyonu
Collection of the artist
Fotograf Photo: flufoto

Yapitlar Works 211
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Canan Tolon

1955

2018

2017

2015

2014

2013

2012

201

2010

2009

2008

2005

2004

2003

2001

istanbul’da dogdu, San Francisco ve
istanbul’da yasiyor ve calisiyor.

Kisisel Sergiler
Nerede Kalmistik
Anglim Gilbert Gallery,

San Francisco

Sana ben demistim, (demeyecegim)
Von Lintel Gallery, Los Angeles

Adir, Galeri Nev, istanbul
LIKE, Von Lintel Gallery, Los Angeles

Sidesteps, Parasol unit, Foundation for
Contemporary Art, Londra

Bir Yerde Simdi
Von Lintel Gallery, New York

Time After Time, Institute for the
Humanities, University of Michigan,
Ann Arbor

Sonradan Sonraya
Gallery Paule Anglim, San Francisco

Refleks, Galeri Nev, istanbul
Flig, Galeri Nev, Ankara

Break-in, Artists Gallery, San Francisco
Modern Sanat Miizesi

Glitch, Galeri Nev, istanbul

Glitch, Gallery Paule Anglim,
San Francisco

Tikirinda Her Sey
Galeri Nev, Ankara ve istanbul

Korii Koriine
Galeri Nev, Ankara ve istanbul

Gallery Paule Anglim, San Francisco
Galeri Nev, Ankara
Galeri Nev, istanbul

Dayanma Agisi, Mills College
Sanat Miizesi, Oakland

Galeri Nev, istanbul

Galeri Nev, Ankara

Born in Istanbul. Lives and works in
San Francisco and Istanbul.

Solo Exhibitions
Where Were We
Anglim Gilbert Gallery,

San Francisco

(I will not say), | told you so
Von Lintel Gallery, Los Angeles

Heavy, Galeri Nev, Istanbul
LIKE, Von Lintel Gallery, Los Angeles

Sidesteps, Parasol unit, Foundation for
Contemporary Art, London

Somewhere Now
Von Lintel Gallery, New York

Time After Time, Institute for the
Humanities, University of Michigan,
Ann Arbor

Then, and then
Gallery Paule Anglim, San Francisco

Reflex, Galeri Nev, /stanbul
Fugue, Galeri Nev, Ankara

Break-in, Artists Gallery, San Francisco
Museum of Modern Art

Glitch, Galeri Nev, Istanbul

Glitch, Gallery Paule Anglim,
San Francisco

Everything’s Honky-dory
Galeri Nev, Ankara and Istanbul

Blind Thrust
Galeri Nev, Ankara and Istanbul

Gallery Paule Anglim, San Francisco
Galeri Nev, Ankara
Galeri Nev, Istanbul

Angle of Repose, Mills College
Museum of Art, Oakland

Galeri Nev, Istanbul

Galeri Nev, Ankara

Sen Soéyle You Tell Me

2000

1999

1998

1997

1996

1993

1992

1991

1991

1990

1984

2017

2016

2015

2014

Cité Internationale des Arts, Paris

Beyana Gerek Yok
Borusan Sanat Galerisi, istanbul

Galeri Nev, Ankara

Kaza Eseri, Galeri Nev, istanbul
Gallery Paule Anglim, San Francisco
Galeri Nev, Ankara

Galeri Nev, istanbul

Galeri Nev, Ankara

Natiirmortlar
Cagdas Sanat Merkezi, Santa Fe

Galeri Nev, istanbul

Harcourts Modern ve Cagdas Sanat
Galerisi, San Francisco

Galeri Nev, Ankara
Pro-Arts Gallery, Oakland

Bemis Gallery, Bemis Foundation,
Omaha

Galeri Nev, istanbul

Natiirmortlar
Macka Sanat Galerisi, istanbul

Kaliforniya Universitesi, Berkeley
Kaliforniya Universitesi, Berkeley
Se¢me Grup Sergileri

Soyut Hakkinda, Bedford Gallery,
Lesher Sanat Merkezi,

Walnut Creek

Bellek ve Devamlilik; Huma Kabakgl
koleksiyonundan bir segki,

Pera Miizesi, istanbul

YOK OLMADAN
istanbul Modern Sanat Miizesi

RETROSPEKTIF, PAULE ANGLIM
(1923-2015) Gallery Paule Anglim,
San Francisco

Siyah Beyaz... ve Renkler
Gallery Paule Anglim, San Francisco

Cité Internationale des Arts, Paris

Nothing to Declare
Borusan Art Gallery, Istanbul

Galeri Nev, Ankara

By Accident, Galeri Nev, /stanbul
Gallery Paule Anglim, San Francisco
Galeri Nev, Ankara

