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Fasa

Degeri olmayan sey!

TURK DiL KURUMU

Bir rivayete gore de; Fiso adli ekaliyet mensubu bir

Osmanli vatandaginin kuru fasulyeyi cok sevmesi ve

bu dogrultuda umum iginde gaz ¢ikartmaktan ¢cekinmemesi
yUzUnden arkadaslarinin ona taktigi lakap imis. Bu lakap
daha sonra yayllip, “osuruktan meseleler” anlamina gelen
bir tabire déntsmustur.

EKSi SOZLUK

FISO

*A nothing thing.

*

Something that
has no value!

THE TURKISH LANGUAGE INSTITUTION

According to hearsay, at the time of the Ottoman Empire,
a man of a minority called Fiso used to love beans, and
did not find it embarrassing to pass gas in public; thus
his friends gave him this nickname. The nickname spread
over time, and came to be used to describe matters that
have no importance or value, like another Turkish saying:
"matters of fart,” or “not worth a fart.”
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B - I k B I k OI k “igrenc, hastaliklarin nedenidir ama kutsallik kaynagidir da; Tosun Bayrak ismiyle, 2000’li yillarin basinda, Tirkiye sanat
I m e L) u m a ) m a EEm insanin 6lGmu ve ¢lrameyi ictigi zehirli kupadir, barismanin ortaminda yeni arayiglari arastirirken karsilastim. 1960’h ve
kaynagidir; aslinda kendini kétd olarak konumlandirmak, 70’li yillann gazete ve dergilerini tararken, Milliyet gazetesinde,

B i r Ki m I i kI en m e Sl.:l rGCi k6tuligd kendinde ortadan kaldirmaktir.” Talat Halman’in bir yazi dizisinde. Dizinin baghgi, “Amerika’da

Hegel’in Din Felsefesi Dersleri’nden? Herkesi Sasirtan Bir Tirk Var...”. Yil, 1970, yani Tosun

o I a ra k Sa n at P rati g i Bayrak’in New York’ta, Love Amerika or Live (Amerika’yi

Sev Ya Da Yasa) [1-3]1 sokak performansini yaptigi yil. “Tosun

Bayrak’in ressamlik ddnemi kapanmis artik” diyor yazida.
Ve TOSU n Bayra k “Yeni sanatinin unsurlan; kan, koku, ciftlesme, hayvan
uzuvlan, gurdlta ve insanlan soka ugratan hersey...”2
Sasirdim, hayrete diistim. Sorusturmalar sonucunda,
Bayrak’in sanat yaptigi yillardan kalma arsivini Yahsi
Baraz’a verdigini 6grendim. Baraz’a bagvurdum. Bana
Tosun Bayrak’in “artik tdvbekar oldugunu”, ama istersem
dosyasini inceleyebilecegimi séyledi. Tévbekar oldu derken
kast ettigi, Bayrak’in kendini dine ve tasavvufa adadigiydi.
Turkiye’de AKP’li yillar ve muhafazakéarlagsma dalgasi yeni
baslayacaktl hentiz; sag, sakal, tirban tartismalan arasinda
“tarikat” s6zclgu de gicli bir tabuydu ve Tosun Bayrak,
bu bir zamanlarin siradisi sanatgisi, ABD’de Cerrahi-
Halveti tarikatinin seyhi olmustu. Boylece, iki kirmizi
klasére sigdinimis anilar arasinda, Turkiye’de hayal bile
edilemeyecek kadar avangard sanatci kimligiyle surprizlere
pek alisik New York’ta dahi sanatin sininna/sinirsizligina
dair tartisma cikarabilen bir sanatginin hikayesine biraz
daha yakindan bakma firsatim oldu.

AHU ANTMEN

Tosun Bayrak’in bir macera filmi icin bile fazlasiyla hareketli
hayat hikayesinin erken dénemi — yani, Robert Kolej yillari,
milli guiresgiligi, California Berkeley’den Londra Courtauld’a
ve New Jersey Rutgers’a secgkin egitim kurumlarina uzanan
kesintili egitim hayati, Paris’te Fernand Léger ve André Lhote
atdlyelerine devami, Londra’da bohem guinleri, derken
kaderin tuhaf bir cilvesiyle Fas’ta tekstilcilik, hatta bir
dénem Kazablanka fahri konsolosu — bu klasdrlerde yoktu.
TOSUN BAYRAK ILE TANISMA... Egitmen ve sanatci kimligiyle 6n plana ¢iktigi Amerika yillar
vardi: New Jersey Farleigh Dickinson Universitesi’'nde resim,
heykel, sanat tarihi hocaligi; uluslararasi bir egitim programi
cercevesinde Bedri Rahmi ve Eren Eyliboglu’nun da

AMER i K A’ D A aralarlnda.pulundggj.u gok sayida sanatglya evsahipl.igj_i
yaparak diizenledigi sergiler; Cooper Union’da verdigi
H E RKESi islam sanati dersleri; 6zellikle 1960’larda ve 70’lerdeki
i radikal sanat pratigine dair belgeler ve gok carpici
. : - fotograflar. Kisacasi, Bayrak’in sanat diinyasinda bugiin
$,As I RTA N Bl R de hatirlanmasina neden olan yillarin anilar.
T U RK VA R Ben de bu yazida, Bayrak’in 1960’larnin ortasindan 1970’lerin

basina uzanan, cok kisa ama ¢ok yogun bir slirecteki pratigini
Amecika'tis Sl Tk var. Adi: TOSUN BAY- anlamaya ve anlamlandirmaya 9§I|§acag|m. anrak’ln
RAK. Algtiwms gergekier) allak  bultak hayatinin ve sanatinin bu dénemi, hem Amerika’da sanata
mgﬂ'f"w e bakiginin degisimi, hem kendi kimligindeki déntsumler
Bu sanata SORK denlyor TOSUN BAYRAK acisindan énem tasir. Cocuklugunda, dedesi, babasi, annesi
' “i"wm ;"::‘fﬂ;"::;‘:l;“;‘: J:':": ve iginde yasadigi gevre acisindan Osmanl’dan Cumhuriyet’e
yam digisind hasariads. gegcis surecinin sikintilarini yasayan (Bir glin “Osmanli”

dedesinin babasina “pis Tirk!” demesine tanik olmasi
BUG"N 5. SAYFADA gibi®); gencliginde Robert Kolejli kimligiyle solcu kimligi
R bagdastiracak yollar arayan (ve sonunda kendini bir tiir

“burjuva koministi™ olarak tanimlamasi gibi); yakin
arkadaslan Bulent Ecevit ve Can Ycel ile birlikte

[1] Milliyet, 4 Nisan 1971
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Londra’daki bohemlik, kendi deyimiyle “burjuva mistik”s
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[2] Milliyet, 7 Nisan 1971
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LOVE AMERICA OR LIVE

ON PRINCE STREFY ok MWiFN W gROADWAY & MERCER STREET
SATURDAY NOVEMBER ¥ FROM ' TD 4 P

u afigh. Alisin Get Wismmds «Amerika'yn yo sy,
simdls Ise sobak Uyalresuman  vapalscads  yerin
arind ymanls .
(8]
kasim 1970 cumartesi glind... ik bir sonbahar go-
nb... New York'un Greenwich Village adli bohem
ve hipi mabhallesindeki Prince sokaginday:iz Saat
bire dofgru vyizlerce kisi

birikmis... Birkag hatwedr. T OSUN Buyrﬂk'm

sehrin sokaklaninda basit

bir afig, yeni bir sanalu‘?lc-la' ressﬂmhk dﬁnemi

yviru habar veriyordu
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Kibrishlar, gezgin Yahudi-

Prince sokafwnda tirld it So¥efu bagtan mgs beys:z ka-
insan wardi.. Cogu hippiler wo hn” i ser{lmigth,” Saat  1'de,
mi oldugu anrd edilemeyenier altmds bir, kpirdama oldu,,
Porograf merakhlarn... Coluk o Turk safalon  Tofu Sugralu

cuzzambilar, yayalar, oflan-

ler davetlidir...» alR ANAM

geng Dgrenciler... Kiz mm, erkek sokagn ortannda beyad kifidin
Ve bircok polis. sSokak Tiyatrosas  haglyordo

@INSANLARIN
DAHA I
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YARDIM

EDIYORUM ®
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KA s, Yavas yevas bir
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momng ghriinal, . Derken ki ]
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renenler . Polisler sasion saskie
bakmyordu, ama tiyatroda ¢iplak
Ik New Yorkta sug olmadii
by goster] de «Sakak ‘Tivalrosus
olarak sunuldugu icin nichir mil
dahnle yaptlarmvordu

KOVALAR DOLUSU

KAN
I
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[3] Milliyet, 8 Nisan 1971
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ve arkadaslarinin halinden pek memnun olmayan Hasan

Ali Yucel’in bir gtin Ggiunt ¢ekip, “Ah benim filozof, yok
peygamber ogullarim, yeni din iman icat ediyorlar! Ulan!

Gul gibi dininiz var, hayat felsefesi diyorsaniz, kimsenin daha
iyi yapmasi imkénsiz, islami tasavvuf var”® dedigini anlatir.)
Tosun Bayrak’in kimligini besleyen tim celigkiler, sanki tam
da bu yillarda, simgesel olarak ylzeye ¢ikar. Hayati boyunca
kendi kimligindeki Dogu’yu ve Bat’yi irdeleyen bir kisi olarak
Bayrak’in kilttrel ve ruhsal arayislar, bir yandan sanatinin
konusunu olustururken, bir yandan da sanati birakmasina
yol agan damari besler.

Ote yandan Tosun Bayrak’in hikayesi, bir “bilmek, bulmak,
olmak”7? siireci olarak, sanatin da énce 6zgir olabilmekle

ne kadar yakindan ilintili oldugunu distndiren bir mesel
gibi de algilanabilir. Bu agidan bakildiginda, Bayrak’i
oncelikle Turkiye’den Batr’'ya giden, hayatini bagka bir
kultdrel iklimin kucaginda, ama genelde kiyisinda bulan

bir dizi sanatginin olusturdugu bir tir sanatci diasporasi
acisindan degerlendirmek gerektigini distndyorum.

Daha erken érnekler bir yana, 1960’lardan itibaren

Yiksel Arslan, Sarkis, Nil Yalter gibi sanatcilann Uretimine
bakildiginda, hi¢ kuskusuz bu dénemde Amerika ve Avrupa
sanat ortamlarinda geleneksel ifade bigimlerinden kopuslarin
da etkisiyle hissetmis olabilecekleri sanatsal 6zgirliik duygusu,
bu sanatcilara Tirkiye’de bulamayacaklar bir ortam saglar
ve yapitlarina hem bicim hem igerik olarak yansir. Resimlerinin
mustehcen oldugu gerekgesiyle kovusturmaya ugrayan
Yiksel Arslan; Turkiye’de 1960’larda higbir bicimsel/
dustnsel karsiigi olmayan alternatif Uretimleriyle Sarkis;
isci, gécmen, kadin haklariyla ilgili videolar yapan Nil Yalter,
¢ok uzun yillar Turkiye sanat ortaminin “yabanci”lari olarak
kalmistir. Tosun Bayrak’in 1970’lerin basinda gergeklestirdigi
radikal performanslar da Tirkiye’de sanat ortaminin
sindirebilecegdi 6zellikte degildir; Bayrak’in yaklasimi,

bu dénemde neo-avangard sanatin merkezi sayilan

New York’ta dahi yogun tartigmalara neden olmustur.

1970’li yillarda Turkiye’de, ancak Milliyet gazetesinde
yayimlandigi gibi giindeme gelebilir Tosun Bayrak;
“Amerika’da Herkesi Sasirtan bir Tirk” olarak. Aslinda

s6z konusu olan sanati degil, bir sekilde edindigi s6hrettir.
Turkiye’de henlz, alternatif arayiglan drgitleme ¢abasindan
cikan Yeni Egilimler sergisi bile gergeklesmemistir.

Ama iste séhretli bir Turk’tlr! Bu agidan, bugliin Bayrak’i
emeklilik ddnemi resimleriyle yeniden var etmeye ¢alisan
bazi galericilere de siipheyle bakmak gerekir. Ornegin,

Erol Akyavas gibi islam’la ilintilendirilen bir “Amerikali-Tuirk”
ressam olsa da Tosun Bayrak, resmi édnce sanatiyla, sonra
sectigi yolla hayatindan gikarmistir. Akyavas ve Bayrak'in,
hatta bir baska “Amerikali-Tirk” Burhan Dodangay’in
belirgin farkliliklari, bu sanatgilann kimliklenme sureglerinin
sanata yansiyan yonlerine dair ilging ipuglar verir:
Dogancay hayati boyunca diinya duvarlarinin fotografin
cekerek, aslinda kultirlerin ne kadar farkli ama

ayni oldugunu vurgulamak istemis gibidir; kaligrafik
kurdelelerinin, ¢inili cami igi motiflerinin “kilturel” degil,
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Bir Kimliklenme Sureci Olarak Sanat Pratigi ve Tosun Bayrak



[5] Detay, Tosun Bayrak’in Amerikanizasyonu

TOSUN BAYRAK

[6] Detay, Tosun Bayrak’in Amerikanizasyonu

Fasa Fiso

AHU ANTMEN

bicimsel ydnlerini vurgulamig, resimlerinde kozmopolit

bir ortam olarak New York’a odaklanan bir ressam olarak,
egzotize edilmeye direnmeye calismistir. Akyavas ise,
“kaltdrel” kimligini Amerika’da kesfetmis gibidir: Resimleri
araciligiyla kendi farklihigini adeta yeniden icat ederek®
islami temalara ve gérsellige agirlik veren bir ressam
kimligi kazanmistir. Bayrak da bir anlamda bu egilimi
paylasir; ancak kendilik arayisini sanatta degil, baska

bir mecrada surdurr.

Tosun Bayrak’in, yeniden kimliklenme slrecine dair
ipuclar, 1965 tarihli “Americanization of Tosun Bayrak”
(Tosun Bayrak’in Amerikanizasyonu) [4-6] baslikli resminde
aranabilir. Bu resim, Bayrak’in 1960’ yillarin ilk yarnisinda
gerceklestirdigi, cami goruintisu, kaligrafi, stilize motif

gibi kilturel simgelerle 6rill bir dizi resim arasindadir.
Ancak resimde gorsel verilerin yani sira kisisel ve politik
mesajlar dikkat ceker: Resmin bir kenarinda yazan “saf
degistir Tosun” gibi. Hangi saflardan s6z edilmektedir
burada ve sanatci hangi saftan hangi safa gegecektir?
Belki Vietnam Savagi yillarinda, ABD’nin Vietnamli askerlerin
saf degistirmesine ydnelik politikalarina bir génderme de
iceren bu saf degistirme terimini sanatgi neden kendine
yonelik kullanmaktadir? Resmin basghginin ima ettigi gibi,
Tark kimliginden Amerikal kimligine gegisinin bir metaforu
mudur bu? Bayrak’in, Amerikan vatandasi olmasi sonrasinda
yaptigi bu resmin bir yaninda Amerikan bayragina baghlik
yemini yer alir. Ote yandan, Mislimanlar icin yemin
anlamina gelebilecek olan bir vav isareti de belirgin olarak
segcilir. Buradaki saf degistirme yoksa, dini daha derin

bir dizeyde Amerika’da kesfeden Bayrak’in “modern”
“Batili(lasmis)” kimliginden vazgegisi midir?

Tosun Bayrak’in bu yillara tarihlenen resimlerinin bagliklari

ve resim ylzeyindeki yazilar, - “God” (Tanri), “Fallout Shelter”
(NUkleer Siginak), “Eulogy to Hemingway” (Hemingway’e
Agit), “Labor Problem” (istihdam Sorunu), “Ghost on the
Moon Looking at a World in Nuclear War” (NUkleer Savastaki
Bir Diinyaya Bakan Aydaki Hayalet) — herseyden 6nce dinya
gOrustne dair fikir verir niteliktedir. Bu basliklarda, dénemin
savas karsiti politik sBylemini duyuran solcu kimligi, ya da
belki daha dogrusu, kendini ingilizce ifade eden liberal

bir Amerikali kimligi algilanabilir. Ote yandan, bu dénem
resimlerinde, Bayrak’in geldigi yerin kultirine, kisisel
tarihine yonelik gagrisimlar, yazilar ve motifler de dikkat
ceker. Ne olursa olsun, tim bu dénem resimlerinde,

alttan alta hissedilen ikilemlerin, ¢eliskilerin, yariimalarin

ve arayislarin ipuglan sezinlenebilir.

Sanatginin ilk kez 1945'te, okulu bitirdikten sonra 19 yasinda
gittigi, arada yine Turkiye, Fransa, ingiltere, Fas donemleri
sonrasi yerlestigi Amerika’ya dair olumlu ve olumsuz
g6zlemlerinin kimliginin degisim sireclerindeki en etkili
unsurlardan biri saymak belki de yanlis olmayacaktir.
Biyografisi - Robert Kolej’”den mezun olup ABD’ye

okumaya gitmesi, 1950’lerin basinda Ankara’da Amerikan
Enformasyon Servisi’nde (USIS) calismasi, 1961°de yeniden
ABD'ye gidisi ve ddnmeyisi —Istanbul’dan hi¢ kopmamis
olsa da Amerika’nin bir yer, bir deneyim, bir kavram olarak
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[9] insan kaliplarindan galigilan heykel, 1968

[7] “Sanatcinin otoportresi” adl yapittan detay

. - ! :
[8] Uclii boyutlu galigmalardan, 1960 [10] 1960’lann ikinci yarnisinda yaptigi galismalardan
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Heykel detay [12]

sanatinin da hayatinin da sekillenmesindeki payi
dustndurdr. 1945°’te, Robert Kolej’de bir piyes izlemeye
gelen Amerikalilar protesto etmek amaciyla arkadaslarnyla
birlikte elektrik kablolarini kesen ve piyesin sahnelenmesini
engelleyen® Tosun Bayrak, ABD’de 1960l yillarda

bir bakima ayni tiir mesajlari, sanatsal bir mecra icinde
vermektedir. Bu agidan bakildiginda, temsil ettigi degerler,
idealler ama 6te yandan g6z ardi edilemez gerceklikleriyle
Amerika, aslinda Tosun Bayrak’in sanatinin belki de ana
temasidir. Bu temayi besleyen kaynak ise, hi¢ kuskusuz
ikinci bir vatan olarak benimsedigi bir Glkede kendi
pozisyonunun yarattidi ikilemli varolus hali ve ruh
durumudur. Bir yandan kendisini kucaklayan, éte

yandan basta Vietnam Savasi’nin simgeledigi iktidarla
kimligini temellendirdigi duslinceleri ve duygular tehdit
eden ABD iktidarinin o siralar cok yaygin olan “ya sev ya
terk et”1° mesajini, Bayrak’in “Amerika’yi sevip lecegine,
sevmeyip yasa” mesajina dénustiirmesi de bdylece
anlasilabilir. Pek cok performansinda bir nakarat gibi
izleyicinin kulaklarinda ¢inlayan Amerikan milli margi da
hic kuskusuz Amerika’nin bir leitmotif oldugunu distndurdr.

“Americanization of Tosun Bayrak” (Tosun Bayrak’in
Amerikanizasyonu) baslikli resminde resim ylizeyine
yedirilmis ya da yapistinimis kumas, dantel, bir kalga
kalibi gibi nesneler ise, 6zellikle buglinden bakildiginda,
Bayrak’in cok gegmeden tuvalden vazgececeginin
ipuclan gibi gérindr. 1960’lann ikinci yarisinda énce
asemblajlariyla sonra radikal sokak eylemleriyle tuvalin
ve boyanin étesini aradigi bu yillar, geng Amerikali
sanatgilarin tuvalin egemenligini asmaya calisirken,
asemblajlanyla, happening’leriyle yeni ifade bigimlerinin
pesinde sanatin sinirlarini sorguladiklari, Duchamp’y,
Dada’yi yeniden giindeme tagsidiklari bir dénemdir;
kabaca 1950’lerin ortasindan 1970’lerin ortasina kadar
uzanan bu dénemde Pop’tan Minimalizme, Kavramsal
Sanat’a ve Performans’a, Arazi Sanati’na uzanan bir
dizi yeni olusum sanatin geleneksel tanimini ve kriterlerini
yeniden disinmeyi gerektirecek bir yeni malzeme, yeni
yéntem, yeni izleyici deneyimi icermektedir. Sivil toplum
hareketlerinin giclendigi, ABD’de siyahlarin, kadinlarin,
escinsellerin haklari yolunda yuritilen micadelelerin
orgutlendigi ve 6zellikle Vietham Savasi’nin yol agtig
savas karsiti protestolarla giderek politize olan geng
sanatcilar icin avangard sanatsal ifadenin ayni zamanda
bir karsi-séyleme dénlstigu yillardir. Galerinin disina
cikan ve alternatif mekanlar arayan, izleyicinin katilimini
amaglayan, izleyiciyi sok edici gérintilerle/yontemlerle
pasifliginden uyandirmayi hedefleyen bu tir sanatsal
pratiklerin, icerigi politik olsun olmasin, bir politik
gosterge olarak algilanmasi s6z konusudur.

Amerikan toplumunu adeta ikiye bdlen Vietnam Savasi’na
ybnelik tepkiler, ayrica son derece temsili bigimlerde de
gindeme gelmistir. Jasper Johns’dan Duane Hanson’a,
Leon Golub’dan Nancy Spero’ya, Edward Keinholz’dan
Hans Haacke’ye pek ¢ok sanatginin savasi protesto eden
resimleri, heykelleri, enstalasyonlan savas giindemini sanat
ortamina tasimistir. Dénemin performanslarinda siddet,
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bazen bir anlatim aracina dontsmustir: Sézgelimi,

Guerilla Art Action Group’un New York’ta 1969 yilinda
cesitli mizelere baskin yaparak diizenledikleri ve birbirlerinin
giysilerini ¢ekistirip yirtarken, bir yandan da “tecaviiz” diye
baginp, Ustlerini baslarini da hayvan kaniyla buladiklan Kan
Banyosu baslikll performans dizisi gibi érnekler!? toplumu
sok ederek, bir bilingclenme yaratmayi aamagclamistir. Oziinde
“avangard” sanat pratikleri, Peter Birger’in de isaret etmis
oldugu gibi, “sok”u bir tiir strateji haline getiren yaklasimlar
olarak dikkat geker ve 20. ylzyil bagindan itibaren, Dada ve
Fatdrizm gibi akimlar kapsaminda da karsimiza ¢ikar.12
Fakat 1960’lara gelindiginde, izleyicinin anlayabilecegi bir
dil kullanmayi reddetmenin 6tesinde, dozaji oldukga artarak
kullanilan alternatif malzemelere ve yéntemlere daha ¢ok
yanslyan sasirtma bicimleri 6n plana c¢ikar. 1960’larda
ingiltere’de ve ABD’de gergeklestirilen Destruction

in Art (Sanatta Yikim) Sempozyumlar’’nda sergilenen
yapitlardan, bu yillarda sik sik tartisma konusu olan

Viyana Aksiyonistlerinin ya da feminist sanatcilarnn

kendi bedenlerine yénelik siddet iceren performanslarina
kadar, sanat baglaminda giindeme gelen pek ¢ok olayin
gazetelere sik sik yansidigi bir dénemdir.

