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Saygun Dura’nin istanbul Milli Reasiirans Sanat
Galerisi'ndeki sergisi, dogal secilim ve doganin kendini
koruma ve yeniden Uretme dlrtlsUnd igeren evrimin
prizma ve mekanizmalari zerinden tasarlanan bir

god¢ meditasyondur. Dura'nin otuz yila askin sdreyi
kapsayan kariyeri, reklam endUstrisinden profesyonel
fotografciliga, egitimden sanata kadar uzanmaktadir.
Mimar Sinan Universitesi ve Bahcesehir Universitesi
basta olmak lzere birgok Universitede 6gretim gorevlisi
olarak calismistir. Yurtici ve yurt disinda sergiler agmis
olan Dura’nin eserleri 6zel koleksiyonlarda ve mizelerde
yer almaktadir.

Sanatginin fotograf alanindaki zengin teknik deneyimi,
sergide yer alan ve tamami su altinda, farkl derinliklerde
cekilmis karmasik, blylk olcekli renkli fotograflarda
kendini gdsteriyor. Ancak Dura'nin galismalari sadece
teknik basarilarina indirgenemez. Dura fikirlerini
kavramsal olarak betimlemek ve yansitabilmek

icin calisma yontemlerini strekli gelistirmekte ve
gdrsellerinin yalnizca kalitesine dedil, ayni zamanda
fotograflarinin teknik agidan kusursuz olmasina énem
vermektedir. Gorintllere yansiyan 6zneye yakinligl, bir
performatif katilima isaret eder, ancak Dura bir aksiyon
fotografcisi degildir. Jeff Wall'un ‘Bir Ahtapot’'(1990)daki
tarafsiz yaklasimini yansitan, konuyu belli bir dizeyde
mesafeli olarak ele alan bir sanatcidir. Dura, sahneyi bir

stldyoda kurmuscasina titizlikle hazirlayip sonuglari

da 6ngodrerek nesneyi asamali bir sekilde fotograflar.
Kompozisyonu, 1sigi ve rengiincelerken, gorintuler bize
kontrolin nesnede veya konuda olmayip, tamamen
sanatc¢ida oldugunu gosterir. SUrpriz iceren unsurlar,
beklenmedik olanla karsilasmakta degil, Bura’nin imaj
olusturma surecini kontrol etme yetenegindedir.

Saygun Dura’nin fotograflari kara ile deniz, hava

ile su arasindaki esikte ¢ekilmis gibi gordnuyor.
Ozneleriise gercekten ve de mecazi anlamda nefes
nefese kallyor. Sergide, suyun ylzeyindeki coskulu
faaliyetlere ve golun dibindeki Urklttcu ve uhrevi
sakinlige bakan, blyuk dlgekliiki ayri fotograf serisi var.
Serilerden biri, Tarkiye'nin dogusundaki Van Goli'nde
yasayan tek balik tird oldugu bilinen, inci kefalinin
gogunl yansitmaktadir. TUrln hayatta kalmasticin

bu neredeyse térensel eylemin betimlenmesinde

cok sayida alt metin oldugu halde, gordntuler ivedi
sorunlarlailgilidir ve doganin yeniden Gretme, uyum
sa@lama ve gelisme yetenedinin daha evrensel kodlarini
ortaya koyar. Van GolU ve ¢evresi, Dogu'dan Bati'ya go¢
yollarinin cografiyértingesi Gzerindedir ve son yillarda
Ulkenin i¢ kisimlarina hizla gecis yapmakicin ugsuz
bucaksiz golin su yollarini kullanan Orta Asya'dan gelen
gocmenlerin akinina da tanik olmustur. Ayrica golin
cografi konumu, inci kefalinden pelikan ve flamingo gibi



kuslara bircok tlrin go¢ yortingesinde yer almakta ve
gerekli kaynaklari saglamaktadir. Fotograflar boylelikle,
martilarin (Larus armenicus) hayatta kalmakigin

balik strUlerinin pesine disttgu bir 61Um kalim drami
sunmaktadir. Yukaridan karanlik sulara bakan ve bulanik
olarak gordlen izleyiciler, bu hayat dramina agikga tanik
oluyorlar. Empati kurmadan yapilan tarafsiz katim
eylemi, 6zne ile karada bekleyen izleyicilerin bakislari
arasinda yer aldigiicin de gézlemlenen fotografcinin
bakisini yansitiyor. Resim dizleminin eyleme yakinligi,
heyecanin dahaileri bir katmanini yaratir ve izleyicinin
bu hareketliyasam ve kader gecisine katilmasini
saglar. Freuda gore dUrtl, “daha dnceki bir durumu
eski haline getirmek icin organik yasamin dogasinda“dir
ve inorganik olan organik clandan 6nce geldiginden,
Freud'un belirttigi gibi, “tim yasamin amaci 6lumddr»
(Foster, 1993, s.10)