Galeri Nev, Istanbul

Galeri Nev, Ankara

Still Lifes
Center for Contemporary Art, Santa Fe

Galeri Nev, Istanbul

Harcourts Modern and Contemporary
Art Gallery, San Francisco

Galeri Nev, Ankara
Pro-Arts Gallery, Oakland

Bemis Gallery, Bemis Foundation,
Omaha

Galeri Nev, Istanbul

Still Lifes
Macka Art Gallery, Istanbul

University of California, Berkeley
University of California, Berkeley
Selected Group Exhibitions

About Abstraction, Bedford Gallery,

Lesher Center for the Arts,
Walnut Creek

Memory and Continuity;
a selection of the Huma Kabakgl
collection, Pera Museum, Istanbul

TILL IT'S GONE
Istanbul Museum of Modern Art

RETROSPECTIVE, PAULE ANGLIM
(1923-2015) Gallery Paule Anglim,

San Francisco

In Black and White... and Colors
Gallery Paule Anglim, San Francisco
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2012

2012

2011

2010

2009

2008

2007

2005

216 Canan Tolon

Siir ve Siirgiin, British Museum kalici
koleksiyonundan, Londra

Kagit Arti Bir
Von Lintel Gallery, New York

Ge¢mis ve Gelecek
istanbul Modern Sanat Miizesi

1. Kiev Bienali

istanbul Modern-Rotterdam, Museum
Boijmans Van Beuningen, Rotterdam

Zwolf im Zwolften, Tanas, Berlin

Suretin Sireti
Pera Miizesi, istanbul

Hayal ve Hakikat
istanbul Modern Sanat Miizesi

Driven to Abstraction
Von Lintel Gallery, New York

Tehlikeli Akillarin itiraflar
Saatchi Gallery, Londra

ikinci Sergi, Arter, istanbul
+Sonsuz, Cer Modern, Ankara
Rilya Gibi... Ama Senin Disledigin
Degil!, Sanat Alaninda Kadinlar

Miizesi, Vasington

Istanbul Next Wave
Martin Gropius Bau, Berlin

Yeni Yapitlar, Yeni Ufuklar
istanbul Modern Sanat Miizesi

In and Out of Istanbul
Slought Foundation, Philadelphia

Bay Area Now 5, Yerba Buena Sanat
Merkezi, San Francisco

Modern Deneyimler
istanbul Modern Sanat Miizesi

JPMorgan Chase Koleksiyonu
Pera Miizesi, istanbul

Modern ve Otesi
santralistanbul, istanbul

Cini icin, iznik Cini Vakfi,
Ayasofya, istanbul

Dogayla Bulasmak, Aksanat, istanbul

Poetry and Exile, from the permanent
collection of the British Museum, London

Paper Plus One
Von Lintel Gallery, New York

Past and Future
Istanbul Museum of Modern Art

The 1stKiev Biennale

istanbul Modern-Rotterdam, Museum
Boijmans Van Beuningen, Rotterdam

Zwolf im Zwolften, Tanas, Berlin

Beyond the Apparent
Pera Museum, Istanbul

Dream and Reality
Istanbul Museum of Modern Art

Driven to Abstraction
Von Lintel Gallery, New York

Confessions of Dangerous Minds
Saatchi Gallery, London

Second Exhibition, Arter, Istanbul
+Infinity, Cer Modern, Ankara

A Dream... But Not Yours, National
Museum of Women in the Arts,

Washington

Istanbul Next Wave
Martin Gropius Bau, Berlin

New Works, New Horizons,
Istanbul Museum of Modern Art

In and Out of Istanbul
Slought Foundation, Philadelphia

Bay Area Now 5, Yerba Buena Center
for the Arts, San Francisco

Modern Experiences
Istanbul Museum of Modern Art

JPMorgan Chase Collection
Pera Museum, Istanbul

Modern and Beyond
santralistanbul, /stanbul

Iznik Foundation for Ceramic Glaze,
Hagia Sofia, Istanbul

Contaging with Nature, Aksanat, /stanbul

Sen Soéyle You Tell Me

2004

2003

2002

2001

2000

1999

1998

1997

1995

1994

1993

2. Yaya Sergisi, istanbul
Galeri Nev, Istanbul

Gozlem, Yorum ve Cesitlilik,
istanbul Modern Sanat Miizesi

Plastik Diyaloglar:
Tiirkiye’den Cagdas Resim ve

Heykeller, Avrupa Komisyonu, Briiksel

Organize ihtilaf, Proje4L Elgiz Cagdas
Sanat Miizesi, istanbul

Rundetarn Art Center, Kopenhag
1. Yaya Sedgisi, istanbul
Topkapi Miizesi, istanbul