FETETRET

Tosun Bayrak’in tuvalden kopusu, bu tur bir ortamin
icinden dogar ve beslenir. Resminin olgunlasmaya
basladigi bir slirecte sanatindaki radikal degisim,

aslinda sasirtici sayilabilir. Ote yandan, pek cok sanatgi
gibi, politik gérislerinin de keskinlestigi bir sirece
duyarsiz kalamadigi sezilir. Avangard sanat ortamini
olusturan geng sanatci kusaginin aksine, Bayrak bu
yillarda azimsanmayacak bir hayat deneyimini geride
birakmis, 40’larina merdiven dayamis bir sanatg¢idir.
Asemblajin, enstalasyonunun artik daha kabul gérir
oldugu bir dénemde bu alternatif ifade bigimlerini
benimsediginde, bunlarin ehlilesmis ¢esitlemeleri de
degildir sundugu: aksine, soka ugratmak icin yola ¢iktigi
bellidir. 1960’larin ikinci yarisinda gergeklestirdigi G¢
boyutlu yapitlan arasinda dnce insan kaliplarindan
alinmis heykeller dikkat ¢ceker; bunlar, ruhunu yitirmis
canlar gibi, bazen tuvale gerilmig, bazen bir kutunun

icine sigdinimig, bazen kurban postlar gibi yerlere serilmis
bir vaziyette, Urkitlci niteliktedir. Ama bu insan postlari,
izleyiciye sunacagi bagka Urkltlict gorintiler ve deneyimler
yaninda, en masum yapitlan sayilabilir. Bayrak bu yillarda,
kan, sperm, idrar, digki, sakatat ve canl hayvanlar da
kullanmaya baslayacak, izleyiciyi her defasinda rahatsiz
edecektir. Hatta Soho’da alternatif sanatin tarihini yazan
Richard Kostelanetz’e goére, sanat tarihi kitaplarinda
Bayrak’in ismine rastlanmasa da provokatif kamusal
muidahaleler konusunda esi benzeri olmadigi igin onu
unutmak da mimkin degildir.*®
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Sakatatla ve domuz ceninleriyle gerceklestirdigi lateks
. . halilar, insan yizinin ya da agzinin kaliplaryla garip
D'?éﬂ&g"&":ﬁ?:m:i lBNiszsl\ilzl}/?zRA, % - organik nesneleri birlestirdigi kavanozlar ve gesitli
BENZIYORUZ, AMA ICiMiZDE NELER enstalasyonlariyla, Tosun Bayrak’in yapitlarn izleyenlerde
VAR; DAMARLAR, KAN, IRIN, ET, KEMIK, \ [ karmasik bir ruh hali ve genellikle korku, trkintd, tiksinti,

‘l igrenme uyandinr [7-12]. 1968 yilinda Riverside Museum’daki

BAGIRSAK... BAKIN NE MAL OLDUGUNU
ANLAYIN, GURURU BIRAKIN DEMEKTI...” . . o ) .
Environments/Permutations sergisi kapsaminda Riverside

[13] “Bir Arabanin Olimii” adli performanstan, 1968

CBS-TV'’ye roportaj verir iken, NY, USA, 1968 [15]
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[18] [20]

[16] [21]

[17] Performans davetiyesi, 1970 [22]
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Parki'nda sergiledigi Bir Arabanin Oliim(i [13-15] &rnegin,
birkac giine kalmadan ¢evrede yasayanlarin polise
sikayette bulunmasina yol agmis, enstalasyon insan
sagligini tehdit ettigi gerekgesiyle, Parklar Miadurlugu
tarafindan yerinden kaldinimigtir. Eski bir arabanin iginde
kanh 6klUz bagi ve sakatattan olusan bu enstalasyon
hakkinda, “Sanatgilar artik insanlarin sok edilemeyecegini
dustntyorlar ama, iste bakin, bir arabanin i¢ine birkag
parca et doldurun, herkes ¢ildiriyor. Savas zihniyeti icinde
yaslyoruz — insanlar bu tir seyleri gérmek istemiyorlar”14
seklinde aciklama yapan Bayrak, soku bir strateji olarak
kullandigini bdylece agiklamis olur. “Bu enstalasyonun
yol actigi “sanat mi ¢ép mi?” tartismasi, 1968 déneminin
sanatsal avangardi agisindan bakildiginda aslinda giderek
olaganlasan hatta siradanlasan bir konu haline gelmeye
baslamistir, ama Bayrak sok citasini siirekli ylikseltecektir.

1970 tarihli Love America or Live [16-22] sokak performansi
da 6rnegin, The New York Times gazetesi tarafindan,
“dezenfekteci saglik ekiplerinin, cdpgllerin ve psikiyatri
kogusunun sahasina giren”1® bir mesele olarak tanitilir.
Bayrak bu sergide belediyeden alinan izinle kapatilan
Prince Caddesi’ni boydan boya beyaz kagitla kaplamis,
sokakta yasanacak olaylarin birakacagi izlerle kendiliginden
bir resim olusturmayi hedeflemistir. Takim elbise ve asker
migferi giymis bir adamin k&gidi yirtmasindan sonra kagidin
Uzerine kova kova kan dékiimUs, sakatat parcalan atilmis,
siyaha boyanmig laboratuvar fareleri ve bir domuz ortaliga
salinmistir. Bu performansin kuskusuz en cok dikkat geken
yoni ise, kagidin altindan firlayan ¢iplak insanlarin ortalikta
kosturmasiyla, bir noktada bir ¢iftin, gériintr bir sekilde
sokakta cinsel iliskide bulunmasidir. Tosun Bayrak’in
“teshircileri, feministleri, sovenistleri, turistleri, tecavizculeri,
politikacilan, polisi, cenazecileri, tagralilar, salon solcularini,
cellatlan, itfaiyecileri, evsizleri, dylece gezinenleri, sokak
kadinlarini, banliydde yasayanlan, kasaplari, askerleri,
zamparalari, es paylasanlar, kadin binicileri, yayalar,
oglancilan, gégebeleri, cingeneleri, Kibrislilari ve gezinen
Yahudileri” davet ettigi bu “sokak tiyatrosu”nun Amerikan
milli marsinin da bestecisi olan Sousa’nin milliyetci marglari
ve Nazi genclik sarkilan esliginde sahneleniyor olmasi da
hi¢ kuskusuz simgesel bir 5nem tasir. Bayrak’in bu ve
benzeri performanslarinin, Mikhail Bakhtin’in basl basina bir
sanatsal tir olarak glindeme getirdigi “karnaval” kavramiyla
da iligkisi aranabilir. DUnyayi, aslinda “bedenin tiyatrosu”
olarak géren Mikhail Bakthtin’e gbre, kurallardan, sinirlardan,
hiyerarsilerden arinmig karnavalesk ortamlarda sergilenen
yeme-icme, cinsellik ve dlimle ilgili grotesk imgeler ve
durumlar, kisa bir sre i¢in de olsa diizenin altlst oldugu

bir 6zgUrlik tahayyUli olarak imgelemimizde yer eder.

Bayrak’in ayni yil Soho’daki Sunread Galeri’de gergeklestirdigi
Harpte Olmiis Bir Askerin Cenaze Téreni [23-30], bitkiler,
¢lrimus et, canli kurbaga, kertenkele, silik ve yengegler
bir yana, bir kegiye cinsel istismarda bulunulacagi, bir
horozun herkesin 6niinde kesilecegi gibi aciklamalarla
hayvan haklan aktivistlerinin de sergiyi polis esliginde
basmasini saglamis ve sanattan ¢ok bir delilik hali olarak
nitelendiriimesine yol agmistir. Piring, ekmek, patlican, beyin,
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[23-30] “Harpte
Olmiis Bir Askerin
Cenaze Toreni”
performansindan,
NY, USA, 1971

[24]

26

“BU MENUDE SPERMIN ANLAMI,
KAYBEDILMISLERI VURGULAMAK,
DOGMAMISLARI VAR ETMEK, BOSA
DOKULEN KANLARI GOSTERMEK,
SEHVETLE SEVISMEYENLERI
ORTAYA KOYMAK, KENDI
COCUKLARIMIZI KENDI
ELLERIMIZLE YEMEMIZIN
BiR SEMBOLIiZMIDIR.”

TOSUN BAYRAK

[25] [26]

[27]

[28]

Fasa Fiso

27

AHU ANTMEN

[29]

[30]

bobrek, ciger, kan, siit gibi malzemelerin mumbar dolmasi
seklinde izleyiciye sunuldugu yiyeceklerin Uizerine sos olarak
sperm kullanildigi rivayet edilen bu sergi de yine Bayrak’in
unutulmaz ve anlasiimaz ritielleri arasindadir.'® Bu ritlel de
hi¢ kuskusuz, Vietnam Savasi ve tim savaslara yonelik bir
mesaj tasir. Bayrak’a gére bu mentide spermin anlami,
“kaybedilmigleri vurgulamak, dogmamiglan var etmek, bosa
dokilen kanlan gostermek, sehvetle sevismeyenleri ortaya
koymak, kendi gocuklarimizi kendi ellerimizle yememizin bir
sembolizmi”dir.1?

1971 yiinin sonbaharinda New York’ta gerceklestirilen,
Charlotte Moorman’in diizenledigi ve John Lennon ve Yoko
Ono’dan Naim June Paik ve Billy Kluver’e kadar ¢ok sayida
ismi bir araya getiren Avangard Festivali’ni izleyen bir sanat
muhabirinin yazdiklar, Tosun Bayrak’in sanatinin o yillarda
nasil algilandigina dair ipucu verir: “Bir anda Amerikan milli
marsini duydum. Marsin eslik ettigi eserin sahibi, kendisi
ortalikta gériinmeyen bir ve tek, ultra-sofistike Tosun
Bayrak’ti tabii. Onun da katkisi, bembeyaz bir masa 6rttist
Uzerinde hayvan bagirsaklari, derisi yiztlmuis kanli kuzu
baslan, idrar dolu bir pisuar ile taze, kokulu digki dolu bir
surglydu. Fakat Bayrak’in avangarda ydnelik bu tarihsel
katkisina pek yaklasabilen yoktu”*® diye yazar. Bayrak’in
bu dénemki yapitlarinda sundugu iskembe, kelle, paga (!)
sokunu, Julia Kristeva’nin “abject” kavrami baglaminda
degerlendirmek, belki biraz daha anlasilir bir pencere acar.
Tlrkgeye “igreng” olarak gevrilen bu kavram, igrenmek
anlamindan &te, sinirlara, konumlara, kurallara -6zneye ve
6znellik haline- ihlal edeni tanimlar.’® Aslinda insanin kendi
bedensel bitlinligind ruhsal anlamda kurmak/korumak
adina, kendinden igrenerek uzaklastirdigi yine kendidir:
Kendinden saymadigi yine kendi bedeninden kopan, kendi
bedenidir. Tosun Bayrak da s6z konusu enstalasyonlar ve
performanslariyla ilgili olarak degerlendirmelerinde sik sik
benzer bir yorumda bulunur: “Bizim maksadimiz, insanlara,
disardan bakinca birgeye benziyoruz, ama igimizde neler
var; damarlar, kan, irin, et, kemik, bagirsak... Bakin ne ne
mal oldugunu anlayin, gururu birakin demekti”2° seklinde
aciklar. Bedenin disg goériinimuyle i¢ gérinimui arasindaki
farkliliklar tGzerinde fazlasiyla duran Bayrak’in dosyasinda
sakladig meseller arasinda, goriinise aldanmamakla ilgili
“Koca Sarikll Hoca” hikayesinin bulunmasi da kugkusuz
metaforik bir deginme sayilabilir.

Bu yillarda, kii¢lik bir avangard sanat ¢evresinin disinda
Bayrak’in sanatini anlamlandirabilen ¢ok az kisiye rastlanir;
gazetelerde ve dergilerde ¢ikan yazilarda, Bayrak’in

ifade bicimini kategorize etmek (Sok Sanati??! Biyolojik
Sanat??2 Napalm Sanati?..2%) cabasi 6n plandadir, hatta
performanslariyla ilgili ¢esitli yazilann, sanat dergilerinden
¢ok gunluk gazetelerde ve birtakim erotik dergilerde
yayimlandigi gorilir. Gerek kullandigr malzemelerin
gerekse ybntemlerinin sansasyonel ve pornografik yénleri
Uzerinde duran bu yazilar, Bayrak’in agikga benimsedigi
sok stratejisinin arka planindaki dinamikleri tzerine yeterince
egilmez. Ornegin, Bayrak’in performanslarinda genellikle
Amerikan milli margina yer verilisi Uzerinde yeterince
durulmaz. izleyiciyi bu kadar igrendirmek, trkiitmek,
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[81-33] Bu dénemin 6nde gelen elestirmenlerinden Dore Ashton, Bayrak hakkinda gesitli yayinlarda yazilar yazdi.
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For some yecars now New * York
audiences have been accustomed to
the savage assaults of those, who in
the name of renewing art, have
declared themselves destructionists. In
a gory welter of strangled chickens,
slaughtered carcasses and other pun-
gent messes, 2 cCrtain exasperation
managed to make itself felt. And
always in the name of art.

The case of Tosun Bayrak, though,
is different. This Turkish-American
artist (he is a painter and calligrapher)
has never confused his ‘events’ with
art, although naturally, since he is an
artist, they derive as much from who
he is as they do from philosophical
considerations. He has staged several
events which have not only nauscated
- Iimra“y — his wviewers, but have
gained for him the reputation of being
a nuisance to the tranquil life of the
New York art world, and worse, a
person obsessed on a very clementary
Freudian level with feces and entrails
and violence.

While other black cvents and
heppenings have found convenicnt
categorics in art-world pariance, the
mysterions events of Tosun Bayrak
fit no one'’s lexicon. To some they
scem ‘political’ (as in last scason’s
event in which he flooded an entire
street in fashionable SoHo with blood
and entrails and played the Horst
Wessel song). To some they seem, as
spectators: put it so crudely, just big
‘ego trips’. To a few, very few, they
emerge as extravagant and disquicting
rites, redolent of ancient dim practises.

This impression was reinforced
during Bayrak’s latest event which he
called an ‘exposition’. Unlike last
year’s assault which left one of Sobo’s
chicf art gallery streets a stinking mess,
this one took place in the artist's own
loft, from which he was about to be
evicted. The only intrusion on the

Saturday afternoon gallery-goer’s turf

was the presence of two flags billowing
over the street, the one American, the
other South Vietnamese (the ‘exposi-
tion” was dedicated to Madame Nhu).

[31]
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ART AND ARTIST3, Feb, 1972, London
American Rip-off" Edition.
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Dore Ashton discusses the work of Tosun Bayrak

More important than the seclusion of
this event, as opposed to the puablic
character of the one last year, was the
provision of a text to every visitor
cntering the building, This was the
first time Bayrak had ever supplicd a
key, and it did help to make his event
comprehensible, at least to those who
came with the will to’comprehend.
This text was a parable by the 13th
century Suft philosopher and poet,

Jalal ed-Din Rumi titled “The Preacher

Who Prayed for Sinners’. The preacher,
reproached for having always prayed
for those who have wrought depravity,
oppression and injustice, replied that
since it was they, the wicked, who
always brought him back to the right
road, it was incumbent on him to pray
for them. Bayrak’s hint that his drama
is derived from Sufism enlarges the
significanice of his presence among us.
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The Sufis, after all, have always
refused to categorise their convictions;
have always worked with paradox and
allegory; and are cloaked in manifold
mysteries. Even the word itself is
disputed, since some scholars say it
came from the Arabic word for purity,
and therefore the Sufi is he who is
pure in heart, and others say it came
from the word for ‘wool’” and there-
fore refers to those masochistic ascetics
who wear the hair shirt. Bayrak is
probably both.

Armed with the Sufi poet’s parable,
visitors/to the loft ran a physical and
spiritual gauntlet which commenced
on the street where angry political
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militants harangued them and con-
demmned the artist for his ego-trip.
They were as much players in Bayrak's
suite of tableaux as were the giggling
girls, the serious young artists, and a
few baffled bourgeois spectators. Just
as cxasperated with the terrorism so
familiar in American life as Bayrak,
they nevertheless condemned his effore
to evoke and live through the sense
horrors we have known, too often at
a distance. The Vietmamese flag was
their signal for outrage, but their
power of symbolisation was limited.

Description falls short of the event,
always, and particularly in this case.
All the same, a modicum of reportage
is necessary in order to attempt to
locate the meaning of Bayrak’s gesture:

At four o’clock sharp a nude flutist
struck up the national anthem, which
viewers were invited to sing, and
which, to the surprise of Bayrak, they
did sing. Simultancously, a motor-
cyclist in the stairwell revved his
engine, making the building re-
verberate with nerve-shattering vibra-
tions. As visitors entered the loft the
din ccased. They were first attacked
by the cloying smell of roasting bones
— human bones in a neat barbecue pit.
As they looked around they saw an
cnhrgud photograph of Madame Nhu,
whitewashed walls, and a large,
surpassingly dignified man in a pin-
stripe suit, white shirt and tie, white
helmet. This was the mustachioed
Bayrak, who, with a distracted air,
walked slowly toward his axe, the
chicf prop in his tableau.

With almost cinematic slow motion,
he heaved the axe aloft and brought it
down hard against the white wall.

above : detail from Tosun Bayrak's
Living Loft event 1971
photo: David Troy

top right: Tosun Bayrak and assistants in
Living Loft event 1971
photo: Carol Gottlieb

bottom right: Tosun Bayrack and police
sergeant during Living Loft event
1971 photo: Carol Gottlieb

31 October 1975

VETORE T T
TO WHOM IT MAY CONCE

This is to commend Tosun Bayrak as an extra-

ordinarily sensitive and intelligent scholar,
The serious inquiry he has undertaken into the
philosophic, religious, and aesthetic aspects

of Islamic art fully deserves support. 1 \\
believe Mr, Bayrak is most particularly quali-
fied since he ke not only a scholar but an
artist of high wmerit, The time necessary to
complete his specific studies should be granted
to him,
Dore Ashton
Professor of Art History
DAsGE
[32]
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korkutmak isteginin ardinda yalnizca sansasyon arayisi
aranir. Bazi performanslarinda Mevlana’nin Mesnevi’sinden
meseller sdylemesi ise pek az kisinin dikkatini gceker.24

Bu dénemin énde gelen elestirmenlerinden Dore Ashton,
Studio International ve Art&Artists [31-33] gibi ¢esitli sanat
dergilerinde yayimladigi yazilarda, sanatginin islerindeki
savas karsiti simgeleri ya da mistik gdndermeleri yorumlamaya
ybnelmis baslica yazar olarak gériinir. Aslinda Soyut
Disavurumculuk akimini destekleyen Dore Ashton gibi

bir elestirmenin Amerika’ya ayna tuttugunu ileri stirdigu
Bayrak’in sanatini savunusu, bu dénemde Amerikan

sanat ortaminin politize yapisini da yansitmaktadir. Ornegin
Ashton’a gére Bayrak’in Love America or Live performansi,
Amerikan toplumunun dikkatle planlanmig bir elestirisi
olarak, Amerikalilan kendilerini zehirleyen unsurlarla bas
basa birakmistir: “Mekanik bir cinsel iliski sahneleyerek
insan iliskilerindeki yozlasmayi; ¢ok uzaklarda yasandigi i¢in
farkinda bile olunmayan kanl katliamlari; sanatgilar da dahil
olmak Uzere herkesin agiz birligi ettigi idealler ile Washington
oligarsisinin Ulkeyi yonetme sekli arasindaki celigkileri...”2%

Bayrak’in esi sanat¢i Jean Linder’in (buglin Cemile
Bayraktaroglu) atélyesinin Amerikan yandasi bir Vietnamliya
satiimasi Uzerine 1972 yilinda gergeklestirdigi Bir Atdlyenin
Oliimil [34-39] performansi da Bayrak’in bu yillardaki hemen
tim performanslarinda oldugu gibi, Amerika’nin Vietnam
politikasina karsi bir eylem olarak dikkat ceker. Ote yandan,
ilk kez bu performansta, Mesnevi’den bir mesel dagitarak,
islami tasavvufa yonelik ilgisini ortaya koymasi, bir
dénlisimin baslangici sayilabilir. Aslinda Bayrak’in

ABD’ye g8¢ etmesinden itibaren 18 yil boyunca New
York’taki Gurciyef Vakfi’'na devam etmis olmasi da

6nemli bir ipucudur; kendine dénuk ruhsal bir olgunlasma
surecinde yararlanabilecegi 6gretilere ve belki bir aidiyet
hissine gereksinim duydugunu disiindirdr.26 Ayrica
Gurciyef ekollntin 6greti bigimlerinde, beden odakl

sok stratejilerinin uygulandigi da bilinmektedir.