Sanatginin konuyla deneyimsel iliskisinde bir
gorunguabilim yaklasimi da mevcuttur. Go¢ kavrami,
evden ayrilma, esik veya gecis asamasi ve istenilen
yere varistan olugsmaktadir. Bedenlerini mekan ve suda
hareket ettirmenin fiziksel olarak zahmetli ve tehlikeli
eylemi, baliklarin kuslaricin kolay bir yem haline geldigi
goruntllerde ¢ok belirgindir. Sanatci bu sdreci, bitisik
nehirlerin akisa karsl transit gecisi yerine, cikis veya
evden ayrilma noktasinda gordntlilemeyi segmistir.

Bu gorintllerde netameli bir unsur sezilmektedir.
Freuda gore “Tekinsiz bir deneyim, ya bastiriimis
cocuksu kompleksler bir izlenim tarafindan yeniden
canlandirldiginda ya da Ustesinden geldigimiz ilkel
inanclar bir kez daha dogrulanmis gibi gérdldaginde
ortaya cikar.”(Foster, 1993, s.8) Burada da ilging olan,
Freud'un gegmiste sUrrealistlerin de goz 6ndnde
bulundurdugu “animist zihinsel eylem” olarak tanimladigi
nazari incelemesidir. Pek cok fotografta yakindan
gorintUlenen baligin gozu kotullk dedil, korku doludur.
Hicbir yone bakmayan bir bakistir.

Sergideki eserlerin ikinci kismi ise, inci kefalinin dogal
yasam ortami olan mikrobiyalitleri gdstermektedir,
fakat onlar bostur ya da terk edilmistir. Van GolU, birkag
metreye ulasan ve dinyadaki en blyUk organo-dimanter
tortulara(mikrobiyalitler) sahip oldugu icin benzersizdir.
(Kempe et al., 1991) Sahneler ise tekinsiz ve hayalet
gibidir. Goruntuler, golin dibinde ayni anda celisen
dinginlik, sessizlik ve dramayi yakalar. Atlantis gibi kayip
bir dinyanin kalintilarina mi, yoksa baska bir dinyanin
manzaralarina mi bakiyoruz? Bu yapilar ve nesneler
canlimi cansiz mi? Sergi baglaminda, bu fantastik su
alti manzaralarinin sakinligi ve durgunlugu, yukaridaki
dram ile tezat olusturuyor veya bastiriliyor. Bunlar ayni
zamanda, mesken ve deniz tasiti kalintilaridir, tipki
sergideki iki fotografta gortinen ve simdi baska tirlere
barinak islevi géren batik gemi gibi. Gortntdler bize
denizdeki tehlikelerin affetmez oldugunu ve belki de
cennetten cok cehenneme baktigimizi hatirlatiyor.
MUkemmel bir go¢ teknesini temsil eden gemi, ayni
zamanda da Foucault'nun glndelik gergekliklerden
bagimsiz yerler ve mekanlar hakkindaki fikirlerine

atifta bulundugu bir tir heterotopyayi simgeliyor.

(Foucault, 1967) Van, tarihi ve sosyo-politik oldugu kadar
jeolojik acidan da tektonik degisimlerin yasandigi bir
yerdir. Mikrobiyalit, “kirintili veya kimyasal tortularla
etkilesime giren bentik mikrobiyal topluluklar tarafindan
Uretilen” doganin dramatik yaratimidir. (Kempe ve
digerleri, 1991) Max Ernst'in ‘Bilingli Manzara'(1942) adli
eserindeki gibi hayal edilebilecek egzotik bahcelerin
gerceklstd dinyasini temsil eder veya ‘Swampangel’
(1940) ve 'Sessizligin GozU'(1943-44) resimlerine benzer.
Mikrobiyalitler, Foster'in anlatimiyla “géreceli(de)fiizyon
halinde” de gorilebilir. Onlar, ilkel “tekinsiz isaretler
dinyasina” atifta bulunanilkel zamanlardan gelen
ziyaretgilerdir. (Foster, 1993, s5.200)