Mekan/Zaman, Galeri Nev, Ankara -
Galeri Nev, istanbul

Sir/Cember, Galeri Nev, Ankara -
Galeri Nev, istanbul

Yeniden Canlanma, Kaliforniya
Universitesi Sanat Galerisi, San Diego

Crossing Zones, De Paul University Art
Gallery, Sikago

Yoksun/Yogun, Galeri Nev, Ankara -
Galeri Nev, Istanbul

San Jose Sanat Miizesi, San Jose

Once Cizim, Southern Exposure,
San Francisco

Uzun Ufuklar, Falkirk Kiiltiir Merkezi,
San Rafael

Ben Baskasiyim, Charlottenborg Sanat
Merkezi, Kopenhag

Hitap Sekilleri, Walter & McBean
Gallery, San Francisco Sanat Enstitlisi,
San Francisco

Rastgelmek, Euphrat Miizesi Museum,
DeAnza College,

Cupertino

Topkapi Miizesi, istanbul

Southern Exposure, San Francisco

2nd Pedestrian Exhibition, /stanbul
Galeri Nev, Istanbul

Observation, Interpretation, Multiplicity,
Istanbul Museum of Modern Art

Plastic Dialogues: Contemporary
Paintings and Sculpture from Turkey,

European Commission, Brussels

Organized Conflict, Proje4L Elgiz
Museum of Contemporary Art, Istanbul

Rundetarn Art Center, Copenhagen
1st Pedestrian Exhibition, /stanbul
Topkap! Museum, /stanbul

Space/Time, Galeri Nev, Ankara - Galeri
Nev, /stanbul

Cover/Contour, Galeri Nev, Ankara -
Galeri Neyv, Istanbul

Re-Generation, University of California
Art Gallery, San Diego

Crossing Zones, De Paul University Art
Gallery, Chicago

Lack/Excess, Galeri Nev, Ankara -
Galeri Nev, Istanbul

San Jose Museum of Art, San Jose

Drawing First, Southern Exposure,
San Francisco

Long Horizons, Falkirk Cultural Center,
San Rafael

| Am Another, Charlottenborg Center
for Arts, Copenhagen

Forms of Address, Walter & McBean
Gallery, San Francisco Art Institute,
San Francisco

Coming Across, Euphrat Mizesi
Museum, DeAnza College,
Cupertino

Topkapi Museum, /stanbul

Southern Exposure, San Francisco
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Canan Tolon

1992

1991

1990

1989

1988

1987

2012

2007

2000

1999

1998

1997

1996

1995

3. Uluslararasi istanbul Bienali
Sanat ’92, Ankara
Montgomery Gallery, San Francisco

Bemis Gallery, Bemis Vakfi,
Omaha

Garden of the Zodiac Gallery, Omaha
San Jose Cagdas Sanat Enstitiisi
Alsace Plurielle, Strazburg

Off the Wall
Sheldon Memorial Art Gallery, Lincoln

Richmond Sanat Merkezi, Richmond
Bemis Foundation, Omaha

Gallery Vienna, Sikago

Nerlino Gallery, New York

American Institute of Architects,
San Francisco

Viridian Gallery, New York
Kaliforniya Sanat ve Zanaat Okulu,
San Francisco

Burslar ve Odiiller

The Kidder Residency in the Arts
Institute for the Humanities,

Ann Arbor

Emeryville Kamusal Sanat Odiilii
Emeryville

Cité Internationale des Arts, Paris

Akdeniz Calismalari Merkezi
Georgetown University, Vasington

Galler Sanat Konseyi
Berllanderri Heykel Atolyesi, Galler

Gamblin Bursu Misafir Sanatgi
Vermont Atélye Merkezi

Misafir Sanatgi
Camargo Vakfi, Cassis

Misafir Sanatgi
MacDowell Kolonisi, Peterborough

3 International Istanbul Biennial
Art '92, Ankara
Montgomery Gallery, San Francisco

Bemis Gallery, Bemis Foundation,
Omaha

Garden of the Zodiac Gallery, Omaha
San Jose Institute of Contemporary Art
Alsace Plurielle, Strasbourg