Bir Atélyenin Oliimii dncesinde “Giinahkarlar igin Dua

Eden Vaiz” baslikl meseli dagitan Bayrak, yerle bir ettigi
atolyenin her duvarindan figkiran kan ve sakatat pargalari,
kana bulanmis ugusan gulvercinler, ¢iplak modellerle yine
izleyiciyi soka ugratmisg, ayrica ifade vermek Uzere polis
karakoluna gotirtlmUstir.2” Bayrak’i Dogulu bir evanjeliste,
performansini ise dinsel bir vecd haline benzeten, hatta
“Nietszche anlardi” seklinde yorumlayan Dore Ashton’a
gore, atdlyenin disindaki protestocularin anlamlandiramadigi
bir sey varsa o da Bayrak’in performansinin aslinda sanatsal
iradeden degil, tasavvifi dislincenin 6zlinde yer alan ahlaki
varolus arayisinin simgesel bir disavurumu, ritGalistik bir
“dinsel dram” oldugudur.2® Ashton, performanslar sirasinda
yuhalanan, asagilanan, miidahaleye ugrayan, aci geken
Tosun Bayrak’in, adeta ruhsal bir boyut kazanan bir tir
arinma hali yasadigini ve yasattigini iddia eder.2®

Tosun Bayrak’in sanatinda tensel tagkinliklar, igrenclik,
glnah ve mistisizm arasinda bag kurabilmek, bu
performanslarda uygulanan birtakim ritlellerin, 6zellikle

Bilmek, Bulmak, Olmak...
Bir Kimliklenme Sireci Olarak Sanat Pratigi ve Tosun Bayrak



[34-38] “Bir Atélyenin Olimii” performansindan, NY, USA, 1972

VO

TOSUN BAYRAK

birtakim kutsal nesneleri bilerek kirletmek gibi simgesel
gunahlar anlamlandirabilmek, kuskusuz belli bir teorik
cerceveden bakmayi gerektirir. Kutsal olani kirletmek,
onu “igreng” kilmak, Kristeva’ya gore igrenci glinahla
6zdeslestirir ve disan atilacak sey olarak degil, an
tinsellige gegis noktasinda 6nem kazanan bir unsur
haline getirir. Bayrak’in radikal performanslarini bu
acidan degerlendirmek, sanatci kimliginden dervis
kimligine gecisinin de ipuglarini barindirir. insanin kendini
¢6zUmlemesine ydnelik 6nermelerinden dolayi ilk psikoloji
yazan olarak nitelendirdigi Aziz Augustinius’tan Hegel’'e
uzanan bir ¢izgide glinah ile tinsellik arasindaki iligkiyi
aktaran Kristeva, mistigin kutsalliga giinahin anlamini
kavradiktan sonra erigebildigini sdyler.3°

Tosun Bayrak, performanslarini 1974 yilinda noktalar.
KaragUmrik’teki Cerrahi Tekkesi'ni ilk kez ziyaret ettigi
o yil, sanatla ilgili diistincelerinde de bazi déntstmler
yasar. Kendi anlatimiyla, “son eserlerini hem kendisine,

hem insanlara birseyler géstermek niyetiyle yaptiysa da

en sonunda, ‘Sen kimsin ki insanlara birseyler 6gretmeye
kalkiyorsun?”3! sorusu, yakasini birakmaz. Colorado
Universitesi’nde Nazi soykinmini hatirlatmak (izere ciplak
ayaklanyla girilen karanlik oda enstalasyonu (1973); New
York’ta suratlarinda Nixon maskeleri, ellerinde Vietham’da
6len askerlerin isimlerinin yazili oldugu haglar tasiyan
cocuklara yaptirdigi ylrlyas (1974) [40]; 1 Mayis’ta New
York’ta sokak tabelalarini Lenin Avenue, Karl Marx Street,
Stalin Street tabelalanyla degistirmesi (1974); icine bes dolar
yerlestirilmis digkilan New York galerilerinin éntine birakma
eylemi (1974)...32 gibi drnekler, son sasirtici isleridir. Gergekten

GERCEKTEN DE SASIRTMAYI, DAHASI SOK ETMEYi
BASARMIS BiR SANATCI OLDUGUNA KUSKU YOKTUR
FAKAT BUGUNDEN BAKTIGIMIZDA SANATININ ESAS
iLGING BOYUTU, “AMERIKA’DA HERKESI SASIRTAN
TURK” HIKAYESI DEGIL; ABD’YE, TURKIYE’YE MODERN
KIMLIKLERIN OLUSUM SUREGLERINE VE GELENEKSELIN
YAPI BOZUMUNA, YUZYILIN iKINCI YARISINDA SOGUK
SAVAS PSIKOLOJISINE, TOPLUMLARIN KULTUREL VE
PSIKOLOJIK OLARAK NASIL KURULDUGUNA, NASIL
BOLUNDUGUNE, KULTUREL VE RUHSAL YANSIMALARIN
GORSEL KULTURU NASIL SEKILLENDIRDIGINE DAIR BiR
TAKIM KULTUREL YANSIMALARIN VE TEMSIL
DINAMIKLERININ SANATLA iLiSKiSiNi GUNDEME
GETIRIYOR OLUSUDUR.
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de sasirtmayi, dahasi sok etmeyi basarmis bir sanatgi
olduguna kusku yoktur. Fakat bugiinden baktigimizda
sanatinin esas ilging boyutu, “Amerika’da herkesi sasirtan
Turk” hikayesi degil, Amerika’ya, Turkiye'ye, modern
kimliklerin olusum sureglerine ve gelenekselin yapibozumuna,
yuzyilin ikinci yarnsinda Soguk Savas psikolojisine, toplumlarin
kulturel ve psikolojik olarak nasil kurulduguna, nasil
bolindigune, kiltirel ve ruhsal yansimalann gorsel

kulttrd nasil sekillendirdigini ve bu temsil dinamiklerinin
sanatla iligkisini giindeme getiriyor olusudur. m

1 Aktaran Julia Kristeva, Korkunun
Gugleri-igrenglik Uzerine Deneme
[1980], gev. Nilgtin Tutal (istanbul:
Ayrinti Yayinlari, 2014): 157.

2 Talat Halman, “Tosun Bayrak
Neyi Basarmak istiyor?”, Milliyet,

8 Nisan 1971.

3 Tosun Bekir Bayraktaroglu,
Amerika’da Bir Turk / Seyh Tosun’un
Hatirati (istanbul: Sufi Kitap,

2013): 29. Dedesiyle babasi
arasinda gegen ve kendisinin tanik
oldugu s6z konusu konusmayla ilgili
anisini Tosun Bayrak kitabinda su
sekilde anlatir: “Seneler sonra
Tosun, Robert Kolej'in son sinifinda
19 yasinda babasiyla siki fiki dost
oldugu zaman kendisine sordu,
‘Gocukken dedem size ‘Pis Turk!”
diye hakaret etmisti, o Turk degil
miydi?’ Babasi su cevabi vermisti:
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‘Hayir oglum, o Osmanlr’yd:.”

4 Oguz Erten, Tosun Bayrak-
Siradigl Bir Hayattan Siradis

Bir Sanata (istanbul: Galeri Baraz
Yayinlar, 2014): 12.

5 Bayraktaroglu, a.g.k.: 60.

6 Bayraktaroglu, a.g.k.: 60.

7 Tosun Bayrak’in Amerika’da
Bir Turk baslikl hatiratinda
kullandigi boélum basliklar,

ayrica bir kitabinin da bashgidir.
Bkz. Tosun Bekir Bayraktaroglu,
Bil! Bul! Ol!, gev. O.Golakoglu-J.
Subasic¢ Colakoglu (istanbul:

Sufi Yayinlar, 2016).

8 Bkz. Jean-Frangois Bayart,
Kimlik Yanilsamasi, cev. Mehmet
Morali (istanbul: Metis Yayinlari,
1997): 22. Bayart kitabinda, kimlikler
baglaminda farkliliklarin 6zellikle
kuresellesmeyle birlikte yeniden icat
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edilisinin anlami ve gesitli
boyutlar Gizerinde durur. Konuyu,
modernlesme, Amerikanlasma ve
yasam tarzlarnnin tektiplesmesinin
etkileri agisindan irdeler. 1980’li
yillarda, Amerikan sanat ortaminin
baslica egilimlerinden birini
olusturan kimlik baglamli sanatsal
Uretimler, farkliigin yeniden icad
olarak dusunlebilir.

9 “1945°’te Kolej’den mezun
oldugum yil, Amerikalilarin
Tirkiye’ye gelmesine karsi
direniyordum. Hi¢ unutmam,
Amerikan subaylar ve askerleri,

o ylil, Kolej’de ingilizce bir

piyes seyretmeye gelmislerdi.

Bir arkadasimla yeralti dehlizlerine
girip elektrik kablolarini kesmistik,
piyes oynanamamisti. Ustelik
Robert Kolej'deki virajlara giviler
cakmistik. Heriflerin arabalarinin
lastikleri patladi. Ne zevkli bir
intikam aldikti.” Bkz. Talat Sait
Halman: “Tosun Bayrak islam
Sanatina Siki Sikiya Baglh”,
Milliyet, 10 Nisan 1971; aktaran:
Erten, a.g.k.: 11.

10 Bayraktaroglu, a.g.k.: 92.

11 Claudia Mesch, Art and Politics:
A Small History of Social Change
Since 1955 (Londra&New York:
1.B. Tauris, 2013): 79.

12 Bkz. Peter Blrger, Avangard
Kurami [1974], gev. Erol Ozbek
(istanbul: iletisim Yayinlan, 2003).
13 Richard Kostelanetz, Soho:
The Rise and Fall of an Artist’s
Colony (New York&Londra:
Routledge, 2003): 102.

14 Grace Glueck, “Is it Art?
Garbage, Say Neighbors, Calling
Police”, The New York Times,

24 Subat, 1968.

15 Clifton Danial-Tom Wicker,
“Episode on Prince Street”, The
New York Times, 16 Kasim 1970.
16 Bayrak’in tim performanslariyla
ve eylemleriyle ilgili ayrntili bilgi
icin bkz. Oguz Erten, a.g.k.

17 Aktaran Erten, a.g.k.: 96.

18 Fred W. McDarrah, “Down to
his last mouse”, The Village Voice,
25 Kasim 1971.

19 Kristeva, a.g.k.: 16.

20 Besir Ayvazoglu, “Anarsist
Ressamliktan Derviglige Tosun
Bayrak”, Bir Dervigin Notlari-
Tosun B. Bayraktaroglu (istanbul:
Kuglkgekmece Belediyesi Yayinlar,
2014): 16. Bayrak, kendisiyle

bu yayin igin yaptigim séyleside
de benzer bir degerlendirme
yapmaktadir.

21 Al Van Starex, “Shock Art”,
mr. magazine, Ocak sayisi, 1968.
22 George Simor, “Biological
Sculpture In In New York’s Soho”,
Bayrak’in dosyasinda bulunan

bu yazinin hangi dergide
yayimlandigi tespit edilemedi.

23 Gregory Battcock, “Napalm
Art 1: Car with Animal Part in Front
of Museum”, The York Free Press,
7 Mart 1968.

24 Tosun Bayrak’in dosyalari
arasinda daktilo edilmis ve
ingilizce olarak yer alan bazi

meseller arasinda, dis guizellige
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aldanmamak gerektigine dair

bir hikaye olan “The Scholar

and the Thief” (Koca Sarikli Hoca),
insanin hirs, sehvet, kendini
begenmislik, aggozIulik gibi
huylarina dair bir hikaye olan

“The Four Birds: The Cock”
(Kesilesi Dort Kus: Horoz) yer aliyor.
25 Dore Ashton,”Art or Garbage”,
Studio International, Ocak 1971.
26 Georg Grciyef (1866-1949)
insanin bilinglenmesi yolunda
farkli inaniglarin sentezinden
olusan bir “yontem”iyle taninmig
Ermeni kékenli bir Rus mistiktir.
1920’lerde istanbul’da yasayan,
bu dénemde Mevlevilerin sema
térenlerinden etkilenen Gurciyef’in
Ogretisinde tasavvufa benzer bazi
unsurlar bulundugu iddia edilir.

27 Dore Ashton, “The Dionysiac
Dithyramb”, Art and Artists,
Subat sayisi, 1972.

28 Ashton, a.g.k.

29 Ashton, a.g.k.

30 “Adem’in glinahindan énce
cennette bulunan insan ebediyen
yasamak zorundaydi: Oliime
g6turen glinah oldugundan dolayi,
glinahsiz insan bir élimsuzlik

hali icindeydi. Ama 6te yandan,
insanin eger yasam agacindan,
bilgi agacindan yerse - dolayisiyla
bu agaca dokunma yasagini ihlal
ederse, kisacasi giinah islerse —
olumsuzlesecegi dile getirilir.

Bu anlamda insan yalnizca giinah
isleyerek, basgka bir deyisle yasak
bilgi edinimini gerceklestirerek
mukemmellige erisebilecektir.
Gelgelim insani dogal, hayvani

ve 6ltimli halinden kurtaran

ve diusunce araciligiyla insani
arnnmigliga ve 6zgurlige kavusturan
bu bilgi, tamamen cinsel bilgidir.
Bundan hareketle, miikemmellige
davetin ayni zamanda glinaha bir
davet oldugunu, giinaha davetin
de mikemmellige davet oldugunu
ileri stirebiliriz. ikisi arasinda resmi
teolojinin belki de atmaktan yana
olmadigi, ama mistigin akil aimaz
kotulugu gerceklestirerek atmayi
kabul ettigi bir adimlik mesafeden
baska bir sey yoktur. Bu dylesine
dogrudur ki mistik, kutsalliga gtinah
isledikten sonra erisir ve kutsalligi
da ona stirekli glinahla gevrelenmis
gibi gorinir. Bu, Adem’in glinahi
hakkindaki anlatinin biligsel
versiyonudur. Bu anlamda Adem’in
glinahi, Tanr’nin eseridir; bu glinah,
bilgiyi ve bilin¢ arayisini glindeme
getirerek tinsellige giden yolu acar.
(...) Boylece koétulik kaynagi olan
ve glinahla bir tutulmaya baslayan
igreng, tenin ve yasanin tinde
barismasinin kosulu haline gelir.
Bkz. Kristeva, a.g.k.: 155-157.

31 Bayraktaroglu, a.g.k.: 102.

32 Erten, a.g.k.: 110. Erten
ayrica, Bayrak’in hayal edip de
gerceklestiremedigi hayallerini

de aktarmaktadir.
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“...(abjection) is at once what produces the disease, and
the source of health, [it is the poisoned cup in which man
drinks death and putrefaction, and at the same time the
fount of reconciliation; indeed, to set oneself up as evil

is to abolish evil in oneself.]”

From Hegel’s Lessons on the Philosophy of Religion?

AMERIKA'DA
HERKESI $ASIRTAN
d BIR TURK VAR...

&y  Giiresci, sair, kolej mezunu,
aktér, mimarhk &égrencisi...

Tosun Bayrak’m
Turkiye yillar:

[41] Milliyet, April 5th, 1971
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| first came across Tosun Bayrak’s name in the early 2000s,
during my research on new tendencies in the Turkish art
scene. Scanning through the newspapers and magazines
from the 1960s and 70s, | saw Talat Halman’s series of
articles under the heading, “Turk Shocks Everyone in
America” in the daily Milliyet. It was the year 1970, the
same year that Tosun Bayrak realized his performance Love
America or Live [41-43] in New York. According to the article,
Tosun Bayrak’s painting days were over. The elements of
his new art were “blood, smells, copulation, animal organs,
noise and anything shocking.”2 | was amazed to say the
least. After some investigation, | found out that Bayrak

had given his files from those years of art practice to Yahsi
Baraz. So | consulted Baraz. He told me that Tosun Bayrak
“was now a repenter”, but | could examine his archive.
What he meant by “repenter” was that Bayrak had
dedicated his life to religion and sufism. The AKP years
and the wave of conservatism was only just beginning

in Turkey; and among debates over beards and veils,

even the mention of “tariga/religious order” was still a

very strong taboo and Tosun Bayrak, this marginal artist

of yesteryear, had become the Sheikh of the Jerrahi-Halveti
order in the USA. Thus, amidst memories fitted into two
red ring binders, | had the opportunity to take a closer look
at the story of an artist, who even in New York, a city much
more accustomed to surprises than Turkey with its history
as a home for avant-garde art, had managed to create
debate over the borders/boundlessness of art.

The early period of Tosun Bayrak’s life story — too full

of action, even for an adventure movie, beginning with

his Robert College years, becoming a national wrestler,
moving on to his interrupted education at elite institutions
from Berkeley, California, to the Courtauld Institute, London,
and Rutgers, New Jersey, attending in between the studios
of Fernand Léger and André Lhote in Paris, his bohemian
days in London, and then, with a strange twist of fate, his
time working as a textiles merchant in Morocco, and in fact,
Turkey’s Casablanca Honorary Consul for a period — was
not included in these files. The files did include the US
years, during which his identity as educator and artist was
in the foreground: Instructor of painting, sculpture and art
history at the New Jersey Farleigh Dickinson University;
exhibitions he organized by hosting many artists including
Bedri Rahmi and Eren Eylboglu within the framework of
an international education program; Islamic art lectures

he presented at Cooper Union; and documents and very
striking photographs of his radical artistic practice in the
1960s and 70s. In brief, memoirs of the years that are the
reason Bayrak is still remembered in the art world today.

In this article, | will try to understand and make sense of
Bayrak’s practice in the brief but very intense period from
the mid-1960s to the early 1970s. This period of Bayrak’s
life and art is important both in terms of the change in his
view of art in America, and the transformations regarding his
own identity. All the contradictions that nurture his identity
seem to symbolically come to the surface at just around this
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period: Like his childhood experience as part of a household
of elders, his grandfather and his parents, who witnessed
the difficulties of the transition from the Ottoman Empire

to the Republic of Turkey (For instance, like his witnessing
of his “Ottoman” grandfather one day calling his father

“you dirty Turk!”2® Or his experience as a youth searching

AMERIKA'DA
HERKESI SASIRTAN
BiR TURK VAR...

AMERIKA’DA
HERKESI SASIRTAN

AMERIKA'DA MIMARLIK, LONDRA'DA SANAT TARiHi OGRENMi VE

;Amumu

HAZIR ELBISE
FABRIKATORI.UGUNE.__

(llllllllll_l.lllullln
s 1an umut kesen Tosun Bayrak, Amerikaya
. . qag edecegi wrada, ansimn fevkil ediliyor.
= Ne bir itham, ne soruglurma, ne durusma...

PARIS TII.L.#PI
A—————

Towan Bayysk, W v

Maidorspe'daks
weruiiend ne mnk

[42] Milliyet, April 6th, 1971
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AMERIKA'DA BIR
TURK RESSAMI

Fasa Fiso

BiR TURK VAR...

B Sanalcmin New - York'faki evinin duvarlan
baslan basa Tiirk halilan, eski yazinin giizel
dmekleri, kilimler, siniler, el isleriyle siisli. 3

Tosun Bayrak'in 20 yasindakl kizi Filiz

K
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B TOSUN

Bu geleneksel TUrk sanatim Amerika’

da yaymada calisan sanaici, okul ar-
kadasi Bulent Ecevit'in politikaya
atlmasina UzUlUyor ve «Kegke sair

kalsaydi» diyor...

It Aatlirk ;li awor
. milfyetcivim, Yilarea v
tan Saleml iginde yasadmit 8-
syniliktan sonra 1987 de meniie
kete donddgumde, trenle smin
gecer gromes nbnghr hlinghr sg-
ladim. Cocoklugumdan beri Ana
doki'yu ok ivi lamrdums Alvon
Canakkale, Trkirdag, Antalva
Hatay, Kars, Ervurmm, Kista
monu, Samsun.. Yiee dolayion
Anadelu’'yn. Kars'tan bayka her
yer delismly. Berlemis s

sKUR'ANDAN

L RN LWL
BIR SAYFA »

TR wems

n Bayrak,  19d8den bery
in pelistirdifl ek yan
*Eanatt- kgl hats it

[43] Milliyet, April 10th, 1971

Amerizads B gElenekvel
yaym SR URTRIYOT

iywiin s
goruyor
yor - Simdlkl  doneme v rmeden
doce de Isthm] sansts merskiny
mig, Ate Amerika‘ds  seTgile
iyl bir tAhlofiam, ad:
andan Bly Sayfas. 199 ve

sinden  hikiveler kullaniyor
dini Sarat) dersderiode veriyor

AMERIKATY!
T T
HIPPI'LER
L )
KURTARACAK
P ST

Tosuin Bayrak'in evinde san
dalye ve kbltuk yok. Gerek ken
disi, gerek kanm dskemle dils

Bapdas kurmags rdllr-.
unde dix

worlar, Bayraklar otomobi] n.,
nmnyrf:n Tosun sRirkse
Gnce bilylik bir ksza gecirdigim
ighn detit s divor «Otamonil In

sanbifa aykins Baymak,
olmadifim,

muna inandigr

duvulu, diriist

sXag
hipnk
olman gerek. Bu  membeketi,

Amerika'yy kuriarirsa onlar kur

tanr. Gergek mistisiame
ver hippilers

vineli-
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Ravrak, «Ben, Amerika'ds atu-
ruyorum ama, antl-Amerikannm .
diver. «Yenl hir sey deill bo
Daha 1815, Kolejdem mezun
oldufum wil, Amerikalilana Tir.
kiye'ye grimesine karmi dirend-
yordum. Hi¢ unutmam, Amerikan
subayian ve askerlerl, o wil, Ko
lejde Ingilizce hir piyesd serret
mege peimislerdi. Bir arkadasime
Ia, yer aiti dehlizlerine girip
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ways to reconcile his Robert College-identity with his leftist
tendencies (as in his eventual description of himself as

a kind of “bourgeois communist”®. Or during his bohemian,
or to use his own words “bourgeois mystic”® days in London
with his close friends Blilent Ecevit and Can Yiicel, in a quest
for the meaning of existence (Bayrak relates that Hasan Ali
Yiicel, who was Can Ylicel’s father and Minister of Education,
during the years 1938-1946, unhappy with the state of his
son and his friends, pulled all three aside one day and said,
“Oh my philosopher sons, no, my prophet sons, you go and
create yourselves a new religion and faith! Listen! You have
a perfect religion, and if you are looking for a philosophy

of life, no one is going to come up with anything better
than Islamic sufism”® Bayrak’s cultural and spiritual quest
for the East(ern) or West(ern) within his own identity not
only became the subject matter of his art, but also fostered
the vein that would eventually lead to his quitting art.