Dura’nin fotograflarindaki kompozisyon dgelerini
incelerken, bize Jeff Wall'un “kurgulanmis”
goruntdlerinin bir dis mekani olmadigini veya etrafindaki
yasami gdrmediklerini(Wall, s.9, 1996), oysa geleneksel
fotografcilikta gorintinin disinda gergek bir yasam
oldugu yonindeki endiselerini hatirlatiyor. Dura’nin
cagristirici gorintulerinde, gevrenin esigi ihmal
edilmistir ve benzer sekilde gortntindn disinda daha
bUydk bir btdn’yoktur. Wall'un terimleriyle, neredeyse
‘sinematografik’ bir gorintd sergilerler. Bu fotograflar
su, hava ve karanin yarattigi sinirlardaki bosluklara
odaklidir.

Saygun Dura’nin sergisi, sadece fotograf gortntistndn
teknik yeteneklerini ve mirasini yansitmak icin bir

arac degildir; evrensel gercekleri ve kodlari ortaya
cikarma potansiyelini sergiler. Kullanilan palet, tek
tonda olmasina ragmen, tim goérdntiler renklidir. Rengi
cikarmak veya azaltmak, nesnenin golin yizeyindeki zit
1sik, golgeler ve yansimalardan olusan chiaroscuro’ya
gdmulmesine izin verir. Dura, profesyonel bir fotografci
ve deneyimli bir dalgi¢ olup bu ikisini disUnce ve
felsefesinde birlestirerek sanat diinyasinda benzersiz
bir konuma sahiptir. Stidyo yapimi goridntuler ve su

alti fotograflarindan olusan genis bir yelpaze, blyUk
Olclde surrealist disinme ve hayal etme gelenedinden
esinlenerek kullandigi genis, resimsel dillerini ve kelime
dagarcigini srekli olarak zenginlestirmektedir. Bu sergi,
Dura’nin fotografcilik kariyerinde énemli bir kavsagi
yansitmaktadir.

Prof. Dr. Ergin Cavusoglu
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Saygun Dura’s current exhibition at Milli Reastirans Art
Gallery is a meditation on migration envisioned through
the prism and mechanisms of evolution, including
natural selection and nature’s imperative to preserve
and reproduce itself. As a photographerin the field of
advertising, an educator, and an artist, Dura’s career
spans nearly three decades. He has been a lecturer at
several universities, including Mimar Sinan University
and Bahgesehir University. He has also exhibited
extensively in Turkey and internationally. His works
feature in private and museum collections.

The wealth of Dura’s technical experience is evident in
this body of complex, large-scale colour photographs
taken underwater, at varying depths. Yet, while Dura’s
work is technically impeccable, it also transcends the
limits of professional expertise. He continuously adapts
his methods to capture and convey the conceptual
virtues of the subject, thus moving beyond merely their
representational quality. While the closeness to his
subject reflected in the images implies a performative
engagement and participation, Dura is not an action
photographer per se. Instead, he photographs lifein a
staged manner, meticulously preparing and anticipating
the results. Itis asif he set up the scene on a studio
platform with a level of detachment from the subject,

I

resembling Jeff Wall'simpartial approach in ‘An
Octopus’(1990). A close study of Dura’'s compositions,
lighting, and colour, shows that he isin total control.
The actual element of surprise is not in the encounter
with the unexpected but in the artist’s ability to control
the apparatus of photographic image-making.

Saygun Dura's photographs appear to be taken on the
threshold between land and sea, air, and water. His
subjects gasp for air, literally and metaphorically. There
are two distinct series of large-scale photographsin the
show, looking at the frenzy of activities on the surface
and the eery, otherworldly calmness at the bottom of
the lake. One of the series represents the migration of
the pearl mullet, known to be the only species to inhabit
Lake Vanin Eastern Turkey. Whereas there is a plethora
of subtexts in the depiction of this almost ritualistic act
of survival, the images are primarily concerned with
matters of urgency, presenting the universal codes of
nature to reproduce, adapt and evolve. Lake Van and

its surroundings are on the geographical trajectory of
migration paths from East to West and have recently
witnessed an influx of asylum seekers coming from
Central Asia. Migrants use the waterways of this vast
lake to transition rapidly into the interior of the country.
Moreover, the geographical position of the lake is on