Off the Wall
Sheldon Memorial Art Gallery, Lincoln

Richmond Art Center, Richmond
Bemis Foundation, Omaha
Gallery Vienna, Chicago

Nerlino Gallery, New York

American Institute of Architects,
San Francisco

Viridian Gallery, New York

California College of Arts and Crafts,
San Francisco

Residencies and Awards

The Kidder Residency in the Arts
Institute for the Humanities,

Ann Arbor

Emeryville Public Arts Award
Emeryville

Cité Internationale des Arts, Paris

Center for Mediterranean Studies
Georgetown University, Washington

Arts Council of Wales
Berllanderri Sculpture Workshop, Wales

Gamblin Fellowship Artist in Residence
Vermont Studio Center

Artist in Residence
The Camargo Foundation, Cassis

Artist in Residence
The MacDowell Colony, Peterborough

Sen Soéyle You Tell Me

1994

1992

1991

1989

1983

1980

1979

1976

1975

Bati Eyaletleri Sanat Federasyonu
Denver

Misafir Sanat¢i, Bemis Foundation
Omaha

Misafir Sanatg¢i, Bemis Foundation
Omaha

San Francisco Focus Design Award

Egitim

Yiiksek Lisans
Kaliforniya Universitesi, Berkeley

Lisans, ic Mimarhk
Middlesex Universitesi, Mimarlk
Okulu, Londra

Fachhochschule, Trier

Napier Universitesi,
Tasarim Boliimii, Edinburg

Fransiz Bakaloryasi «Felsefe-
Edebiyat» istanbul Baccalauréat,
Philosophie-Lettres, Ecole Francaise
d’Istanbul

Western States Arts Federation
Denver

Artist in Residence, Bemis Foundation

Omaha

Artist in Residence, Bemis Foundation

Omaha

San Francisco Focus Design Award

Education

Master of Architecture
University of California, Berkeley

Bachelor of Art
Middlesex University, Architectural
Association, London

Fachhochschule, Trier

Napier University,
Department of Design, Edinburgh

French Baccalaureate «Philosophy-
Literature» Istanbul Baccalauréat,
Philosophie-Lettres, Ecole Francaise
d’Istanbul
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TESEKKURLER ACKNOWLEDGEMENTS

iSTANBUL MODERN iSTANBUL MODERN, ALTIN UYELERINE MODERN VE
KADIN SANATCILAR FONU CAéDAS SANATA VERDIKLERi DESTEK iCiN TESEKKUR EDER.
istanbul Modern, bu serginin ve katalogunun gerceklesmesi icin yapit 6diin¢ veren ya da bu siirece destek olan tiim 6zel ISTANBUL MODERN ISTANBUL MODERN THANKS ITS GOLD MEMBERS FOR THEIR

koleksiyonerlere ve kurumlara tesekkiir eder. WOMEN ARTISTS FUND GENEROUS SUPPORT OF MODERN AND CONTEMPORARY ART.

Istanbul Modern would like to express its gratitude to all the private collectors and institutions who have lent works to this exhibition or

who have facilitated loans without which this exhibition and its catalogue would not have been possible.
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SUZAN - TAYFUN BAYAZIT
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HALDUN DOSTOGLU
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OYA ECZACIBASI
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BERIL MiSKAVi
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iSTANBUL MODERN MUZE YONETIMI

ISTANBUL MODERN MUSEUM MANAGEMENT

YONETIM KURULU BOARD OF DIRECTORS

BASKAN CHAIR
OYA ECZACIBASI

BASKAN YARDIMCILARI VICE CHAIRS
ETHEM SANCAK
OKSAN ATILLA SANON

EGEMEN BAGIS
MUNiIR EKONOMI

SELi ELVASVILI

EROL TABANCA
GORGUN TANER
ARZUHAN YALCINDAG

MUZE GENEL DIREKTORU MUSEUM DIRECTOR
LEVENT CALIKOGLU

PLASTIK SANATLAR DANISMA KURULU
FINE ARTS ADVISORY BOARD

PAZARLAMA VE SATIS DIREKTORU
CHIEF MARKETING AND SALES OFFICER

CAGLA GUL

PROF. RAHMi AKSUNGUR
MiMAR SiNAN GUZEL SANATLAR UNIiVERSITESI
MIMAR SINAN FINE ARTS UNIVERSITY
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PROF. DR. ZEYNEP iNANKUR
MIMAR SINAN GUZEL SANATLAR UNIVERSITESI
MIMAR SINAN FINE ARTS UNIVERSITY