On the other hand, one may perceive Tosun Bayrak’s story
as a process of “knowing, finding, becoming”? as a parable
that makes one think how closely art is related primarily to
freedom. From this viewpoint, Bayrak can be seen above all
as part of Turkish diaspora of artists who went from Turkey
to the West, and realized their life within a different cultural
climate, but often on its outskirts. Earlier examples aside,
when we look at the production, from the 1960s on, of
artists like Yuksel Arslan, Sarkis and Nil Yalter, the sense

of artistic freedom these artists may have felt, no doubt
with the added impact of ruptures from traditional forms of
expression in American and European art circles, provides
these artists with an environment they could not have found
in Turkey, and this is reflected in their works in terms of both
form and content. Yiksel Arslan, who was prosecuted on
the grounds that his paintings were obscene; Sarkis, with
his alternative productions that had no formal/intellectual
counterpart whatsoever in 1960s Turkey; and Nil Yalter, who
made videos on workers’, migrants’ and women'’s rights, all
remained for many years as the “outsiders” of the art scene
in Turkey. The radical performances Tosun Bayrak realized
in the early 1970s were also not the kind of work that the
art scene in Turkey could digest; Bayrak’s approach had
led to intense debate even in New York, a city considered
the centre of neo-avant-garde art during this period.

In the Turkey of the 1970s, Tosun Bayrak could only make
the news in the context presented in the Milliyet newspaper;
as “The Turk Who Shocked Everyone in America”. Obviously
the point of interest here was not his art, but the fame he
had somehow acquired. At this point in Turkey, the New
Tendencies exhibition, a result of efforts to organize
alternative approaches in art was yet to be held. But alas,
Bayrak was a famous Turk anyway! In this sense, certain
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gallerists who are trying to revive Bayrak today with the
paintings of his retirement period should also be treated
with suspicion. For instance, although Bayrak, like Erol
Akyavas, is an “American-Turkish” painter associated
with Islam, he excluded painting from his life first within
his artistic practice, and then with the path he chose

in life. Significant differences between Akyavas and Bayrak,
and in fact, another “American-Turkish” painter, Burhan
Dogancay, provide interesting clues regarding how the
identification processes of these artists is reflected in their
lives: Dogancay, by taking photographs of walls across
the world throughout his life, appears to have wanted to
emphasize how cultures are deeply different but still the
same; stressing not the “cultural” but formal aspect of

his calligraphic ribbons and tiled mosque interior patterns,
and as a painter focusing in his painting on New York

as a cosmopolitan environment, in an effort to resist
exoticization. On the other hand, Akyavas seems to

have discovered his “cultural” identity in America:

By almost reinventing his own difference through his
paintings®, he acquired the identity of a painter focusing
on Islamic themes and visuality. In a sense, Bayrak shares
this tendency; however, he continues his quest for identity
not in art, but in another medium.

Clues regarding Tosun Bayrak’s re-identification process
may be pursued in his 1965 painting titled “Americanization
of Tosun Bayrak” [44-46]. This painting is among a series of
paintings woven with cultural symbols such as mosque
images, calligraphy and stylized patterns Bayrak made

in the first half of the 1960s. However, personal and political
messages beside visual input stand out in this painting:
Like the sentence “switch sides Tosun” on one side of

the painting. Which sides are implied here, and to which
side is the artist supposed to switch? Why is the artist
using this phrase of switching sides, that also perhaps
contains a reference to US policies to force Vietnamese
soldiers to switch sides during the Vietham War? Is this

a metaphor about the transition from Turkish identity to
American identity, as the title of the painting implies?

On one side of this painting which Bayrak made after
becoming an American citizen there is the Pledge

of Allegiance to the Flag of the United States. On the

other hand, one can also clearly make out the letter vay,

a symbolic sign of oath in the Muslim religion. Or is the
switching of sides Bayrak’s renunciation of his “modern”
“Western(ized)” identity, after discovering religion at

a deeper level after his move to the US?

Titles of paintings Tosun Bayrak made during these years,
and text written on the surface of these paintings - “God”,
“Fallout Shelter”, “Eulogy to Hemingway”, “Labor Problem”,
“Ghost on the Moon Looking at a World in Nuclear War” —
are in essence insights to his worldview. In these titles

one may perceive a leftist identity declaring the anti-war
political discourse of the period, or rather, a liberal American
identity, expressing himself in English. On the other hand,
the paintings, references, text and motifs of this period call
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[47-54] Works that are exhibited at Riverside Museum, NY, USA attention to his cultlurgl background andl personal history.
I— _ R In any case, the paintings produced during these years
o x;‘f 1 hold clues about underlying dilemmas, contradictions,
i P ey < ruptures and quests.

It would perhaps not be wrong to consider the artist’s
positive and negative observations regarding the USA -
a country he first travelled to in 1945, at the age of 19,
after graduation, and settled in after periods in Turkey,
France, England and Morocco - among the most influential
elements in the formation processes of his identity. Although
his biography - his traveling to the US to study after his
graduation from Robert College, his employment in the
early 1950s in Ankara at the United States Information
Service (USIS), then his return to the USA in 1961 and his
settlement there - never completely breaks off from Istanbul,
America as a place, an experience and a concept seems
to have a share in the shaping of both his art and his life.
In a sense, Tosun Bayrak, who with his friends protested
the visit of American military officials to Robert College by
cutting off cables to prevent the staging off the play they
were due to watch,® giving the same kind of messages
through an artistic medium in 60’s America. From this
viewpoint, the central theme of Tosun Bayrak’s art is,
American ideals and values on one hand, and its non-
ignorable realities on the other. The source that nurtures
this theme, is no doubt the contradictory state of existence
and mood his position engendered in a country he adopted
as a second home. Thus, it is possible to understand why
Bayrak transforms the motto “America: Love It or Leave It”
- a highly popular message of the US government, which
on the one hand embraced him, and on the other hand
threatened the thoughts and emotions he based his identity
on with the aggression symbolized by the Vietnam War —
into “Love America or Live (without loving it)”1°® American
national anthem echoing in the ears of the viewer like
a refrain in many of his performances, no doubt underline
America as a leitmotif.

[53]

ey |

Looking in retrospect, objects such as cloth, lace or

a hip mould, applied or affixed to the canvas surface in
“Americanization of Tosun Bayrak”, appear as clues that
Bayrak will soon abandon painting. The second half of the
1960s, when he sought to go beyond the canvas and paint,
first with his assemblages and then with his radical street
actions, was a period when young American artists tried

to overcome the hegemony of the canvas, questioning

the boundaries of art by pursuing new forms of expression
with their assemblages and happenings, placing Duchamp
and Dada on the agenda once again; during a period which
roughly extends from the mid-1950s to the mid-1970s,
when a series of new movements, from Pop to Minimalism,
Conceptual Art, Performance and Land Art, feature new
materials, new methods and a new viewer experience

that will require a rethinking of the traditional definition

and criteria of art. During these years, as the civil rights
movement gained power with the insurgence of the black,
women and gay politics and anti-Vietnam war protests,
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[65-57] “Death of A Car”, NY, USA, 1968
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young artists became increasingly politicized, transforming
avant-garde artistic expression into a counter-discourse.
This kind of artistic practice, which went outside the gallery
and sought alternative spaces, aimed for viewer participation
through shock imagery/methods to awaken the viewer from
inertia can be perceived as a political sign regardless of its
political content.

Reactions against the Vietnam War that almost divided
American society in two were also expressed in highly
representative forms. From Jasper Johns to Duane Hanson,
from Leon Golub to Nancy Spero, and from Edward Keinholz
to Hans Haacke, the paintings, sculptures and installations
of many artists that protested against war brought the war
agenda into the art environment. In performances of the
period, violence, at times, was transformed into a narrative
tool: For instance, examples such as the Blood Bath
performance series created by the Guerilla Art Action Group
in 1969 in New York, involved raids on various museums,
where members tore off each others’ clothes, and while
shouting “rape” on the one hand, smeared themselves

in animal blood on the other'* aiming to shock society and
create awareness. In essence, “avant-garde” art practices,
as Peter Birger points out, use shock as a strategy starting
from the early 20th century in movements such as Dada
and Futurism.'2 However, by the 1960s, going beyond

a mere rejection of the use of a language the viewer could
understand, shock methods -increasingly reflected in the
alternative materials and media used - began to stand out.
From the works exhibited at the Destruction in Art Symposia
(DIAS) held in the UK and the USA in the 1960s, to the
performances of the Vienna actionists that led to frequent
debate, and those of feminist artists that involved self-
inflicted violence, this is a period when many events
organized in the context of art were frequently reported

in newspapers.

Tosun Bayrak’s abandonment of painting came about in
such an environment, and was nurtured by it. This radical
change during a process when his painting had begun

to mature, could in fact be considered surprising. On the
other hand, like many other artists, one senses that he could
not have remained insensitive to a process during which his
political views had also become radicalized. In contrast with
the young generation of artists that formed the avant-garde
art environment, Bayrak had by this point accumulated

a considerable life experience, and was almost 40. By the
time he adopted alternative forms of expression during

a period when assemblage and installation began to be
accepted as means of artistic practice what he presented
were not tame variations on these forms: in contrast,

it is obvious that he sets out to shock. Among the three-
dimensional works he realized in the second half of the
1960s, sculptures based on moulds of the human body
stand out; these works, like lives that have lost their

souls, are at times stretched on a canvas, at times fitted

in a box, and at other times sprawled across the floor like
the hide of sacrificial animals, and evoke a sense of dread.
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However, these human hides, when compared to the other
dreadful images and experiences he will present to the
viewer in the near future, could be considered his most
innocent works. During these years, Bayrak would begin
to use blood, sperm, urine, faeces, entrails and live animals
in his works, and disturb the viewer with every single one
of his works. In fact, according to Richard Kostelanetz,
who wrote the history of alternative art in Soho, “though
acknowledgement of his art has been rare in print, it is
remembered, in part because no one ever quite equaled
him at provocative public interventions.”13

With his latex carpets he adorned with animal entrails

and pig foetuses, his jars in which he combined moulds

of the human face or mouth with strange organic objects
and his various installations, Tosun Bayrak’s works evoke

a complex mood and often fear, dread, disgust and
repulsion in viewers [47-54]. For instance, his The Wake

for the Late Captain Hasan Tursun Efendi, A ritualistic
Celebration Commemorating A War Hero [55-571, exhibited
at Riverside Park within the scope of the Environments/
Permutations exhibition held at Riverside Museum in 1968,
led, in a few days, to residents in the area to complain to the
police, and the installation was removed by the Department
of Parks on the grounds that it was a threat to public health.
Bayrak, in a statement about this installation made up of

a bloody ox head and entrails in an old car, said, “Artists
think you can’t shock people any more, but this just shows
you. You put a few pieces of meat in a car and everyone
goes out of his mind. We’re living in a state of wartime
mentality — people don’t want to see such things.”* and
thus revealed that he was using shock as a strategy.

The “Is It Art or Garbage?” debate provoked by this
installation had, in terms of the artistic avant-garde of the
year 1968, become quite ordinary, and even banal, yet
Bayrak would go on to raise the bar of shock even higher.

For instance, the 1970 street performance titled Love
America or Live [58-65] was introduced by the New York
Times as “a task for decontamination units, garbage
removal and the psychiatric ward”*® For this exhibition,
Bayrak covered Prince Street, closed for this performance
by permission from the City, with white paper from start to
end, his aim being to form a spontaneous painting with the
traces left behind by the events that would take place on
the street during the performance. After a man wearing a
suit and a pith helmet tore back the paper, buckets full of
blood was spilled on the paper, pieces of animal entrails
were thrown onto it, and laboratory rats and a pig painted
black were let loose. The most striking aspect of this
performance was, no doubt, after nude people darted

out from under the paper and started running around,

the visible intercourse of a couple in the middle of the street.
The fact that the staging of this “street theatre” to which
Tosun Bayrak invited “exhibitionists, inhibitionists, feminists,
chauvinists, tourists, rapists, politicians, police, morticians,
rednecks, parlour-pinks, hangmen, firemen, homelessmen,
man-about-town, pickups, commuters, butchers, soldiers,
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[66-75] “The Wake for the Late Captain”, NY, USA, 1971
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_ TOSUN BAYRAK INVITES YOU TO
THE WAKE FOR THE LATE CAPTAIN
HASAN TURSUN EFENDI

A RITUALISTIC CELEBRATION
COMMEMORATING A WAR HERO

February 26 atsunset  Opening IFeast by invitation ($10.donation)
27 Sabbath - Public Homage
28 Final Rituals and Burial

3§ SONRAED GALLERIES 141 Prince St. NYC
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lechers, swingers, equestriennes, pedestrians, pederasts,
bedouins, gypsies, Cypriots, and wandering jews” was
accompanied by the nationalist marches of Sousa, the
composer of the American National Anthem, and by

Nazi youth songs, all bearing symbolic significance.

A relationship may be sought between this and similar
performances by Bayrak, and the concept of the “carnival”,
proposed by an artistic mode in its own right by Mikhail
Bakhtin. According to Mikhail Bakhtin who perceived the
world as “a theatre of the body”, grotesque images and
situations related to eating, drinking, sexuality and death,
as exhibited in carnavalesque environments purified of
rules, borders and hierarchies, take their place in our
imagination, albeit for a short period, as a vision of freedom
where the prevailing order is disrupted.

The performance titled The Wake for the Late Captain Hasan
Tursun Efendi, A ritualistic Celebration Commemorating

A War Hero [66-75], which Bayrak realized the same year

at Sunread Gallery in Soho, was announced to feature

not only plants, rotten flesh, live frogs, lizards, leeches
and crabs but also the sexual abuse of a goat, and the
slaughtering of a cock in public view, leading to animal
rights activists raiding the exhibition along with the police,
and the performance being described more as a state of
insanity rather than art. This exhibition, which it is said,
featured human sperm used as sauce on food, consisting
of stuffed sausages with a filling of rice, bread, aubergines,
brains, kidneys, livers, blood and milk, that was then
presented to viewers, is again among the enigmatic and
unforgettable rituals performed by Bayrak.'® This ritual,
too, undoubtedly, carries a message aimed at the Vietnam
War, and all wars. According to Bayrak, the meaning of
sperm on this menu is to “emphasize those who have
been lost, to bring into existence those who are not born
yet, to reveal the blood that has been spilled in vain,

to expose those who do not make love with lust, it is

a symbolism of how we are eating our own children

with our own hands”.1?

These words by an art reporter following the Annual
Avantgarde Festival of New York organized in autumn
1971 by Charlotte Moorman and featuring a great number
of artists including John Lennon, Yoko Ono, Nam June
Paik and Billy Kluver provides clues as to how Tosun
Bayrak’s art was perceived during those years: ‘I heard
“The Star Spangled Banner.” It was the one and only ultra-
sophisticated Tosun Bayrak in absentia. His contribution
was sprawled out on a Rinso-white tablecloth —a loaf of
Sicilian, chunks of tripe, skinned and bloody lamb heads
with popping eyeballs, a piss-filled urinal and bedpan full
of fresh, stinking shit. Not very many could get close to his
historic avant garde contribution.’*® To evaluate the shock
of tripe, sheep’s head and trotters (!) Bayrak dishes out

in his works from this period within the context of Julia
Kristeva’s concept of the “abject” might perhaps open

a more intelligible window. This concept goes beyond

the meaning of disgust, and defines a violation of borders,
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positions and regulations, or the subject and the condition
of subjectivity.'® What we abhor and keep away in order

to build/protect our own physical integrity in the spiritual
senseg, is in fact ourselves: What we do not regard as ours,
is in fact what has been torn away from our body, our body
itself. Tosun Bayrak, too, when assessing his aforementioned
- j . PR e 2 installations and performances often makes a similar

- : e e T comment: “Our aim was to tell people, we may look fine
from the outside, but let’s see what we have inside; veins,
blood, urine, flesh, bones and intestines... Look at all that
and understand what you are, and set aside your vanity”.2°
Bayrak exceedingly underscores the differences between
the body’s external and internal appearances, and the
presence among parables he keeps in his file the story

of the “The Scholar and the Thief Koca Sarikl Hoca, lit.
Hodja with the Big Turban in Turkish” about not being
deceived by appearances, could no doubt be considered

a metaphorical reference.

[76-78] News and Articles on Tosun Bayrak, NY, USA, 1970/71

the village VOICE. November 12,1970 ___ e ; . Pagnlinsin -ﬂ']e DiOﬂ‘y’SBC D!thyrdmb
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During these years, very few people outside a small avant-
garde art circle could relate to Bayrak’s art; articles published
in newspapers and magazines first and foremost sought
to categorize Bayrak’s form of expression (Shock Art?21
Biological Art?22 Napalm Art?23 ; in fact, various several
articles on his performances were published not in art
magazines but in newspapers and certain erotic magazines.
These articles focused on the sensational and pornographic
aspects of both the material he used and his methods, and
did not sufficiently explore the dynamics in the background
of the shock strategy Bayrak openly appropriated. For
A SHHEKIHE SHIIW H“T "'I[ MI["EHI:[ smvm instance, sufficient emphasis was not laid on the fact that
R I T RPNttt . 0 L . Bayrak often included the American National Anthem in his
' ﬂ s performances. His desire to disgust, startle and frighten
the viewer to this extent was seen as merely sensationalist.
His recounting of parables from Rumi’s Masnavi in some
performances drew the attention of very few people.?4

A leading critic of the period, Dore Ashton, in articles
she published in various art magazines including Studio
: International and Art&Artists [76-78] appears as the main
Of rats an(l men | breatning 5% | picking up the contented publ ' R ot o et writer who sought to interpret the anti-war symbols or

| oy S o mystical references in the artist’s works. The fact that
' a critic like Dore Ashton, who was a staunch supporter
of Abstract Expressionism, defends the art of Bayrak, who
in her view, holds a mirror up to America, also reflects the
politicized structure nature of the American art environment.
For instance, according to Ashton, Bayrak’s performance
titled Love America or Live, as a carefully planned critique
of American society, left Americans face to face with the
elements that poisoned them: “the debasement of human
relations in mechanical love-making; the carnage so unreal
because so distant; the increasing divergence between
the ideals mouthed by us all, including the artists, and the
practical affairs run by the Washington oligarchy.”25

TOSUN BAYRAK (center) WAS HERE

s | ment to awaken t

‘Love America or Live

by Mancy Barber

Bayrak’s 1972 performance The Living Loft [79-851, carried
out when his wife, the artist Jean Linder (Cemile Bayraktaroglu
today), was evicted from her studio when it was sold to

[76] [78]
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a pro-USA Vietnamese new owner, like almost all
performances Bayrak realized during these years,

stands out as an action against the USA’s Vietnam policy.
On the other hand, during this performance, for the first
time, Bayrak distributed copies of a parable from Masnavi
and revealed his interest in Islamic sufism, perhaps
signalling the beginning of a transformation. In truth,

the fact that Bayrak, for 18 years after his migration to
THE LIVIKNG LOFT the USA, attended the Gurdjieff Foundation in New York
is also a significant clue; it makes us think he needed
guidance, and perhaps a sense of belonging, which

he could benefit from during his introvert/inner spiritual
maturation process.2?¢ It is also known that body-centered
shock strategies are implemented in the practices of

the Gurdjieff school.

g 'v!

[79-85] “The Living Loft”, NY, USA, 1972 - i
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AN EXPOSITION BY TOSUN BAYRAK

471 West Broadway at Soho
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Before The Living Loft, Bayrak distributed the parable
titled “The Preacher Praying for the Sinners”, and once
again shocked the viewer with blood and entrails darting
out of every wall of the studio he had destroyed, nude
models, and pigeons smeared in blood flying around
the studio and he was also taken to the police station
to provide a testimony?? According to Dore Ashton - who
likened Bayrak to an Eastern evangelist, his performance
to a state of religious ecstasy, and in fact added, “Nietzsche
would have understood him” — what the protestors outside
the studio did not understand was the fact that Bayrak’s
performance did not stem from an artistic will, but was
a ritualistic “religious drama”, a symbolic expression of
the search for ethical existence, which in turn was the
essence of sufi thought.2®8 Ashton claimed that Tosun
Bayrak, booed, belittled, interfered and forced into
distress during his performances, experienced and
made his audience experience a state of purification
that acquired a religious dimension.2°

" I'|--__
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[79]

In order to establish ties in Tosun Bayrak’s art between
corporeal excess, repulsiveness, sin and mysticism and

to ascribe meaning to certain rituals implemented during
his performances and particularly symbolic sins that involve
soiling certain sacred objects we must no doubt adopt

a certain theoretical framework. To soil a sacred object,

to render it “abject”, according to Kristeva, identifies the
abject with sin, and renders it an element not be discarded,
but that gains significance at the point of transition to pure
spirituality. To assess Bayrak’s radical performances from
this viewpoint would also provide us with clues about

his transition from an artistic identity to a dervish identity.
Kristeva, in conveying the relationship between sin and
spirituality along a trajectory that extends from Saint
Augustine, whom she describes as the first psychologist
because of his theses regarding self-analysis, to Hegel,
points out that the mystic can attain divinity only after
conceiving the meaning of sin.2°

Tosun Bayrak ended his performances in the year 1974.
This was also the year he first visited the Jerrahi Lodge in
Karagimrik, and he experienced certain transformations

182] ' 7 [85]
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regarding his thoughts on art. In his own words, “although
I made my last works in order to show both myself and
others something, ultimately, the question ‘Who am | to try
to teach others anything?’ would not leave me be”.31
The dark room installation at Colorado University, which
viewers entered barefoot as a memorial to the Holocaust
(1973); the walk he organized in New York with children
wearing Nixon masks and carrying crosses featuring the
names of soldiers who died in Vietnam (1974) [8e6-87];

his changing, on May Day, of street signs in New York
with ones that read, Lenin Avenue, Karl Marx Street and
Stalin Street (1974); an action for which he placed pieces
of faeces with 5-dollar notes stuck in them in front of
New York galleries (1974)...32 are his highly striking final
works. He undoubtedly was an artist who managed to
puzzle, and no doubt, shock. But when we look back
today, the truly interesting aspect of his art is not the
story of “The Turk in America who shocked everyone”,
but the fact that he managed to place on the agenda

the relationship between art and certain cultural
reflections and dynamics about America, Turkey, the
formation of modern identities and the deconstruction

of the traditional, the Cold War psychology in the second
half of the previous century, and about how societies are
culturally and psychologically founded, and divided and

how all this shapes visual culture. m
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globalization, the meaning of
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Siradisi Bir Hayat __

OGUZ ERTEN 21 Ocak 1926 yilinda [88] Ganakkale gazisi Erzurumlu ' Wi
Hasan Tursun Efendi ile istanbullu Afife Hanim’in oglu y O HALEI0 P () ey
olarak istanbul’da diinyaya gelen Tosun Bayrak, \ : %W
cocukluk ve ilk gencligini yeni kurulan Cumhuriyet’in
reform yillannda gegirir. [891 Babasi, Canakkale Savasi’nda
bir sarapnel pargasinin isabet etmesi nedeniyle sol
kolunu kaybetmistir. Soyadi Kanunun’un ¢ikisiyla birlikte
kaybettigi koluna génderme yaparak “Yurdakol”u alir.
Fakat sonradan soyadini tekrar degistiren baba, ailenin
savaglardaki bayraktarlik unvanina atif yapan
“Bayraktaroglu” soyadini tercih eder.
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1931

ilk Merak

Sanata ilgi duyan dedesi ihsan Efendi’nin [90] 4-5 yasindaki

Tosun’u resim icin yUreklendirmesi, elinden tutarak Topkapi

Sarayi’'ni gezdirmesi ve oradaki Osmanli minyatrlerini mh?;,‘::;’:’ f.?}'..‘fnm;'w
gostermesi Bayrak'in sanat alanindaki ilk merak adimlarini ﬂ:;r.?:e:l:lcql‘:“? AP T e
uyandinr. Ardindan torununu Arkeoloji MlUzesi’ndeki

Yunan ve Roma heykellerini izlemeye gotiiren dedenin tarih

boyunca figur resminin nasil ele alindigini anlatarak kigtik

Tosun’dan “insan resmi” yapmasini istemesi Tosun Bayrak’in

ilk yol géstericisi olan dedesi ihsan Efendi’nin Dogu ve Bati

sanatlarina objektif ve dnyargisiz baktiginin da gdstergesidir.