the migratory trajectory of many other species from
the pearl mullet to birds such as the pelican and the
flamingo and provides much-needed resources. The
photographs thus present a drama of life and death,
where the seaqulls (Larus armenicus)are in pursuit of
the shoaling and schooling fish for their survival. The
onlooking audiences peering into the dark waters from
above are blurred yet visibly witnessing this drama of
continued existence. The act of impartial participation
devoid of empathy is seen through the gaze of the
photographer, who in turnis also being observed as
the subject is located between him and the gaze of the
expectant onlookers on share. The proximity of Dura’s
picture plane to the action creates a further layer of
drama and allows the audience to participate in this
fluid transition of life and fate. Sigmund Freud defines
a drive as "an urge inherent in organic life to restore an
earlier state of things”, and as the inorganic precedes
the organic, “the aim of all life,” he concludes in his
famous phrase, “is death” (Foster, 1993, p.10).

Dura’s experiential engagement with his subject is also
phenomenological. Migration is constituted of three
phases, leaving the home, a liminal or transitional phase
and finally, arrival. The physicality and the laborious
and dangerous act of moving bodies through space
and water are very much evident in Dura's images
where the fish have become easy prey for the birds.
He has chosen to capture the process at the point

of departure or leaving home, rather than in transit
upstream in the adjoining rivers. The scenes captured
in the photographs seem at once familiar yet uncanny.
According to Freud, "An uncanny experience occurs
either when repressed infantile complexes have been
revived by some impression, or when the primitive
beliefs we have surmounted seem once more to be
confirmed.”(Foster,1993, p.8) What is also striking

is Freud's examination of the evil eye, identified as
“animistic mental activity’, a thought entertained
correspondingly by the surrealist cohort. Featured
close-up in many of the photographs, the eye of the fish
is not evil, itis full of fear. It is a gaze towards nowhere.

The second body of works depicts microbialites, the
pearl mullet’s natural habitat in the lake's shallow
ends. Yetin this case, they are depicted as empty or
abandoned by their tenants. Possessing the largest
organosedimentary deposits (microbialites) reaching
several meters in height, Lake Van is quite unique.
(Kempe et al., 1991) The scenes are eerie and ghostly.
The images simultaneously capture the contrasting
feelings of serenity, silence, and drama existing at the
bottom of the lake. Are we looking at the remnants of
alost world, like Atlantis, or otherworldly landscapes?
Are these structures and objects alive orinanimate? In
the context of this exhibition, the calm and the stillness
of these fantastical underwater seascapes offer a
contrast with and are suppressed by the drama above.
There are also remnants of abodes and vessels like
the two images in the show depicting an old sunken
ship that maintained its function as a haven, this time

harbouring other species. They remind us that the

perils at sea are unforgiving and that we are conceivably
looking at hell rather than paradise. The ship represents
the migration vessel par excellence but also a kind of
Foucauldian heterotopia, free of the everyday realities
(Foucault, 1967). Van is an area where there are multiple
tectonic shifts, geological as well as historical and
socio-political. The microbialites are nature’s dramatic
creations “produced by benthic microbial communities
interacting with detrital or chemical sediments”(Kempe
et al., 1991) and represent a surreal world of imaginably
exotic gardens like Max Ernst's ‘Conscious Landscape’
(1942). They may also be analogous to his paintings
‘Swampangel'(1940)and ‘The Eye of Silence’(1943-44).
The microbialites could be seen “in a state of relative
(de)fusion”, visitors from primordial times that refer to
the primal “world of uncanny signs”. (Foster, 1993, p.200)

Examining the compositional elements of Dura's
photographs reminds us of Jeff Wall's concerns that
there is no outside or life to hisimages “since they are
constructed”(Wall, 1996, p.9), whereas in conventional
photography there is all that is outside of the picture
plane which has been left out. In Dura’s evocative
images, the threshold of the surroundings has been
omitted and similarly, there is no ‘greater whole’ outside
the image. In Wall's terms, they appear to be almost
‘cinematographic’. Indeed, Dura’s photographs are
concerned with the liminal spaces created by water, air,
and land.