EGIiTiM VE SOSYAL PROJELER EDUCATION AND SOCIAL PROJECTS

NESLIHAN VAROL

ETKiNLIK EVENTS
FUNDA OGE

MALI iSLER FINANCE
OGUZ ERIS

OPERASYON OPERATION
ENGIN UZUNOGLU

UYELiIK MEMBERSHIP
SECIL ERTUGRUL

PROF. HUSAMETTIN KOGCAN
OKAN UNIVERSITESI
OKAN UNIVERSITY

PROF. DR. AYLA ODEKAN
iSTANBUL TEKNiK UNIiVERSITESI
ISTANBUL TECHNICAL UNIVERSITY

ULUSLARARASI DANISMA KURULU
INTERNATIONAL ADVISORY BOARD

NEAL BENEZRA
DIREKTOR, SAN FRANCISCO MUSEUM OF MODERN ART, SAN FRANCISCO
DIRECTOR, SAN FRANCISCO MUSEUM OF MODERN ART, SAN FRANCISCO

BERNARD BLISTENE
DiREKTC')R, MUSEE NATIONAL D’ART MODERNE, CENTRE POMPIDOU, PARIS
DIRECTOR, MUSEE NATIONAL D’ART MODERNE, CENTRE POMPIDOU, PARIS

DR. YILMAZ DZIEWIOR
DIREKTOR, MUSEUM LUDWIG, KOLN
DIRECTOR, MUSEUM LUDWIG, COLOGNE

GLENN D. LOWRY
DIREKTOR, MUSEUM OF MODERN ART (MoMA), NEW YORK
DIRECTOR, MUSEUM OF MODERN ART (MoMA), NEW YORK

FRANCES MORRIS
DIREKTOR, TATE MODERN, LONDRA
DIRECTOR, TATE MODERN, LONDON

SHEENA WAGSTAFF

MODERN VE CAGDAS SANAT BOLUMU BASKANI

THE METROPOLITAN MUSEUM OF ART, NEW YORK
CHAIRMAN OF MODERN AND CONTEMPORARY ART,
THE METROPOLITAN MUSEUM OF ART, NEW YORK
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KATALOG BASIMINDA iC SAYFALARDA UPM FINESSE SILK 170 GR/M?,
KAPAKTA UPM FINESSE SILK 300 GR/M2 KAGIT KULLANILMISTIR.
THIS PUBLICATION’S INTERIOR PAGES ARE PRINTED ON UPM FINESSE SILK 170 GR/M? PAPER AND
ITS FRONT AND BACK COVER ON UPM FINESSE SILK 300 GR/M? PAPER.

A

5
The Biofore Company  TUPM

BU KATALOGUN KAGIDI, UPM TARAFINDAN EU ECOLABEL REG. NO. FI/11/001 SERTIFIKALI OLARAK URETILMISTIR.

EU ECOLABEL SERTIFIKASI, AVRUPA KOMISYONU TARAFINDAN DESTEKLENEN EN KAPSAMLI CEVRESEL SERTiIFIKA OLUP, YASAM
DONGUSU BOYUNCA EN AZ CEVRESEL ETKIYE SAHiP URUNLERIN TANINMASINA YARDIMCI OLUR. URUNLER, BU SERTIFIKAYA
HAK KAZANMAK iCiN, DOGAL KAYNAKLARIN VE KiMYEVi MADDELERIN KULLANIMI, ENERJi TUKETiMi, HAVAYA VE SUYA KARISAN
EMISYONLAR, ATIK YONETIMI VE ELYAF KAYNAGI GiBi ONEMLI CEVRESEL KRITERLERIN TUMUNE UYGUNLUK SAGLAMAK ZORUNDADIR.
BU SERTIFIKAYA SAHiIP URUNLERi ALMAK, CEVRE DOSTU URUN KULLANMAK ANLAMINA GELMEKTEDIR.

MADE OF PAPER AWARDED THE EU ECOLABEL REG. NO. FI/11/001, SUPPLIED BY UPM.

THE EU ECOLABEL IS AN OFFICIAL ENVIRONMENTAL CERTIFICATION SCHEME SUPPORTED BY THE EUROPEAN COMMISSION. THE EU
ECOLABEL HELPS CONSUMERS IDENTIFY PRODUCTS AND SERVICES THAT HAVE A REDUCED ENVIRONMENTAL IMPACT THROUGHOUT
THEIR LIFE CYCLE, FROM THE EXTRACTION OF RAW MATERIAL TO PRODUCTION, USE AND DISPOSAL. TO ACQUIRE THE EU ECOLABEL,

THE PRODUCTION PROCESS MUST MEET STRICT CRITERIA FOR USE OF NATURAL RESOURCES, USE OF CHEMICALS, ENERGY
CONSUMPTION, EMISSIONS TO AIR AND WATER AND WASTE MANAGEMENT.
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