1937

Kars’taki ilkokul Ogretmeni

Tosun Bayrak’i sanat alanina tegvik eden ikinci kisi ise
ilkokulu okudugu Kars'taki 5. sinif hocasi olan Kemal
Bey'dir. Sanata karsi ilk egilimlerin bagladigi dénemde
Bayrak, on iki yasina kadar babasinin devlet memuru olmasi
dolayisiyla Anadolu’nun Kars, Canakkale, Antalya, Hatay,
Erzurum, Kastamonu, Samsun gibi birgcok sehrini dolasir.

1938

Robert Kolej’e Giris

On iki yasindan itibaren Tosun Bayrak, Robert Kolej'de [91]
yatil okur. Bayrak’in Robert Kolej’deki hocalan arasinda
Ziyad Eblzziya ve Necip Fazil Kisaklrek gibi isimler de
vardir. Sinif arkadasgi ise siirle derin bir iliskisi bulunan,
gelecegin basbakani Bilent Ecevit'tir.

1944

Narmanh Han’daki Bedri Rahmi Atolyesi

Sanata kaymaya baslayan ilgisinin istanbul’da aile

disindaki ilk adresi Beyoglu’ndaki Narmanl Han’da yer

alan Bedri Rahmi Eyliboglu atélyesi olur. Eyliboglu, atélyeye
gelen ilgili gencglere hem siir okur hem de post empresyonist
tarzda yaptigi Dufy etkili Anadolu kdylilerini betimledigi
resimleri gosterir. Sehrin sanat acgisindan en genc ve

hareketli mekani Narmanli Han’dr.
[90] Dedesi ihsan Efendi, 1930’lar, [91] Tosun Bayrak, Robert
Kanlica, Istanbul Kolej’'den mezuniyeti, 1945
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1945

Akademi Resim Boliimii ve istanbul Universitesi
ingiliz Dili ve Edebiyati Bolimii

Narmanli’daki Bedri Rahmi etkisi Bayrak’i Robert
Kolej’den mezun olduktan sonra da icine alir ve

yuksek 6gretim igcin hem Akademi’nin Resim Bolimi’ne
hem de istanbul Universitesi ingiliz Dili ve Edebiyati
Bolumi’ne yazilir. Tabii Bayrak’in Akademi’deki hocasi
Bedri Rahmi Eylboglu olur.

1946

ik siir kitabi “Ve...”

Bayrak, bir yandan resme ilgi duyarken bir yanda

da Turkiye’'deki gazete ve dergilerde siirleri yayinlanir.
“Ve...” isimli siir kitabi [92] Cemal Azmi Matbaasi’ndan
bu dénemde cikar.

Berkeley California Yillan

Tosun Bayrak, Devlet Glizel Sanatlar Akademisi ve

ingiliz Dili ve Edebiyati Béliim{’'ne yazilmis olsa da kisa

bir stire sonra babasinin da istegi ile Berkeley California
Universitesi Mimarlik Fakiiltesine [93] kaydini yaptirir.

Uzun bir gemi yolculugunun ardindan ABD’nin en 6nemli
okullarindan biri olan California Universitesi’ne gider.
Teknik derslerinden ¢ok sanatsal derslerinde kendini
gelistirmeye baslar. Bu egitim sireci sanat tarihi, desen

ve atolye derslerini kapsar. Bayrak, California yillarinda

bu degisimin etkilerini bizzat yasar. Kaygilarin yok oldugu,
yeni bir diizenin kurulup insanoglunun sonsuz mutlulugu
yakalayacagi projeler ile ilgili tartismalarin arasinda kolej
yillarinda saflarina katildigi komiinizm, Bayrak’i o dénemde
biraz daha icine alir. Bu yillarda SSCB ile Il. Diinya
Savasi’nda muttefiki oldugu ABD’de hentiz komUnist

cadi avi baglamamistir. 1947 sonrasi ABD ile SSCB’nin

bir siyasi cekismeye girip, soguk savasi baslatmasi sonrasi
bu yeni olusum her alanda da Ustlnlik micadelesine
ddénusecektir. Buna karsilik Bayrak’in ilk yillari empresyonist
resimler, karakalem ¢iplak modeler, suluboya ve éliidoga
resimleri yaparak gecger. Alman sanat tarihi hocasinin
heyecan icinde modern sanati anlatmasi, resim ve heykel
atélyelerinde ¢alisan hocalarnin modern sanat érnekleri
yapmalari, San Fransisco muzeleri ve galerilerinde gérdtgu
avangard yapitlar ise sanatcinin sanat alanindaki gocukluk
evresinin son dénemi olur. Fakat ABD Tosun Bayrak, igin
kisa bir dénem olur ve babasinin izni ile okyanus asilip
Paris’e cok istedigi sanat egitimine gider.

1947

La Grand Chaumiére Atélyesi

Bayrak’in sanata yogun ilgisi, 1947 yilinda savas yillarindan
sonra héla dinyanin sanat merkezi olma vaadinde bulunan
Paris’te Montparnasse La Grand Chaumiére atélyesine
gitmesiyle hayat bulur. Atdlyenin en 6énemli hocasi Rus
kokenli Ecole de Paris’in sanatcilarindan tagsist Serge
Poliakoff’tur.
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André Lhote ve Fernand Léger Atélyelerinde Ogrencilik
Tosun Bayrak, daha sonra Tirk sanatgilarin gcokca tercih
ettigi André Lhote ve Fernand Léger’in atdlyelerine yazilrr.
André Lhote, Kiibizm’in olusma stirecinde dnemli katkilar
bulunan bir sanatgidir ve akademik sanat egitimi gérmeden
kendini var edebilmeyi basarmistir. Unii ve egitici yéniniin
gug¢lu olmasi nedeniyle zaman i¢inde Turkiye’den de bircok
sanatc¢inin hocaligini yapan Lhote’un egitiminden gegenler
arasinda Edip Hakki K&seogdlu, Zeki Faik izer, Halil Dikmen,
Hamit Gorele, Sadi Ozis, Refik Eren, Abidin Elderoglu,
Kemal Zeren, Cemal Tollu, Nurullah Berk gibi isimler vardir.
Sanatcinin egitim aldigi bir diger isim olan Fernand Léger’nin
adi 1909 yilindan sonra kubistlerle birlikte anilmaya baslar.
Bu anlamda Tiirkiye’den Paris’e gelen sanatcilarin dnemli bir
kismi bu 6zellikleri dolayisiyla Léger atblyesini tercih ederler.
Bu sanatcilar arasinda Neset Ginal, Nurullah Berk, Cemal
Tollu, Leyla Gamsiz yer alrr.

1948

Londra’da Sanat Tarihi Egitimi

Paris donusu akli sanatta kalan Bayrak, 1948 yilinda
Londra’da elgilikte ¢calisan Kolej'den arkadasi Bllent
Ecevit’e bir mektup yazar ve kisaca yapmak istediklerinden
bahseder ve kendisine bir okul ayarlamasini ister. Ecevit’in
girisimi ile The Courtauld of Art Institute’te Sanat Tarihi
Bdlimiine kabul edilmesi Bayrak icin yepyeni bir baglangictir.
Dinyanin saygin sanat tarihi okulu olan The Courtauld of
Art Institute idealleri ugruna ¢iktigi yolculukta son durak
degildir. Londra’da da yalniz kalmayan Bayrak’in en yakin
arkadaslar Tunc Yalman, Bllent Ecevit, Can Ylicel,

Ustiin Ustiindag ve Ali Neyzi’dir [94]. Kendisinin Londra’ya
gelisinde buyik bir katkisi olan Bilent Ecevit’in oturdugu
Hampstead Heath’de bir pansiyona yerlesen Bayrak, artik
okula gitmeye hazirdir. Fakat ¢ok agir bir egitime sahip okul,
sanatclyi ilk basta zorlar. Bayrak’in okul ve ¢evreyi tanimakla
gecen ilk zamanlan daha sonra yerini Londra’nin Paris kadar
cekici ve eglenceli olmadigi duygusuna birakir; fakat yakin
arkadaslariyla birlikte gecirdigi vakitler ve onlarin derslerine
son derece tutkulu olmasi Bayrak’i da etkiler. Bu dénemde
Bulent Ecevit, Ali Neyzi, Can Yucel ve Tung Yalman
ingiltere’de egitimlerine devam etmektedirler. Sik sik
bulusan arkadaslar ilk énce sahaflara, ardindan da
Londra’nin meshur “pub”larnna ugrarlar. Mize, galeri

ve tiyatrolar en ¢cok gidilen mekéanlardir.

1949

Lingfield’teki Ev

Bir arkadasi ile Londra yakininda gittigi Lingfield kasabasi
kilisesi, pub'l, eski kitapgilari, sirin ufak evleri ile sanatginin
aklina takilir. Hatta sadece aklina takilmakla da kalmaz

bir hafta sonra yakin arkadaslan Bilent Ecevit, Can Ylcel
ve Ali Neyzi'yi de alip Lingfield’e gétirir. Kilisenin yaninda
rahibelerin kaldigi binaya komsu iki katl, mobilyall harika
bir ev bulurlar. Evin arkasinda bir tenis kortu bile vardir.
Kirasi da her birinin Londra’da verdigi toplam kira kadardir.
Cok kisa bir sire iginde karar verip kasabaya tasinirlar.

Fasa Fiso

ik basta her birinde okula devam etme istegi olsa da
yolun uzakhgi ve kasabanin rahatligindan bir siire sonra
hi¢ biri okula gitmez olur. Ali Neyzi kendini bu dingin ve
glzel ortamda piyes yazmaya, Biilent Ecevit ve Can Ylcel
ise siir yazmaya, Bayrak ise resim yapmaya adar. Hafta
sonlari herkesten esit miktarda yemek parasi toplayan
Bayrak yemekleri yapar... Londra’dan edindikleri dost
ahbap Lingfield'de de onlari yalniz birakmaz. Eglenceye
ve sanata Lingfield’de devam ederler. Lingfield, hem sanatgi
hem de arkadaslari igin eglenceli ve sanat dolu bir yer olsa
da okula gidip gelmeleri de artik bir hayli azalmistir. Gergi
her biri sectikleri bolim Uzerine arastirma yapip ¢alismaya
devam ederler ama sonugta ortada diploma yoktur. Bir
gin Can Yicel’in babasi eski Milli Egitim Bakani Hasan

Ali Yucel’in aniden gikagelmesi hepsi igin bir uyanig olur.
Oglunun Cambridge’de egitimine devam ettigini sanan
baba, onu Lingfield’de siir yazarken bulur. Hasan Ali Yicel'in
durumdan gok memnun olmadigini Bayrak hemen anlar
ama; Yucel yillarca milli egitim bakanligi yapmis birinin
olgunluguyla davranip bu duruma ¢ok ses ¢ikarmadigini
gbzlemlemistir. Bir slire oglu ve arkadaslarinin komin
hayatina katilan Hasan Ali Yicel, eve gelen gideni izler,
yazilan siirleri okur, yapilan resimlere gbz atar, yenilen
icilenden tadar. 68 Kusagi’'nin hippiliklerini yirmi yil énce
Lingfield’de gorir ve yasar. Bir giin Bayrak’i yalniz bulunca
sikistirarak “Istikbalinizi hi¢ diistinmilyor musunuz? Ne
yiyip, ne iceceksiniz? Nasil evlenip, ¢oluk gocuk sahibi
olacaksiniz? Bir idealiniz yok mu? Ne yapiyorsunuz?”

gibi birgok soruyu ardi ardina siralar. Tosun Bayrak ise
gayet ciddi bir sekilde hayal ettikleri ve “Burjuva Mistik”
adi verdikleri felsefenin icerigini anlatir. Bu felsefeye

gobre hem mistik olunacak hem de gercek diinya birlikte
yasanacaktir. Hatta Yunan adalarindan birine gidip bir
koloni kurmayi disUnduklerini bile anlatir. Hasan Ali

Yucel gllerek; “Ah benim filozof, yok peygamber ogullanm,
yeni bir din icat ediyorlar. Ulan gul gibi dininiz var, hayat
felsefesi diyorsaniz, kimsenin daha iyi yapmasi imkansiz,
islami tasavvuf var” diyerek sanatgiy oldukga sikistirir.
Tabii gencligin verdigi distinceyle bu konusulanlar ayni
guin unutulur.

Yeniden Paris Yillari

Tosun Bayrak, 1947 yilinda Paris’te birkag ay yasasa da
1949 yazinda gittigi Paris cok daha farkhidir. Bayrak, bu
doénemde Istanbul’da edindigi dostluklann Paris’te cok
blyik faydasini gérir. Il. Diinya Savasi sonrasi istanbul’un
sanat dinyasindan Paris’e akan entelektiiel ortam orada
kendine yeni bir atmosfer yaratmistir. Abidin Dino, Selim
Turan, Mibin Orhon, Fikret Mualla, Avni Arbas, Sabahattin
Eylboglu, Bedri Rahmi Eytboglu, Nejad Melih Devrim

bu ortamin olugsmasinda énemli rol oynamistir. Bayrak,
1949 yilinda Rue Saint-Jaques’daki (Turk sanatgilarin
Sancak Sokagi dedigi) bir pansiyona yerlesir. Bedri Rahmi
Eylboglu’nun agabeyi Sabahattin Eyliboglu, Selim Turan,
Avni Arbas gibi Turkler ve farkl tlkelerin ressam, yazar ve
muzisyenleri de bu sokakta yasamaktadir. Sanatgi, 1947
yilinda gittigi André Lhote ve Fernand Léger atdlyelerine
tekrar yazilir ve derslere katiimaya baslar.
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[92] “Ve...” siir kitabl, 1946

[94] Tosun Bayrak, Can Yiicel ve Ali Neyzi ile Londra’da, 1948
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Tosun Bayrak, bu dénem zamaninin biyuk bir
¢ogunlugunu atélyelerde ve evde gegirmesine ragmen
bazen Cité Internationale Universitaire de Paris’nin
kafeteryasinda eski dostlariyla da vakit gecirmektedir.
Kafeteryaya gittigi glinlerden birinde géziine glzel

bir kiz takilir. Ozgiiveni yiiksek Bayrak, gidip onlarin
masasina oturur ve konusmaya baslar. Kisa siirede

bu kisilerin zengin Gekoslovak multecilerin cocuklari
olduklanini 6grenir. Liba isimli bu ressam kiz ile birkag
ay goristikten sonra 1949 yilinin sonlarinda ailelerinin
karsi olmasina ragmen Paris’te evlenir. Evlilik sonrasinda
kizin annesi Paris’e gelerek Champ-Elysées’nin
meshur oteli George’da on-on bes arkadaslarinin
icinde bulundugu bir gruba digin yemegi verir.
Bayrak’in karisi da o liiks bélgede oturmaktadir

ama icguveysi olarak bu semtte yasamak istemeyen
Bayrak, Rue Saint Jacques’ta bulunan odasindan
ayrilarak esiyle birlikte St. Michel'de Hotel des Mines’de
tuttugu bir odaya tasinir. Kisa sirre sonra da esiyle
birlikte Turkiye’ye gelip bulduklar is dolayisi ile
Ankara’da yasamaya baslarlar.

1951

ikinci Siir Kitabi

is ve dzel hayatindaki rahatlama Tosun Bayrak’in tekrar
sanata yodnelmesinde etkili olur ve ikinci siir kitabi olan
“Soylemeden Sdylemek” [95] bu ddnemde yayimlanir.

ilk siir kitabinda oldugu gibi Bayrak’in ikinci kitabi da basin
ve edebiyat gevrelerinde dikkat geker. Otuz dokuz siirin
icinde bulundugu kitap hakkinda Pazar Postasi gazetesinde
sair Yusuf Mardin genis bir yazi kaleme alir. Samsun
Postasi’'ndan M. A. Eran ise “iste memleketimizin iklimini
garp postasina d6ken bir sair. Tosun Bayraktaroglu’nun
siirleri o kadar sonsuz bir ummandir ki kelimenin manasini
bulmak igin ctimlenin yumagini agmak lazim” der.1

Filiz Doguyor

Sanatci ayrica isten ve siirden arta kalan zamanda es
dostun portreleri ve manzara resimleri yaparak sanatsal
faaliyetlerini strdurdr. Hatta 1951 yilinda Ankara Opera
Binasi’nda yapilan Devlet Resim Heykel Sergisi’ne kendisi
ve esinin yaptigi eserler ile katilir. Sanatc¢inin kizi Filiz de
bu dénemde dogar.

Kazablanka’da isadamhgi

Tosun Bayrak Ailesi’nin 1950 yilinin yaz sonundan 1951
yihinin yaz sonuna kadar Ankara’da gegcirdikleri bu dénem,
Cekoslovakya’daki kominist baskisindan Kazablanka’ya
tasinan ve orada fabrikat6r olan kayinpederinden gelen
bir mektup ile aniden degisir. Sanat¢inin kayinpederi
mektupta ev ve is vaadinde bulunarak esi ve kizi ile
birlikte onlan Kazablanka’da yasamaya davet etmektedir.
Aradan gecen sure zarfinda ani evlilik dolayisi ile olusan
kuslik ortadan kalkmistir ve yeni bir hayat kurmayi
6neren mektup sonrasi sanat¢l, esi ve kizi ile birlikte
Eylll ayinda Paris Uzerinden Kazablanka’ya ugarlar.
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Bayrak’in kayinpederinden aldigi mektup Uzerine hig
bilmedigi bir tUlkeye yaptigi bu ziyaret, 1951’den 1959’a
kadar devam edecek, sekiz yillik uzun bir seriivenin
baslangicidir. O dénemde Fransiz himayesinde bulunan
Fas’in Kazablanka sehri bulvarlari, parklari, apartmanlar,
carsi-pazar, restoranlar ve cafeleri ile bir Fransiz sehri
niteligindedir. Sehirdeki liks dikkanlarin en blyuklerinden
biri olan IUks giyim kusam magazasi Bayrak’in kayinpederine
aittir. Magazada satilan tekstil Grtnleri ise ailenin deniz
kenarinda kurdugu ve icinde iki yiz elli Yahudi kadinin
calistig tekstil fabrikasinda Uretiimektedir. Rabat, Fez,
Marakes, Meknes ve Safi sehirlerinde de bu magazanin
subeleri vardir. Sanatgi yirmi bes yasinda hi¢ bilmedigi bir
Ulkede ve ilk kez gérdiigu esinin ailesi ile cok buytk bir
organizasyonun ortasinda kendini bulur. Kazablanka’ya
vardiklarinda her ihtiyaglarn disinilmistir. Kayinpederinin
evlerinden birine Ui¢ odall bir daireye yerlestirilirler. Tosun
Bayrak, hemen “Ste Nehera” isimli sirkette ise alinip bir
kag ay fabrikada sonrasinda ise sirketin her bolimiinde
staj yapar. Sirketin maddrd, |. Dinya Savasi’nda
Turkiye’nin glneyini isgal eden Fransiz generalidir.

Altl ay sonra Bayrak’in staji bittiginde general isten
kovulur ve Bayrak sirkete genel mudur yapilr. Fakat
kurulan bu diizen kisa bir siire sonra bozulmustur,
giderek alismaya basladigi kayinpederi hastalanmistir.
Kayinpeder, sirket ve fabrikalarin tim sorumluluklarini
damadina birakip Monte Carlo’ya yerlesir. 1955 yilinda
Fas’in bagimsizlik miicadelelerinin alevlendigi en zor
zamanlarda sanatc¢inin kayinpederi vefat eder.

1955

Fas’in Bagimsizlik Miicadelesi icinde Bir Tiirk

Yirmi dokuz yasinda biyuk bir bagimsizlik savasi
icerisinde serveti elinde tutan kisi olarak ayakta kalma
mucadelesi veren Tosun Bayrak, tlkede bulunan
yabanci is adamlar arasinda tek Turk ve Muasliman

kisi olmasindan dolayi bayram ve énemli glinlerde

Fas’in ileri gelen yonetici ve pagalari ile bir araya gelir.
Bu yoneticilerin hemen hemen timu Fransiz sémurgesinin
devam etmesini isteyen kisilerdir ve higbir sey yapmadan
muhtesem saraylarda otururlar. Bayrak, Fas’a yerlestigi
ilk yillardan beri bu insanlar sevmemektedir ve Kolej’'den
bu yana “s6zde komUnist” oldugu igin bagimsizlik
yanlisi olan gruplara sempati beslemeye baslar.