Saygun Dura's exhibition is not merely a vehicle for
reflecting the technical abilities of the photographic
image and its legacy but represents the potential to
uncover universal truths and codes. Although all images
arein colour, the palette used is primarily monochrome.
Omitting or reducing the use of colour, allows the
subject matter to be embedded in the chiaroscuro

of contrasting light, shadows, and reflections on the
surface of the lake. As a professional photographer
and a skilled diver, Dura has a unique place in the art
world. His thinking and his philosophy are reflected in
the presented series of photographs. The broad range
of his studio constructed images and underwater
photographs continuously enriches his vocabulary

and the expansive pictorial languages he employs,
borrowing largely from the surrealist thinking and
imagining tradition. This exhibition represents a pivotal
pointin his approach as a photographer.

Prof. Dr. Ergin Cavusoglu
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Biyografi

1964 dogumlu Saygun Dura 19838-1996 yillari arasinda bir reklam ajansinda Tanitim
Fotografcisi olarak meslek yasamina baslamis olup, 1996'dan glinimuze kendi
atolyesinde galigsmalarina devam etmektedir. Dura, 2004-2014 yillari arasinda
MSGSU Grafik Bsltimu, BAU Fotograf Bélimi, Dogus Unv. Grafik Bsltimii ve iTU
Guzel Sanatlar Fakdltesi'nde fotograf Gzerine dersler vermistir. Dinyanin birgok
bélgesinde sualti fotograf cekimleri yapmis ve atdlye calismalari gergeklestirmistir.
Sualtina Isik Tutanlar sergisinin kliratorligtnd yapmistir. Bir cok Ulusal ve
Uluslararasi 6dill bulunmakta, pek gok fotografi 6zel koleksiyonlarda ve bazi

mUzelerde yer almaktadir.

Kisisel Sergiler
2005 “Benim Gercegim”, IFM Galerisi, istanbul

"My Reflected Reality’, Marmara-Manhattan Gallery, New York
2007 Marmara Universitesi Giizel Sanatlar Fakiiltesi, istanbul

0

“Rittiel’, IFM Galerisi, Istanbul

1
1 Photofest, Uluslararasi Fotograf Festivali, Bursa
1

0
20
2022 ‘“Arada’, Milli Reasiirans Sanat Galerisi, istanbul

7 Fotoistanbul, Uluslararasi Fotograf Festivali, istanbul

Secilmis Grup Sergileri
1985  AFAD Sergisi, Adana
1996  Profesyonel Tanitim Fotografgilari Dernedi, IMKB Sanat Galerisi, Istanbul
2002 “Sondaj’, Pamukbank Fotograf Galerisi, istanbul
“Kontakt’, Nisantasi Yaya Sergileri, Pamukbank Fotograf Galerisi, istanbul
IFM, istanbul
PG Art Gallery, istanbul
Alif Art, istanbul
"Hasankeyf'i Bilir misin?", Rezan Has Mizesi, istanbul
istanbul Fotograf Mizesi
“1952-2012 Sualtina Isik Tutanlar”, Rezan Has Mizesi, istanbul
“Mekanin Dogasl’, Bay insaat Hilpark Suites istinye, istanbul
iTU Taskisla, istanbul
“Sinerji*, Taksim Cumhuriyet Sanat Galerisi, istanbul
15. Uluslararasi Marmara Sualti Goriinttleme Festivali, Haydarpasa Gar,
istanbul
"IFSAK Arsivi Aralaniyor”, IFSAK Galeri, istanbul
Love 360 “Nature in Love’, Istanbul Concept Gallery
“insan insani Cekermis”, istanbul Modern
Koleksiyon Sergisi, Atatiirk Universitesi Glizel Sanatlar Fakiiltesi Miizesi,
Erzurum
Love 360 “Kahraman Sensin’, istanbul Concept Gallery
Artweeks 2, istanbul

"Pandemi Giinlerinde Fotograf’, (Cevrimici) istanbul Modern

"1952-2012 Sualtina Isik Tutanlar’, Rezan Has Mizesi yayini

"Arada’, Milll Reasirans Sanat Galerisi yayini

Biography

Saygun Dura, born in 1964, started his career as an Advertising Photographerin an
advertising agency between 1989-1996 and has been continuing his career in his
own studio since 1996. Between 2004-2014, he gave lectures on Photography at
Mimar Sinan Fine Arts University Department of Graphics, Bahgesehir University

Department of Photography, Dogus University Department of Graphics, and Istanbul

-

Technical University Fine Arts Faculty. He has done underwater photography
and workshops in different parts of the world. He curated the exhibition Deep v
Sea llluminators. He has many National and International awards. Many of his

photographs are exhibited in private collections and some museums.
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