Her giin yapilan yurlyUsler ve siyasi olaylar, hem
Bayrak’in sorumlulugunda olan magazalari hem de
Ulkeyi ekonomik agidan zor kosullara strlkler. Tosun
Bayrak, bagimsizligin tlkeye demokrasi ve refah
getirecegini ve kendi kendilerini ydnetmelerinin

Ulke kosullarini iyilestirecegini disiinur. Bu baglamda

da kapital sahibi ve s6zli gegen biri olarak distinsel
destek verdigi istiklal Partisi’ne farkli katkilar da
saglamaya baslar. Ornegin bazen gizli toplantilar
Bayrak’in evinde yapilir. Tosun Bayrak, Fransiz polisinin
baskisina ve uyarilarina ragmen Fas’in bagimsizligina
sonuna kadar destek verir. Bayrak’in Tlrk gazetecileri
Cezayir sinirndan gizlice sokmasi sayesinde Fas’in

Fasa Fiso

bagimsizligini dinya kamuoyuna ilk kez Turk gazeteleri
bildirir. Fakat Mart 1956’daki bagimsizliktan sonra
Bayrak’in yaptigi tim destek ve yardimlar gérmezden
gelinmeye baslanir. Fas’ta sikintili glinler gegiren Tosun
Bayrak bu yillari, hayatinin en zor dénemi olarak tanimlar.
Halbuki kayinpederinin vefatinin ardindan sirketin

%20 hissesi ona verilmistir. Geliri o kadar artmistir ki
Kazablanka’nin en zengin semti olan Oasis’te iki ylizme
havuzu, portakal ve hurma bahgesi olan, hizmetgili,
bahcivanli evde rahat bir hayat stirmektedir.

ik Kisisel Sergi

Tosun Bayrak’in kariyerindeki ilk resim sergisi de Fas’in
bagimsizlik miicadelesinin verildigi kansik bir ddnem
icinde acilir [96]. Eserlerin sergilendigi galeri Kazablanka’nin
tek sanat galerisidir ve Bayrak’tan 6nce galeride
Modigliani’nin yapitlan sergilenmigtir. Tosun Bayrak,
giderek zor glinlere girdigini hissetse de daha sonra
rahatlayacagina inanmaktadir ama bagimsizliktan

sonra yabanci bir tliccar olarak Fash milliyetgiler
tarafindan milli menfaatlere aykiri bulunur. Fas’taki
fabrikasinin bombalanmasi Tosun Bayrak ve Ailesi icin
¢etin gunlerin baslamasina neden olur. Bu zor kosullarda
Fas’ta birkag yil geciren Bayrak Ailesi, 1959 yilinda

Fas’i geride birakip New York’a tasinma karari alir.

1959

ABD’ye Yolculuk ve Bir Sanatcinin Dogusu

Fas’ta bulunan mal varliklarinin timdni yok pahasina

satip esi Liba (Leyla) ve ¢gocuklanyla (Filiz ve Tosun) ABD’ye
g6¢ eden Tosun Bayrak’in, buradaki ilk yill Morristown
Alfred Vail ilkokulu'nda Fransizca ve sanat 6gretmenligi
yaparak gecer. Yeni aldiklan evin Ust katinda kendine
olusturdugu atélyesinde okul isleri ile birlikte resim yapmayi
da devam ettirir. Bu atdlyede Uretilen resimler Kazablanka'da
yaptiklarina nazaran daha blyUlk ve farkldir. La Biennale de
Jeunesse’de gérdigl Motherwell, Kline ve diger Amerikan
soyut ekspresyonistler ile Bayrak’in sanatinda buyuk bir
degisim yasanir. Yeni geldikleri ABD'de yepyeni bir cevreyle
tanisan sanatci, mizeler ve galeri ziyaretlerinin

yani sira New Jersey'deki dnemli sanatcilarla da dostluklar
kurmaya baglar. Bu dostluklar sanatginin yeni Amerikan
sanati ile tanigmasini ve bittinlesmesinin yolunu da agmistir.
Nitekim bir siire sonra figUratif resimler yapmay: birakip
soyut resme yOnelir. Bayrak’in 1961-1964 yillan arasinda
yaptigi islerinde soduk renkli (daha gok gri) dantelimsi,
daginik kompozisyonlu, ¢ok ¢gizgili, yazill soyutlamalar

dikkat geker. Bazen bu resimlere 1980 yilindan sonra

diinya sanatinda Neo Ekspresyonizm olarak adlandirilacak
tarzda buyUk boyutlu hizlica yapilmis figlrler de girer.

1960
ABD’de ilk Kisisel Sergi
New York’ta European Gallery’de agtigi sergi sanatginin

ABD'de agtig ilk sergidir. Bu sergi yogun ilgi ile
karsilanmistir.
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[95] “S6ylemeden Soylemek”, 1951

[97] Artist seminerleri, NY, USA
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1961

Universitede Sanat Tarihi Hocaligi

Uretimleri ve edindigi dostluklarla olusan gevresine

ek olarak The Courtauld Institute of Art’'ta yaptig
tahsil Tosun Bayrak’in ABD’de oldukga isine yarar.

Bu dénemde daha yeni kurulan Fairleigh Dickinson
University’de sanat tarihi hocasi olarak ders vermeye
baglar. Onceleri Giniversitede misafir sanatgidir ama
zaman i¢inde Universitenin en etkin hocalarindan

biri haline gelir. ilk 6nemli calismasi Universitenin Giizel
Sanatlar Fakdiltesi'nin kurulusunu gergeklestirmektir.
Ardindan da ayni yil Gniversitenin bulundugu New
Jersey eyaletinin en buyUk sanat galerisinin Universite
blinyesinde insa edilmesini saglar. Galerinin insa
edildigi yer daha 6nce at arabalanni koyduklan yikik
dokuk bir yapidir. Bu galeride gergeklestirilen ilk
sergilerinden biri Amerika'nin Gnli sanatgisi Richard
Serra'ya aittir. Serra o yillarda henilz celik levhalarla
Urettigi islerini yapmaya baglamamistir. Serra, suntadan
yapilmis eserlerini, Nancy Graves ise deve heykellerini
Tosun Bayrak’in kuruculugunu ve ydneticiligini
Ustlendigi galeride sergiler.

International Artist Seminar

Tosun Bayrak, organizasyon yaninin gicli olmasi

ve Universiteyi de yapmak istedigi projeler konusunda
ikna etmesi dolayisiyla Gniversite blinyesinde yaz
aylarninda uluslararasi sanat diinyasindan sanatcilarin
katilabilecegi alti haftalik bir workshop olan “International
Artists’ Seminar” isimli programi yuriirlige koyar [971.
Yedi yil boyunca diizenleyecegi bu yaz seminerlerine
ABD, Fransa, Misir, Filistin, Kanada, ispanya,
Cekoslovakya, Hindistan, Polonya, Pakistan, Peru,
Almanya, Japonya ve Arjantin'den bircok sanatgi
katilarak yapitlar Uretir. Sanatgilarin konaklama ve

yeme ihtiyaglarinin yani sira eser Uretmek icin kullanacagi
tim malzemeler Universite bltcesinden karsilanir.
Sanatgilar boylece sadece Uretecekleri yapitlara
yogunlasmakla kalmayip, kendileri ile birlikte seminere
katilan sanatgilarla da sanatlar Uzerine konusma ve
tartisma firsati da yakalayabilirler. Dinyanin gesitli
cografyalarindan ¢agnlan sanatcilarla farkl klttrlerin
sanatinin bir araya getirilmesi saglanirken birbirleri ile
etkilesimin éni de aciimis olur. Bayrak’in diizenledigi
seminerlere kendisi ve esi haricinde katilan diger isimler
ise sunlardir: 1961 yilinda Bedri Rahmi Eytboglu, Eren
Eylboglu, Carl Heinz Kliemann, Leonard Kesl. 1962
yilinda René Artozoul, Mordechai Avniel, Danilo Bergamo,
Thomas Gibson, Pierre Manoli, Kazuo Nakamura, Jochen
Seidel, Mireille Wunderly, Yvaral, Alan Goldstein, Eddie
Johnson, Bill Stewart, Tal Streeter, Marc Aleu. 1963 yilinda
Theodore Appleby, José Bartoli, Mary Bauermeister,
Regina Bogat, José Antonio Fernandez-Muro, Sarah Girilo,
Ugo Guarino, Tom Hodgson, Herbert Macdonald, George
Mueller, Gérard Singer, Yannis Spyropoulos. 1964 yilinda
Jifi Balcar, Claude Bellegarde, James Gwynne, Ed Bing
Lee, Luis Felipe Noé, Mitsuo Kakutani. 1965 yilinda
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Marcel Barbeau, Hans Breder, Luis Camnitzer, Francis
Celentano, Wojciech Fangor, Horacio Garcia Rossi,
Arnold Alfred Schmidt ve Yvaral katilir.

“Ug Tiirk Ressam” Sergisi

Tosun Bayrak, Birlesmis Milletler Turk Daimi Temsilciligi'nin
destegi ile New York Angeleski Gallery’de Bedri Rahmi
Eyiiboglu ve Erol Akyavas ile “Uc Tiirk Ressam” isimli
karma sergiyi dizenler [98]. 14 Kasim — 4 Aralik 1961 tarihleri
arasinda diizenlenen sergide yer alan sanatginin istanbul
soyutlamalarindan birini Birlesmis Milletler Turk Daimi
Temsilcisi Turgut Menemencioglu alir. Hatta o dénemin

bir gelenegi olarak elgi, sanatgi ve ailesini evine davet

edip duvarina astigi resmi, birlikte seyrederler. Sanat¢inin
bu sergide Ug-doért resmi daha bulunur. Bayrak, ABD’de
tanistigi Erol Akyavas’in ressamlik yetenegini bildiginden
dolayi onu sergiye dahil eder.

1962-1964 Sergileri

Tosun Bayrak, Angeleski Gallery'deki sergi sonrasinda
1962'de New York World Gallery’de, Nicole ve Fordham
Universitesi'nde birer kisisel sergi acar. Bu dénemde
yaptigi resimler daha ¢ok soguk monokrom renklerle
Uretilmis soyut ¢alismalardir. Sanatci, 1963 yilinda
Riverside Museum’da, Montclair Art Museum ve
Andrew Morris Gallery'de (New York) grup sergilerine
katilir. 1964 yilinda ise New Jersey Newark Museum
Art Today sergisi ve Grippi & Waddell Gallery’de
duzenlenen karma sergilerde yer alir. Ayni yil New York
Madison Avenue’daki Byron Gallery ile anlasarak eserlerini
New Yorklu alicilara sunar. Bu dénemde gerceklestirdigi
yapitlar “The Wharf”, “Labor Problem”, “Fire of the
Cross”, “Ghost on the Moon Looking at a World

in Nuclear War”, “Go to Sleep”, “Fall Out Shelter”,
“And You Old Woman” gibi isimler tasir. Bayrak, 1965
yilinda (New Jersey) Montclair’de yer alan Highgate
Gallery'de ve Newark Eyalet Koleji'nde kisisel sergiler
acar. Ayni dénemde New York'ta bulunan World House
Gallery ve NJ State Museum’da (Trenton) diizenlenen
karma sergilere katilir.

1963

Newark Museum, NJ Odiilii
Newark Museum, NJ Tercentenary Triennial Sergisi'nde
birincilik 6dulind alr.

1965

Guggenheim Museum Odiilii

Guggenheim Fellowship 6dilini kazanir ve bir yapiti
Guggenheim Museum tarafindan daimi koleksiyon igin
satin alinir. Kisa slre icinde gergeklestirdigi inanilmaz

sergi performansi ile sanat gevrelerinde taninir ve yaptigi
calismalarla dikkat ceken bir sanatgi olur. Bu bilinirligin
karsiligi olarak da 1966 yilinda diinyanin en etkin sanat
kurumlanndan biri olan Museum of Modern Art, dlizenleyecegi
yeni gezici sergi i¢in sanatgidan bir yapit alir.
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1965-68

Roélyeflere Donlisen Resimler

insan rolyeflerinin, fotograflarin resimlere girmesi ile sanatgi
yapitlarinda bir degisim ve dénlisiim yasamaya baglar [9e].
Onceleri tuval lizerine aplike edilen bu materyallere zaman
icinde canl hayvanlar girmeye baslar. Bir stire sonra da
sanatginin tuval resimleri ¢ boyutlu calismalara dénisiir.
Post Empresyonist resim bilinci ile geldigi Amerika'da altinci
yilindan itibaren ¢ok farklh bir alana giren sanatgi, o glinlerde
daha yeni yeni varligini ortaya koyan Shock Art, Happening
ve Guerilla Art hareketlerinin énculli ve butinculligu icinde
yer almaya baglar.

1968 Universitede Dogentlik
Fairleigh Dickinson University’den dogentlik Gnvanini alr.

ilk Avangard Sergi: “Death of a Car’*

Sanatgl, 1961-1965 yillar arasinda Amerika’da
gerceklestirdigi Uretimlerle sanat ¢evrelerinde giderek
bilinirlik kazansa da asil inin 1968 yilinin 24 Subat-

31 Mart tarihleri arasinda New York Riverside Museum’da
[100], 1967 yilinin yaz aylarinda Fairleigh Dickinson
University’nin Florham-Madison kampUslinde seminerine
katilan sanatgilarla birlikte gergeklestirdigi Environments/
Permutations: International Artists’ Seminar adli sergi

ile elde eder. Sergiye katilan Dennis Burton, Rolf Gunter
Dienst, Jean Linder, Peter Moore, Luis Felipe Noé, Frank
Lincoln Viner isimli sanatgilarin odalarindan olusan sergide,
sanatcinin béliimiinde en biy(ik ilgiyi “Bir Arabanin Olimi”
1011 adli calismasi gorir. Riverside Museum diger sanatgilar
gibi Bayrak'a da eserlerini sergilemesi icin bir oda verir

ama sanatgi o gline kadar tuval resmi dogrultusunda

isler Uretirken bu sergi ile birlikte kan, sakatat, et ve

canli hayvanlarin da aralarinda bulundugu malzemelerden
isler gerceklestirmesiyle izleyenleri oldukga sasirtir. Miize
icinde galismalarini sergiledigi bir odasi oldugu gibi miizenin
onindeki parka da (Riverside Drive Park 103 rd) bir araba
koyar. Araba sanki kaza gegirmis gibi hurda bir haldedir
ama asill ilginci icinden disan tasan bagirsaklar ve et
parcalandir.2 Bu is muze i¢in de cok ilgi ¢ekici olur.

Gazete ve dergiler uzun bir sure bu igle ilgili haberler
yapllir...2 Riverside Museum’un direktori Oriole Horch

Farb ¢evredeki komsular tarafindan bu mide bulandirici
Tosun Bayrak isinin kaldinimasi yénindeki baskilara;

“Cok Uzgtinim ama bu sergi devam edecek. Sanatci
gercekten harika bir sosyal yorum getirmis.” agiklamasini
yapar.* Sanatci “Bir Arabanin Olim{” isimli isi ile istedigi
sok etkiyi yaratir. Newark Sunday News’ten Michael Lenson
ise bu isi parkta ilk fark edenin képekler oldugunu ve yaptigi
bu isle Dada haritasi iginde yer almasi gerektigini sdyler.®

Jean ile Evlilik

On dokuz yil stiren, bir kiz (Filiz) ve bir erkek (Tosun Cem)
gocugu oldugu evliliginin ardindan Liba (Leyla) ile evlilidi
biten Tosun Bayrak, heykeltiras Jean (Cemile) Linder ile
Riverside Museum’daki sergide tanisir ve 1968’de evlenirler.
1969 yilinda Defne isminde kizlan diinyaya gelir.
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[99] Tosun Bayrak atolyesinde galigirken

[100] Riverside Museum’da sergi hazirliklar
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istanbul Bogazi Performansi

1968 tarihinde gerceklesen bu etkinlik, o glnlerin
istanbul sanat ortaminda sarsici bir etki yaratsa da
ardi gelmedigi icin su an hafizasi kuvvetli bazi zihinler
hari¢ hatirlanmayan, hatirlayanlar i¢in ise bir sehir
efsanesine déniismis bir olaydir. Bayrak’in esiyle
birlikte istanbul’a geldiklerinde kaldiklar Kanlica’daki
yalida aklina gelen performans, evlerinin yakininda
oturan sisman bir kadini, kalibini almaya razi etmesiyle
baslar. Daha sonra kadinin kalibi polyestere dokilerek
bir heykel haline getirilir. Bagina ise kasaptan kafa
derisi ylzilmus bir kogun kafasi dikilir. Elleri ve kollari
ise hareket edebilir sekilde yapilir. Oldukga Urkitict
ve farkl bir yaratik haline getirilen heykelin icine ise
sismig balonlar koyulur ve heykel Kanlica sahilinden
Bogaz’in sularina birakilir. Dalgalar ile hareket eden
eller ve kollar yiziinden heykeli uzaktan gérenler
Bogaz'da bogulan bir insan zannederler. Bazilar

ise heykeli denizde bogulmus ve siserek denizin
ylizeyine ¢ikan bir insana benzetirler. Bogaz’'da

uzun sire yol alan heykeli bulanlar ne disinmusler
ve nasil tepki vermiglerdir bilinmiyor.

1970

ilk Performans: “Love America or Live”

Riverside Museum’daki sergi Tosun Bayrak’i

hem biyik bir Gne kavusturmus hem de sanatsal
kariyerinde bir 6zgiven saglamistir. Sanatginin

1970 yihinda gerceklestirdigi performans ise bir
oncekinden ¢ok daha iddialdir. “Performans”

tanimi henliz yayginlagsmadidi igin sanatgi gosterisine
“Ciplak Sokak Tiyatrosu” genel tanimi ile “Amerika’yi
ya Sev ya da Yasa” [102] adini verir. ABD baskani Nixon’in
milliyetci sdylemini arttirdigi ve Vietnam Savasi'nin
yogunlastigi bir ddnemde gerceklesen bu performans,
Amerikan milliyetgilerinin “Love America or Leave”
yani “Amerika’yi ya sev ya terket” sloganina génderme
yaparak Amerika’yi sevip 6lecegine, sevmeyip yasa
anlamina gelen “Love America or Live” performansini
gerceklestirir. New York’un bilindik caddelerinden
West Broadway’de bulunan Prince St.’den, Mercer
St.’e kadar trafige kapatilarak yliz metreyi askin blyik
beyaz kagit tabakalan ile cadde kaplanir. Bu beyaz
kagit performans sonrasinda guiniin resmi olacaktir.
TUm 6n hazirliklann sonunda sanatci saat 13.00'te
basinda Amerikan askerinin migferi, Ustlinde sik bir

is adami kiyafeti, elinde kocaman bir bigak ile sokagin
basindan itibaren k&gidi yirtmaya baslar. O sirada
kagidin altindan c¢iplak bir erkek ¢ikarak caddenin
6blr ucuna kosmaya baslar. Bir sonraki kesiste bir
erkek ve bir kadinin belden asagisi kagidin disina cikar
ve yuzleri gériinmeden sevigsmeye baslarlar. Bir sonraki
kesiste kana boyanmis ve yaglanmis domuz yavrularn,
kana bulanmis onlarca kocaman sigan ve fare gikar ve
bembeyaz caddede seyircilerin arasindan kaybolurlar.
Sanatcgl kagidi destikge altindan kagidin Gzerine dogru
kanlar figkinr, bagirsaklar, sakatatlar, cigerler giin yiziine
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¢ikar. Derken bir siyah Amerikali ile beyaz bir

Amerikall kavga etmeye baglarlar. Oldukca gercek
goriinen bu doévisi performansin giivenligini saglamak
Uzere orada bulunan polis glglikle ayirir. Sonrasinda
sahte bir tecaviz hadisesi yasanir, polis ve izleyiciler
bunu da gercek sanip miidahale etmeye kalkarlar.

New York’un alkolik ve serkesleri de performansa
cagnimistir ve hepsine bedava icki dagitilir. Aldiklan
ickileri hemen tiketen evsiz ve serkesler performansa
bir katki olarak etrafa satasmaya baslarlar. Adeta

gercek bir karmasa yaratilir. Herkesin ytztnde bir
tedirginik belirir. Polis ise oldukga gergindir. Yizlne
iskelet maskesi takmis bir adam ortalikta yavas yavas
dolasarak sinir bozucu bir hava yaratir. Sanatginin
ogrencileri ise yere serili beyaz kagida buytk harf
kaliplar ile “Love America or Live” yazarlar. Ardindan
sokagin her iki yanindaki binalarin Gizerinde sanatginin
Universiteden 6grencileri hoparlér ile caddeye yayilmig
kagidin Gzerinde bulunan kisilerin kaldinma ¢ikmalar
icin U¢ kez uyari anonsu yaparlar. Ardindan kovalarla
caddeye kan dokerek her yeri ve herkesi kana bularlar.
Fiskiyelerle dokulen kan yagmurunun altina ginlgiplak
soyunarak iki erkek girer ve adeta kanla yikanirlar.

Bu olaylarin bir yaninda da geng bir kiz Turk ¢corbasi
adiyla bardak icinde gorba dagitir. Fakat hemen yakininda
gorduklerinden veya dagitilanlardan dolayi kusanlar vardir.
Ogrencilerin kan yagmurunun hemen ardindan Amerikan
askeri marslari yiksek seslerle sokakta yankilanmaya
baslar ve takiben yine binalarn Uizerindeki 6grenciler
tarafindan sokak konfeti yagmuruna tutulur. izleyiciler
blyUk bir sok yasarlar, zaten sanatci da kendi sanatini
“Shock Art” dalgasi icinde degerlendirir. Vietnam
Savasi’'nin ABD icin en ¢etin yillandir ve sanatginin
gOsterisi savas karsitlar arasinda bir efsaneye dénusur,
glnlerce gazetelerden diismez. Savagi destekleyen
askerlerin “Amerika’y ya sev ya da terk et” propagandasina
karsilik, “Amerika’yi sevip 6lecegine, sevmeyip yasa”
duslincesini 6ne gikardidi i¢in sokak tiyatrosunun ismi
“Love America or Live” ile taninir.®

Okulda Huzursuzluk

Tosun Bayrak’in ders verdigi ve performanslarinda

ona blyUk yardimlar dokunan Fairleigh Dickinson
University’deki arkadaslan onun anarsist icerikli
calismalarina verdikleri destek icin bir bir akademik
kadronun disina cikarllirlar. Hatta Bayrak’in ayni
Universitede c¢alisan esinin gdrevine dahi son verilir.

Onu 6grencilerinden ayirmak icin sanatginin gdrevini
kendisinin kurdugu guizel sanatlar fakiltesinden alip
baska bir fakulteye verirler. Okulda ¢ ayn kampus

vardir ve Bayrak’in génderildigi kampus giizel sanatlar
fakultesinin en uzaginda olanidir. Sanatgi 6grencilerinden
ve arkadaslarindan tamamen koparilip tek basina birakilir.
Yeni 6grencileri bu duruma nazire yapmak icin o sinifa
girmeden 6nce tahtaya “Left Over” (Geriye Kalan) yazarlar.
TUum okul durumun farkindadir ama nedense sanatginin
isine son vermezler. Bayrak da bdylece daha énce
yaptiklarini sirdirmeye ve yeni isler iretmeye devam eder.

Fasa Fiso

1971

Soho Galerilerinin En Siradisi Sergisi: The Wake For
The Late Captain Hasan Tursun Efendi A Ritualistic
Celebration Commemorating A War Hero**

Tosun Bayrak 1970 yilindaki “Street Theatre” ismindeki
performansi ile New York sanat ¢evrelerinin popdiler

bir ismi haline gelirken, yaptiklari ile okulu tarafindan

icten ice istenmeyen kisi olarak ilan edilir; fakat onun
gerceklestirdiklerine ilgi duyanlar da vardir. 1970'lerin
basinda sanat galerilerinin Soho’ya tasinmaya baslamasiyla
bir dénlisim yasayan New York sanat diinyasi, ilgi cekmek
Uzerine kurulu bir sistemi benimser. Bu anlamda yeni
kurulan New York’taki Sonraed Gallery, sanatgidan

dikkat cekecek bir sergi yapmasini ister. Amaci ses

getiren bir sergi ile baslayip New York sanat alicilarinin
ilgisini cekmek ve sonraki sergilerinde kurdugu baglantilarla
satiglar yapabilmektir. Bu teklif Gizerine sanatci 28 Ekim
1968’de kaybettigi ve bir Canakkale gazisi olan babasi
Hasan Tursun Bayraktaroglu anisina “The Wake For

The Late Captain Hasan Tursun Efendi A Ritualistic
Celebration Commemorating A War Hero” [103] isimli
performansi gerceklestirir. Performans ayni hafta

Uc giin boyunca yapilir ve galeri tika basa izleyici

ile dolar. Her performans dncesi galeriye gelen

misafirlere yemek verilir. Ug giplak, elleri birbirine bir

kurban gibi bagli seyircilere igrenc bir yemek dagitirlar. ; \ M

Yemek, pismis tavuk ayagi ve ¢ig tavuk etinden yapiimis rins S, e S AW gl "-v--_:__m- '-ICE?-'-L":
; P o po- o y

[101] “Death of a Car”, NY, USA, 1968

tavukgégsu tatlisidir. Ustiine isteyenlere ek olarak

sperm dokiildr. Yiyeceklerin igcinde ne oldugu séylendigi
halde izleyiciler ikram edilen bu yiyecekleri yerler.
Galerinin ortasina yerlestirilen blytk bir tepsinin

icinde ekmekler pargalanir. Sanat¢inin idare ettigi bu
islem bir ayin gibidir. Ayine sanat¢inin sokaktan buldugu
ciplak bir erkek ve kadin da katilir. Performansin sonunda
sergiye katilan ¢iplak erkeklerin, cinsel organlarina
surdukleri ekmegin lzerine ¢iplak kadin da idranni yapar.
Sonra bu ekmekler, sergiye gelen ziyaretgilere ikram
edilir ve ziyaretciler de ikramlar kabul ederler. Ug giin
devam eden performanslann ilk gint “Opening Feast
by Invitation” (Davetli Agilis Téreni), ikinci giin “Sabbath-
Public Homage” (Kamuya Saygi), G¢tinct gun ise “Final
Rituals and Burial” (Son Ayin ve Gom) olarak adlandirilrr.
ikramlarin ardindan giplak bir kadinin kulaklar trmalayan
notalarla Amerikan milli margini keman ile gcalmasiyla
performans baslar. Yash bir kadin Gzerindeki yedi kat
elbiseyi, milli mars esliginde striptiz yaparak ¢ikarir ve
béylece performans son bulur. Uglincii gece yapilan son
ayin sonrasinda cam tabut icindeki ceset sabahin erken
saatlerinde Wall Street Borsasi merdivenlerine birakilir.
Borsa 6niinde kopan kiyamet galericinin istedigi sesten
¢ok daha fazlasini getirir. Sanatc¢inin o yillarda képek
baligi ve yavru dananin birlestiriimesinden olusturulan

ve cam havuzun icine konan ¢alismasi yillar sonra
Damien Hirst'in formaldehit icindeki kdpek bahgi ve
danalarini hatirlatir. Ayrica formaldehit ylizey icinde
domuz ceninleri ve gesitli bdceklerin bulundugu bir

hali da sergide sanatci tarafindan sergilenen iglerdendir.

[103] Sokak performanslarindan... 1970’lerin ilk yansi
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New Jersey State Museum Koleksiyonu’na

Bir Eserinin Girmesi

New Jersey State Museum sanatginin “Spirit Leaving

The Body” isimli isini miize koleksiyonuna 1971 yilinda
dahil eder ve bir yil sonra da kiratér Zoltan Buki tarafindan
gerceklestirilen gegici koleksiyon sergisinde gosterilmeye
layik gérulir.

8th Avant Garde Festival, New York

Tosun Bayrak Yapitlan

Tosun Bayrak’in 1971 yilinda gergeklestirdigi bir diger
calisma ise diinya sanatinin en son avantgarde yeniliklerinin
goruldigu New York’ta yapilan “8th Avant Garde Festival,
New York, NY”e katilmasidir. Calisma beyaz bir 6rtlinin
Uzerine serildigi bir masadan ibarettir. Masanin izerinde
Sicilya ekmegi, iskembe yigini, derisi ylzilmus ve gozleri
firlamis kanl koyun kafasi, lagzimhgin icinde agzina kadar
dolmus sidik ve etrafa igren¢ kokular yayan digkilar bulunur.
Festivalde lvan Karp ve Andy Warhol gibi isimler de vardir.
Sanat yazarlarina gére gecenin en gosterigli isi Charlotte
Moorman’in “Birthday Cake” isimli blylk dogumguni
pastasidir.”

1972

The Living Loft an exposition by Tosun Bayrak***

Tosun Bayrak’in 1972 yilinda gerceklestirdigi performans
ise Vietham Savasi ile ilgilidir. Esinin at6lyesinin zengin

ve Amerikan taraftar bir Vietnamli’'ya satiimasi sanatciyi
adeta cildirtir ve bosaltmak zorunda oldugu atdlyeye “The
Living Loft an exposition by Tosun Bayrak” [104, 106] ismini
verdigi performansla veda etmeye karan verir. 9 Ekim
1972’de 471 West Broadway, Soho adresindeki iginde hala
yapitlarinin bulundugu atdélyede bir performans hazirhgina
girer. Tip merkezlerinden aldigi insan kemiklerine saril etleri
sonra bahgede hazirladigi barbekiide pismesini bekler ve
performansi izlemek i¢in gelen herkese dnce etleri ikram
eder. Atélyenin duvarlarini ise bir gece dnce delerek icine
litrelerce kan, sakatat, bagirsak, fare, sigcan yerlestirir ve
delikleri alci ile kapatir. Désemelere Gzerine kan dokilmus
beyaz glivercinler koyup Uzerini 6rter. Hazirladigi afislerde
gosterinin ertesi giin saat 16.00’da baslayacagini duyurur.
Pinl pinl haldeki atdlye ve bahgesinde insan iskeletine
sarniimis et parcalannin kokusu sokaktaki herkesi cagirnr.
izleyiciler gelince sanatgi bagina baret giyerek elindeki balta
ile duvarlara vurmaya baslar. Her vurusunda duvarlardan kan
ve bagirsak parcalari ortaliga yayilir. Ddsemeleri séktikce
sican ve fareler ortaya ¢ikarak etrafa kosusur. Ayni anda
kanli givercinler ugup camdan kagarlar. Cok kisa bir sure
icinde tertemiz atblye kana ve pislige bulanir. Performans
icinde hayvanlann kullaniliyor olusu bazi izleyicileri rahatsiz
eder ve kisa bir sire iginde atélyeye polis gelir. Hayvan
haklari ile ilgili sikayet oldugu séylense de polisin girdigi
atdlyede sanki bir vahset yasanmig gibidir. Hatta bazi
izleyiciler performansa kendilerini o kadar kaptirmiglardir

ki polisin gelmesini bile performansin bir pargasi sanirlar.
Bu nedenle polisin galdidi sirenler gevreden daha fazla izleyici
toplanmasini ve ¢alismanin glinlerce konusulmasini saglar.
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Sanatgi sonrasinda Hayvan Haklan Dernegi tarafindan
mahkemeye verilse de bir sonu¢ ¢ikmaz. Bayrak’in
politik bir durus olarak elestirdigi Vietham Savas! hi¢
beklemedigi bir anda “The Living Loft an exposition
by Tosun Bayrak” isimli performansi ile kendi savasina
déntsmustar. Esinin atdlyesinin elinden alinigi, sanatginin
etrafindaki cemberin giderek daraldigi duygusuna
kapilmasini ve savagsin kanli para ile zengin ettigi
Vietnamlinin savagta on binlerce kisi 6ltrken nasil da
Amerika'da, savas karsiti ile sanat Uretilen bir atélyeyi
kana bulamak istendigi ile ilgilidir. Sanatginin zihninde
beliren bu kanli oyun atélyeyi terk etmesi gereken giin
tim ciplakhidi ile cevreye ve sanat diinyasina da ses
getiren bir performans ile duyurulur.®

Tosun Bayrak’in Guerrilla Art D6nemi

1972 yiinda New York Art Students seminerine konusmaci
olarak yardimcisi ile katilir. Onlarca yasli ve oldukca ciddi
sanat hocasinin bulundugu toplantida kendilerine gdsterilen
yere yardimcisi ile oturur. Sira Bayrak’a geldiginde sanatgi
sesi kisilimis numarasi yapar ve yanindaki yardimcisini
gostererek kendisinin yerine onun konusacagini zor da

olsa belirtir. Fakat yardimcisina konusma dncesi renkli
seyler yedirmis ve sonra da kusma ilaci vermistir. Yardimcisi
konusmaya baslayamadan zor tuttugu agzini agar agmaz
etrafa renkli ve pis kokulu kusmuklar yayilir. Seminere katilan
kat sanat tarihi hocalar saskinlik icindedir. ilk sagkinhigin
atlatiimasindan sonra seminere ara verilir ve kokunun
¢ikmasi igin uzunca bir sure igeriye girilemez. Bdylece
sanatin mutlak baronlan da sanatcinin tepkisel
performansindan nasibini alirlar.

1973

Gerceklesemeyen Performans

Tosun Bayrak’in 1973 yilinda gergeklestirmeyi planladigi
performansi New York'un Unli sanat galerilerinden OK
Harris Gallery’nin yanindaki parkta olacakti. Pek cok
mezar kazilacak ve igine de 6grencilerini yerlestirecekti.

Mezar icindeki 6grenciler gizli bir hortum ile hava alacaklardi.

Bir gecede olusturulmus mezarlik yeterince ilgi topladig
zaman tim 6grenciler birden ayaklanacaklardi. Parkin
yaninda bulunan blyUk duvara ise “Alman Toplama
Kampindaki Korkungluk” yazilacakti. Fakat bu performans
gerceklesemezdi. Parkin topragdi yapmayi diistindikleri
performans i¢in uygun degildir. Aslinda bir mezar kazip
icine yakin arkadaslarindan birinin oglunu koyup sonra

da kapatarak bir deneme yapar. Topragin mezara girenin
Uzerinde fazla baski yapmasi ve uzun siire yer altinda
kalma problemleri ylziinden performanstan vazgegilir.
Halbuki performans dolayisiyla her zaman sanatcilara
yakin ve sicak olan OK Harris Galerisi sahibi lvan Karp’tan
izin almiglardir. Performansta galerinin 6nu de kullanilacaktir.
Galeri 6ntindeki yerin tahminlerden daha fazla kazilmis
olmasi galeri sahibini sinirflenmesine yol acar ve polisi
¢aginr. Planlanan performans hem Karp’in huysuzlugu
hem de performansin gergeklesmesine yonelik
olanaksizliklar nedeniyle yarda kalir.2

Fasa Fiso

Colorado Universitesi Performansi

1973 yilinda Colorado Universitesi, bir sanat seminerinde
Bayrak’a sergi yapmasi i¢in davet eder. Sanatgi, Universite
tarafindan kendisine sergi mekani olarak tahsis edilen bir
oday! karanlik oda haline getirerek Nazi toplama kamplarinin
resimlerini duvarlara asar. Oda tamamen karanliktir ve
yerlere de kan dokilmistir. Odadaki isi izliemek isteyenler
kapida duran gérevli tarafindan durdurulup ayakkabilarini
cikarmalarini istenir. Bdylece igeri girenler kana ¢iplak ayak
ile basmak zorunda kalip, kanin kayganhgini hissederler.
Ayrica karanlik oda iginde cirnilgiplak ve Uzerine zeytinyagi
surltlmus bir kisi dolasir. Ayni bir ruh gibi odanin iginde
dolasan bu ¢iplak, igeriye girip yerdeki kani hissedip
duvardaki projeksiyon ile aydinlatiimis fotograflardaki
vahseti izleyenlere dokundukga disariya ¢iglik sesleri yayilir.
Fakat bu performans sanatc¢inin basinin belaya girmesine
neden olur. Odaya ¢iplak ayak ile giren ziyaretgilerin odadan
ciktiktan sonra koridorlarda ciplak ayakla yirimeye devam
etmeleri okulun tUm koridorlarinin kisa bir sire icinde kana
bulanmasina neden olur. Okul yénetimi olusan bu durumdan
¢ok rahatsiz oldugunu sanatgiya bildirir ve Colorado’da
yapilan seminerlere bir daha ¢agriimaz.

1974

“Cocuklarnn Hach Seferi” Performansi

“Cocuklarin Hacli Seferi” adi altinda Vietnam Savasi'nin
sebebi olarak goriilen bagkan Nixon’in gérevinden ayriimasi
icin sadece cocuklarin oldugu biyUk bir ylriyls dizenler.
Cocuklarin hepsinde de Nixon maskeleri vardir. Sanatginin
kiicuk kizi Defne de bu performansta yer alir. Hatta
performans kizina da unutulmayacak bir dogum giini
partisi olma niteligindedir. Universitedeki 6gencileri ile
birlikte planladiklan blylk bir performansin bir parcasidir.
Cocuklar ellerinde Vietnam Savasi’nda &len askerlerin
isimlerinin yazil oldugu haglar adeta isa'nin Golgota
Tepesi'ne kendi hacini tagimasi gibi tasirlar. Yaruyus

55 Mercer Street’te dogumguni pastasinin kesilmesi

ile baslar ve etrafa bliylk kurbagalar salinir. Sokak bir
anda kurbagalarla dolar. Sanatgi rengarenk cinsiyeti

belli olmayan bir insan gibi giyinmistir. Baylk yurayis
Washington Meydani’ninda son bulur ve ¢ocuklarin
elindeki haglar parka dikilir. Park bir anda askeri mezarliga
doner. Gok ses getiren galisma artik bir performans
olmaktan ¢ikmis dénemin yayinlar tarafindan Nixon'in
dusus slreclerinde olusan halk tepkilerinden biri olarak
degerlendirilir. Nitekim ayni yilin Agustos ayinda 37.

ABD bagkani Richard Nixon gérevden ayrildigini agiklar.

O glnleri hatirlayan Elliott Barowitz, Washington Parki’na
hag¢ dikerken kongrede bulunan énemli isimlerden biri olan
ve daha sonra belediye bagkani olan Ed Koch’un da orada
hag dikimine katildigini soyler.®

1 Mayis isci Bayrami Performansi

Tosun Bayrak 6grencileri ile New York sokaklarinin isimlerini
degistirilmesi isine imza atar [105]. Soho 1 Mayis sabahi
“Lenin Avenue”, “Karl Marx Street”, “Stalin Street” gibi
isimlere birlnur. Soguk savasin devam ettigi bir slregte
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[104] “A Living Loft” NY, USA, 1972

[106] Bir performans sonrasi, 1970’lerin ilk yarisi
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ve Vietnam'da gizli digmani SSCB ile savagirken,
gline uyanan halk tam anlamiyla sok olur, polis ise
ne yapacagini bilemez. Sehrin merkezden uzak
bolgesinde performans bdyle baslarken ayni giin
sehrin gbébeginde yer alan Metropolitan Mizesi’nin
onindeki iki blyuk fiskiyeli havuza kirmizi boya
dékulerek kan rengine ddnustirtlmesiyle devam
eder. Aslinda amag havuzu anarsist rengi olan siyaha
¢cevirmektir ama yapilan arastirmalar sonucunda
havuzda bulunan suyun siyaha dénmesi igin bir
kamyon boyanin gerektigini ortaya koyunca planin
degismesine ve bir kova kirmizi ile havuzun kirmiziya
dénmesine neden olur. Sehir, gerceklestirilen
performanslar konusur olmustur.

Dolar Performansi

Ayni yil sanatgi ve 6grencileri ikinci bir performans

daha gerceklestirirler. Bir bebek arabasinin icini Amerikan
dolarn ve faturalarla doldururlar. igine de iserler. Soho’da
bulunan galerilerin 6nline giderek her galerinin kapisina
diski koyup, i¢ine de bes dolar yerlestirirler.'* Sonrasinda
bazi galerilerin diskinin icinden bes dolan aldiklarina

dahi sahit olurlar.12

Profesorlik
On Ug yildir egitim verdigi Fairleigh Dickinson
Universitesi’nde sanat profeséri olur.

Sanatin Sonu

Sanatci, 1974 yili itibar ile performans ve guerrilla art
calismalarina son verir. Bu yillarda sanatc¢inin birgok

isinin olusmasina kaynaklik etmis olan Vietnam Savasi’'nin
artik sonuna gelinmis olmasi ve sanatcinin 1971 yilinda
tasavvuf ile tanismasi artik hayatinin bagka bir yéne

dogru kaymasinin sebeplerindendir. Bayrak, sanatci
olmanin altinda yatan kavramlan inceledik¢e “gurur” hissinin
yogunlugu ile tasavvufi diinyanin bagdasmadigini fark eder.
Tasavvufta yer alan tevazu ile gurur ve kendi benligini yok
etme dlslincesi sanatcinin sanatini birakmadaki en dnemili
etkenlerden biri olur. Tosun Bayrak’a gore sanat¢i olmak
insanin benligini tatmin eden en blyuk faaliyetlerdendir

ve atom bombasini icad eden kisi bile miizeye giren
sanatci kadar buyik bir tatmin yagsamaz. Sanatin giinde

bir iki saatte yapilan bir is olmadigi ve uykusuz kalinarak
gecen glnlerin gecelerin ardindan ortaya ¢ikan bir sonug¢
oldugunu distinen Bayrak, sanatin igcinde baska higbir seye
yer vermemesi ile dogru orantili olarak din ve tasavvufun da
butin bir gind degil buttin bir hayati icine almasi birbiri ile
uyusmayan iki maddenin yanyana geldigini sanatgiya
disindrlr. Béylece sanatgi, sanatgi olmaktan ¢ikarak
Tosun Bayrak olarak hayatina devam etme karar alir.

1989
Hocaliktan Emeklilik
Sanati birakisi sonrasi Fairleigh Dickinson University’de

verdigi sanat tarihi derslerine 1989 yilinda emekli olana
kadar devam eder.
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2000’ler ve Bir Sanatc¢inin Yeniden Dogusu

1974 yilinda gergeklestirdigi performanslarindan sonra
kendini dis diinyadan biraz daha soyutlayarak yeni bir
hayat pratigine yonelen Tosun Bayrak, 2000’li yillar ile
birlikte resim yapmaya geri déner.

2012

Tiirk Miizesinde ilk Tosun Bayrak Yapiti

Sanatginin bagyapitlarindan biri olan “Americanization
of Tosun Bayrak” isimli eseri istanbul Modern’in
koleksiyonuna alinir.

2014

Tiirkiye’deki ilk Kisisel Sergi

‘Bir Dervigin Notlar’ isimli Ttrkiye’deki ilk kigisel
sergisi 10 Nisan tarihinde Sefakdy Kultlr ve Sanat
Merkezi’nde agilrr.

Sanatcinin sanat hayatinin derinliklerine inen ‘Siradigi
Bir Hayattan Siradigi Bir Sanata Tosun Bayrak’ isimli
kitap, bu satirlann yazar tarafindan iki yillik bir ugrasinin
sonunda yayimlandi.

Fasa Fiso

Yapitlarinin Bulundugu Miizeler
istanbul Modern,

Fairleigh Dickinson University,
Fordham University,
Guggenheim Museum,
Monmouth College,

Montclair Art Museum,

New Jersey State Museum,
Newark Museum,

Riverside Museum,

Rose Art Museum,

Trenton State Museum,
Smithsonian Institute
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1926

A Hello to the World

Born on 21 January 1926 in Istanbul as the son of Erzurumiu
Hasan Tursun Effendi, a veteran of the Battle of the
Dardanelles, and Afife Hanim of Istanbul [1071, Tosun Bayrak
spent his childhood and early youth during the reform years
of the newly established Republic [108]. His father had lost
his left arm after he was hit by shrapnel during the Battle of
the Dardanelles. Following the adoption of the Surname Law
[109], he took the surname “Yurdakol” [lit. “An Arm for the
Nation”] in reference to the arm he lost. However, his father
later changed his surname again, and this time in reference
to the title of standard-bearer his forefathers carried, opted
for “Bayraktaroglu” [lit. “Son of the Standard-Bearer”].

1931

The First Sign of Curiosity

Bayrak’s curiosity about art was first awakened by his
grandfather ihsan Efendi, who had an interest in art.

To encourage the 4-5-year-old Tosun’s interest [110], his
grandfather took him by the hand to visit Topkapi Palace
and showed him the Ottoman miniatures there. ihsan Efendi
then took his grandson to the Archaeology Museum to see
Greek and Roman sculpture, showing young Tosun how
figure painting was treated throughout history. That the boy’s
grandfather then asked him to try his hand at “paintings

of people” reveals his objective and unprejudiced view
regarding Eastern and Western art.

1937

A Primary School Teacher in Kars

The second person who encouraged Tosun Bayrak’s interest
in the field of art was Kemal Bey, his 5th-year class teacher
in Kars, the city where he went to primary school. During this
period, when his first tendencies towards art appeared, until
the age of twelve, Bayrak travelled to many cities across
Anatolia because of his father’s job as a public servant,
including Kars, Canakkale, Antalya, Hatay, Erzurum,
Kastamonu and Samsun.

1938

Enroliment at Robert College

At the age of twelve, Tosun Bayrak enrolled as a boarding
student at Robert College. His teachers at Robert College
included Ziyad Ebuzziya and Necip Fazil Kisakirek. One of
his classmates, who already had a deep bond with poetry,
was the future Prime Minister Bilent Ecevit.

1944

The Bedri Rahmi Studio at Narmanh Han

The first address, other than his family home, for his
increasing interest in art was to be the studio of the painter
Bedri Rahmi Eyliboglu at Narmanli Han, in Beyoglu.
Eytboglu would both read poetry to the young enthusiasts
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[108] Right to Left, first row: little Tosun’s grandfather Ihsan Efendi,
grandmother Peluze Hanim and little Tosun; second row: uncle Artillery
Lieutenant Alaeddin Bey, his mother Afife Hanim, his father Tursun Bey,
military airman Celal Bey, the Albanian nanny

[109] 1933, Atatuk and Tursun Bey, 10th anniversary of the founding of the
Turkish Rebuplic, Antalya
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who came to the studio, and show them his post-impressionist,
Dufy-influenced paintings depicting Anatolian villagers.
Narmanli Han was the most youthful and lively place in

the city’s art scene.

1945

The Department of Painting at the Academy

and the Istanbul University Department of

English Language and Literature

The influence Bayrak gained from Bedri Rahmi [1111 during
his visits to Narmanli Han continued after his graduation
from Robert College, and for higher education he registered
both at the Department of Painting at the Academy and

at the Istanbul University Department of English Language
and Literature. Bayrak’s teacher at the Academy was, of
course, Bedri Rahmi Eylboglu. Another artist at the studio
at Narmanl was Bedri Rahmi’s wife, Eren Eylboglu.

1946

His first book of poetry “Ve...” (“And...”)

While he was interested in painting on the one hand, Bayrak
also published poems in newspapers and magazines in
Turkey. His book of poems titled “And...” was published by
the Cemal Azmi Printing House during this period.

The Berkeley, California Years

Although he had enrolled at the State Fine Arts Academy
and the Istanbul University Department of English Language
and Literature, a short while later, at his father’s request,
Tosun Bayrak enrolled at the Graduate School of Architecture,
at the University of California at Berkeley. Following a

long trip by boat, he began his studies at one of the most
important schools in the US. He began to improve in art
classes rather than in technical courses. The curriculum
was shaped around art history, drawing and studio classes.
During his California years, Bayrak personally experienced
the impact of these changes. Communism, the worldview
he adopted during his college years, enveloped him even
more during this period, when worries disappeared, and
debates raged over projects for a new order that would
allow humankind to capture infinite happiness. Since the
US had been allies with the Soviet Union during World

War Il, the communist witchhunt had not yet begun.
However, from 1947 on, political conflict between the

USA and the Soviet Union increased, the Cold War

began, and a struggle for dominance in every field became
apparent. Meanwhile, Bayrak spent his first years in the

US creating impressionist paintings, charcoal nudes,
watercolors, and still lifes. The final period of the artist’s
childhood stage in art featured enthusiastic modern art
classes presented by his German art history lecturer,

the examples of modern art produced by his teachers in
the painting and sculpture studios, and the avant-garde
works he had the opportunity to see at the San Francisco
museums and galleries. However, Bayrak’s US period was
soon to end, and with permission from his father, he crossed
the ocean to fulfil his wish to study art in Paris.

74 TOSUN BAYRAK

1947

Studio at La Grand Chaumiére

Bayrak’s intense interest in art came to life when he began
to attend the studio at La Grand Chaumiére in Montparnasse,
Paris [112], which could still lay claim to be the world center
of art in 1947, after the years of war. The most important
teacher at the studio was one of the most outstanding
artists of the Ecole de Paris, the Russian-born tachiste
Serge Poliakoff.

A Student at the Studios of André Lhote and Fernand Léger
Bayrak then registered at the studio of André Lhote and
Fernand Léger, two artists who were often preferred by
students who had come from Turkey. André Lhote had
made a significant contribution to the formation of Cubism,
and had managed to achieve success without academic

art training. His renown and powerful impact as an

educator meant that he also taught many artists who

had come to Paris from Turkey, including Edip Hakki
Koseogdlu, Zeki Faik izer, Halil Dikmen, Hamit Gérele,

Sadi Ozi§, Refik Eren, Abidin Elderoglu, Kemal Zeren,
Cemal Tollu, and Nurullah Berk. The name of Bayrak’s

other teacher, Fernand Léger, was associated with the
Cubists from 1909 on. This was also the reason a significant
number of artists who came from Turkey to Paris preferred
the Léger studio. These included Neset Glinal, Nurullah
Berk, Cemal Tollu and Leyla Gamsiz.

1948

Art History Education in London

His mind still set on art, upon his return from Paris in
1948, Bayrak wrote a letter to Bulent Ecevit, his friend
from Robert College who was working at the Student
Inspectorate in London. Bayrak briefly explained what
he wanted to do and asked Ecevit to arrange a school
for him in London. His acceptance at the Department

of Art History at The Courtauld Institute of Art at the
University of London upon Ecevit’s initiative was a brand
new beginning for Bayrak. Although it ranked among

the most reputable art history schools in the world,

The Courtauld Institute of Art would not be the last stop
in the journey he set out on to achieve his ideals. Bayrak
was not alone in London, and his closest friends were
Tung Yalman, Bilent Ecevit, Can Yiicel, Ustiin Ustiindag
and Ali Neyzi. Bayrak settled in a bed-and-breakfast in
Hampstead Heath, the neighbourhood where Bilent
Ecevit also lived, and was now ready to attend school.
However, the institute had a very demanding curriculum,
and the artist had, at first, trouble in keeping up. The first
period, during which Bayrak spent getting to know the
school and environment, was later supplanted by the
sense that London was not as fun and attractive as
Paris; however, Bayrak was also influenced by the fact
that the friends he spent a lot of time with were highly
dedicated to their courses. Blilent Ecevit, Ali Neyzi, Can
Yicel and Tun¢ Yalman were continuing their education in
England during this period. They frequently met, and often
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first visited second-hand-booksellers, the renowned pubs
of London, and especially museums, galleries and theatres.

1949

The House in Lingfield

Bayrak one day visited the town of Lingfield near London
with a friend, and the town left a strong impression on him
with its pub, old bookshops, and pleasant small houses.
Just a week later, he took his close friends Blilent Ecevit,
Can Yucel and Ali Neyzi to Lingfield. They found a beautiful
two-story, furnished house close to the church and next to
a nuns’ residence. There was even a tennis court close by.
The rent was the same as the total of the rent they all paid
in London. They quickly decided to move to this small town.
Although they all wanted to continue attending school at
first, the long distance to London, and the comfort of the
town meant that soon none of them were attending courses.
In this tranquil and beautiful environment, Ali Neyzi dedicated
himself to writing plays, Bilent Ecevit and Can Yucel to
writing poems, and Bayrak to painting. On weekends,
collecting an equal amount of money from every member
of the household, Bayrak cooked for them. The friends they
made in London also frequently visited them in Lingfield.
They continued to have fun and produce art in Lingfield.
Although it was an enjoyable place full of art both for the
artist and his friends, this meant that they were rarely
attending school. They did, in fact, continue their research
in their respective fields, but were acquiring no diploma

to prove it. They all suffered a wake-up-call when one day,
Can Ycel’s father, and the former Minister of National
Education, Hasan Ali Yucel turned up at their doorstep.
Thinking his son was continuing his education at Cambridge,
the father found his son writing poems in Lingfield. Bayrak
immediately understood that Hasan Ali Yicel wasn’t too
happy with the situation; however, Yicel acted with the
maturity of a person who had for many years served as

a cabinet minister, and did not make a scene. For a while,
Hasan Ali Ylcel took part in the communal life his son

and his friends were living, observed their guests, read
their poems, looked at their paintings and had a taste of
the food and drink. In a sense, he experienced the hippie
life-style of the '68 generation in Lingfield, twenty years
before it actually took place. One day, catching Bayrak
alone, Ylcel asked him a series of question such as,

“Do you not think of your future at all? What will you eat,
what will you drink? How will you get married and have
children? Don’t you have an ideal? What are you after?”
Tosun Bayrak responded quite seriously, explaining to
Yicel the philosophy they dreamed of, which they had
named “Bourgeois Mysticism”. According to this philosophy,
they would become mystics, and live in the real world.

He even told Yiicel how they planned to set up a colony

on a Greek island. Hasan Ali Yiicel laughed, and said,

“Oh, my philosopher, no, prophet sons, so you now

invent a new religion. Yet, you already have a beautiful
religion; and if you are looking for a philosophy of life, no
one is going to come up with something better than Islamic
sufism”. Of course, the words they exchanged that day
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[111] Tosun Bayrak with Bedri Rahmi and Eren EyUiboglu in his studio, USA

, 1961

[112] Tosun Bayrak in Paris 1940s
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were quickly forgotten in the heady days of youth.
However, the topic of this conversation would later
become a cornerstone in Bayrak’s life.

Paris again

Although Tosun Bayrak had lived in Paris for a few months
in 1947, the Paris he visited in the summer of 1949 was
very different. This time, the friendships he made in Istanbul
came were of great use in Paris. The intellectual circles

of Istanbul that had flowed to Paris after World War Il

had created a new atmosphere there. Abidin Dino, Selim
Turan, Mibin Orhon, Fikret Mualla, Avni Arbas, Sabahattin
Eylboglu, Bedri Rahmi Eylboglu and Nejad Melih Devrim
all played significant roles in the shaping of this
environment. Bayrak settled in a bed-and-breakfast on

Rue Saint-dacques. Bedri Rahmi Eyiiboglu’s brother
Sabahattin Eytiboglu, Selim Turan, and Avni Arbas from
Turkey, and many painters, writers and musicians from
different countries lived on this street. Bayrak re-enrolled

at the André Lhote and Fernand Léger studios and began
to attend classes. Paris still retained its exhilarating and
attractive atmosphere; and the Tosun Bayrak dinner tables
in England became dinners he cooked for five to ten friends
on a spirit stove at his home on Rue Saint-Jacques in Paris.

Love

Although he spent most of his time during this period at
studios or at home, Tosun Bayrak also spent some time at
the cafeteria of the Cité Internationale Universitaire de Paris
with his old friends. One day at the cafeteria he noticed a
beautiful girl, and with bold self-confidence, went over and
took a seat where she was sitting with friends, and started
chatting with her. He soon discovered that they were the
children of wealthy Czechoslovakian refugees. The girl was
called Liba, and was a painter. After seeing each other for a
few months, they married in late 1949 against the wishes of
their families. After the wedding, his wife’s mother came to
Paris and held a wedding dinner at St. George, the famous
hotel on Champ-Elysées, for a group including ten to fifteen
of their friends. Bayrak’s wife also lived in the same, wealthy
neighbourhood but he did not want to move in with her.
Leaving his room on Rue Saint Jacques, he rented a room
at Hotel des Mines in the St. Michel neighbourhood. A short

while later, they moved to Turkey and began living in Ankara.

1951

The Second Book of Poems

The stability he experienced both in his private and business
life meant that Tosun Bayrak could once again focus on art,
and it was during this period that he published his second
poetry book, “Sdylemeden Soylemek” (“Saying without
Saying”). Like his first book, this second book, featuring
thirty-nine poems, attracted attention both from the press
and literary circles: it was reviewed in a long article by the
poet Yusuf Mardin in the Pazar Postas! newspaper; in another
article, M. A. Eran, in the Samsun Postasi newspaper, wrote,
“Here is a poet who expresses our country’s climate in a
letter to the east. Tosun Bayraktaroglu’s poems constitute
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such an infinite ocean that one must unravel the bundle of
sentences to discover the meaning of the word”.

Filiz Is Born

During the time not dedicated to work and poetry, the artist
continued his creative activities by painting portraits of
friends, acquaintances and landscapes. He even took part,
with his wife, in the State Painting and Sculpture Exhibition
held in 1951 at the Ankara Opera Building. It was during
this period that their daughter Filiz was born.

A Businessman in Casablanca

This period, from the end of the summer of 1950 to

the end of the summer of 1951, which the Bayrak

family spent in Ankara, abruptly ended with a letter

from Bayrak’s wife’s father, who had moved to Casablanca
because of the pressures of the communist government
in Czechoslovakia; he had become an industrialist there.
In the letter, the artist’s father-in-law invited them to
come and live in Casablanca, offering them both work
and a place to live. In the meantime, the tension created
by their sudden marriage had dissipated; they accepted
the invitation, and the artist, his wife, and daughter flew
to Casablanca via Paris in September. When they arrived,
they found that all their needs had been anticipated.
They settled in a three-room flat that belonged to his
father-in-law. This visit to a country he did not know

at all was the beginning of an eight-year adventure that
was to last from 1951 to 1959. Morocco was under
French rule at the time, and with its boulevards, parks,
apartment blocks, open and closed markets, restaurants
and cafés, Casablanca resembled a French city. A luxury
clothes store, one of the largest in the city, belonged to
Bayrak’s father-in-law. The textile products sold at the
store were produced at the factory the family had founded
on the sea shore, and employed 250 Jewish women.
The store had branches in the cities of Rabat, Fez,
Marrakech, Meknes, and Safi. At the age of twenty-five,
the artist found himself in a country that was completely
alien to him, and in the middle of a huge commercial
organization with his wife’s family, whom he had only
recently met. Tosun Bayrak was immediately employed
at the company called “Ste Nehera”, and began an
internship first at the factory, and then worked in every
department of the company for a few months. The
company’s director, incidentally, was the French general
in charge of the forces that had invaded the south of
Turkey during World War I. Six months after arriving,
when Bayrak completed his internship, the general

was discharged, and Bayrak was appointed director
general of the company. However, this new life was

soon disrupted when his father-in-law, whom he had
increasingly grown to like, fell ill. His father-in-law
transferred all the responsibilities of his companies

and factories to Bayrak, and settled in Monte Carlo.

At the end of this exceedingly difficult period, stretching
from the 1940s to 1955, when Morocco’s struggle for
independence reached its zenith, the artist’s father-in-law
passed away.
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1955

A Turk in Morocco’s Struggle for Independence

Tosun Bayrak, continuing his struggle to survive as a twenty-
nine-year-old in charge of great wealth in the midst of a
country’s fight for independence, was the only Turk and
Muslim among the foreign businessmen in the country,

and came together with the leading politicians and pashas
of Morocco on religious holidays and days of importance.
Almost all of these politicians wanted French colonial rule to
continue; they lived in magnificent palaces and contributed
nothing to the struggle for independence. From the first
years he had settled in Morocco, Bayrak never liked these
people, and as a “so-called communist” since his college
years, he began to sympathize with the groups fighting for
independence. The demonstrations and political actions that
took place almost every day drove the stores under Bayrak’s
responsibility, and, on a larger scale, the country itself, into
economically dire conditions. Tosun Bayrak believed that
independence would bring democracy and welfare to the
country, and that self-rule would improve conditions. In

this context, as a wealthy and influential man, he began to
provide practical support to the Istiglal Party, which he had
already supported in the ideological sense, by opening his
home for secret meetings for example. Despite pressure and
warnings from the French police, Tosun Bayrak supported
Morocco’s independence to the end. Thanks to Bayrak’s
help with secretly bring Turkish journalists into the country
from the Algerian border, Turkish newspapers became the
first to announce Morocco’s independence to the world.
However, after independence was declared in March 1956,
all Bayrak’s help and support began to be disregarded.
Tosun Bayrak describes this period as the most difficult
period of his life, although he had inherited 20% of the
company after the passing of his father-in-law. His income
had increased so much that he lived a comfortable life in
Oasis, Casablanca’s wealthiest neighbourhood, in a house
with two swimming pools, an orchard with orange and palm
trees, and with servants and a gardener.

First Solo Exhibition

The first solo exhibition in Tosun Bayrak’s career was held
during the troublesome period of Morocco’s struggle for
independence, in the only art gallery in Casablanca. Before
Bayrak, Modigliani’'s works had been exhibited there. Although
he sensed that tougher days were imminent, Tosun Bayrak
believed that a more comfortable period was to follow.
However, after independence, his presence as a foreign
tradesman was deemed by Moroccan nationalists to be
against national interest and their factory in Morocco was
bombed. Bayrak spent another few years in Morocco under
these tough conditions, and finally, in 1959, decided to leave
Morocco and move to New York.

1959
Journey to the US and the Birth of an Artist

Selling all his assets in Morocco for prices well below their
value, Tosun Bayrak migrated to the US with his wife Liba
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(Leyla) and children, Filiz and Tosun, and spent his first
year in the US as a French and art teacher at the Alfred

Vail Primary School in Morristown, New Jersey. He set

up a studio on the upper floor of the new house they had
bought, and continued painting while working at the school.
The paintings produced at this studio were larger than and
different from those he had painted in Casablanca. A great
change took place in Bayrak’s art after he saw the work of
Motherwell, Kline, and the other abstract expressionists at
La Biennale de Jeunesse. The artist came to know a brand
new circle of people in the US, and in addition to visits to
museums and galleries, he began to establish friendships
with important artists of New Jersey. These friendships also
paved the way for the artist’s meeting and integration with
new American art. He soon abandoned figurative painting,
and focused on abstract painting. Bayrak’s work from the
period from 1961 to 1964 mostly features abstractions with
cold tones, and lace-like, dispersed compositions featuring
a large number of lines and text. At times, large-scale, swiftly
executed figures — in the style that would be coined Neo-
Expresssionism in the 1980s — also enter these paintings.

1960

First Solo Exhibition in the USA
The artist’s first US exhibition at the European Gallery in New
York was met with intense local interest.

1961

A University Lecturer in Art History

In addition to his work, and the friendships he established,
his education at The Courtauld Institute of Art also helped
Tosun Bayrak to advance in the USA, and he began to work
as a lecturer in art history at the newly-founded Fairleigh
Dickinson University [113]. At first, he was a guest artist,

but in time, became one of the most influential teachers

at the school. His first significant contribution was to
establish the university’s Faculty of Fine Arts. The next

year, he facilitated the construction, within the body of the
university, of the largest art gallery in the state of New Jersey.
On the site where the new gallery was to be built, there was
a derelict carriage house. Due to the artist’s efforts, the
derelict building was renovated and transformed into a large
art gallery. One of the first events held at this gallery was a
solo exhibition of works by the renowned artist Richard
Serra. At that point, Serra had not yet begun to produce

his works with steel plates that would bring him fame,

and his works at the time did not attract much attention.
Serra exhibited works made of chipboard, and Nancy
Graves exhibited her camel sculptures at the gallery.

1961

International Artists’ Seminar

Because he was a good organizer and thus managed to
persuade the university to implement the projects he had in
mind, Tosun Bayrak initiated a six-week summer workshop
entitled “International Artists’ Seminar” [114] within the

78 TOSUN BAYRAK

university that would feature artists from around the world.
He would continue to hold these summer seminars for seven
years, and artists from the USA, France, Egypt, Palestine,
Canada, Spain, Czechoslovakia, India, Poland, Pakistan, Peru,
Germany, Japan and Argentina took part in these programs
and exhibited works. In addition to the accommodation and
catering needs of the artists, all the materials they used to
produce their works were also provided by the university.

In this way, artists could not only focus on the works they
produced, but also had the opportunity to discuss them with
others taking part in the seminar. Bringing together artists
from various lands across the world meant that the art of

different cultures met, and a path for interaction was opened.

Other than his wife and himself, the artists that took part in
the seminars organized by Bayrak, by year, were as follows:
In 1961, Bedri Rahmi Eylboglu, Eren Eylboglu, Carl Heinz
Kliemann, Leonard Kesl. In 1962, René Artozoul, Mordechai
Avniel, Danilo Bergamo, Thomas Gibson, Pierre Manoli,
Kazuo Nakamura, Jochen Seidel, Mireille Wunderly, Yvaral,
Alan Goldstein, Eddie Johnson, Bill Stewart, Tal Streeter and
Marc Aleu. In 1963, Theodore Appleby, José Bartoli, Mary
Bauermeister, Regina Bogat, José Antonio Fernandez-Muro,
Sarah Grilo, Ugo Guarino, Tom Hodgson, Herbert
Macdonald, George Mueller, Gérard Singer and Yiannis
Spyropoulos. In 1964, JiXi Balcar, Claude Bellegarde, James
Gwynne, Ed Bing Lee, Luis Felipe Noé and Mitsuo Kakutani.
In 1965, Marcel Barbeau, Hans Breder, Luis Camnitzer,
Francis Celentano, Wojciech Fangor, Horacio Garcia Rossi,
Arnold Alfred Schmidt and Yvaral.

The “Three Turkish Painters” Exhibition

Tosun Bayrak organized the “Three Turkish Painters” group
exhibition with artists Bedri Rahmi Eylboglu and Erol
Akyavas at the Angeleski Gallery in New York with the
support of the Permanent Mission of Turkey to the United
Nations. At the exhibition, held from November 14 to
December 4, 1961, one of the artist’s abstract Istanbul
paintings was purchased by Turgut Menemencioglu, the
Permanent Representative of Turkey at the United Nations.
As was the custom, the representative invited the artist and
his family to his home to view the painting he had hung on
his wall. The artist had another three or four paintings at this
exhibition. Bayrak had included works by Akyavas, whom he
had met in the US, because he recognized his talent as a
painter. Bedri Rahmi Eyiiboglu could not take part in the
exhibition in person, but the works he produced during the
seminar were exhibited here.

The 1962-1964 Exhibitions

In 1962, after the exhibition at the Angelesci Gallery, Tosun
Bayrak held solo exhibitions at the New York World Gallery,
at Gallerie Nicole, and at Fordham University. He also took
part in group exhibitions held at Monmouth College, New
Jersey, and at the Deaneme Gallery (New York). [115] The
paintings he produced during this period were mostly
abstract works featuring cold, monochrome colours.

In 1963, the artist took part in group exhibitions held at
Riverside Museum, Montclair Art Museum, and the Andrew
Morris Gallery (New York). In 1964 he participated in the
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Art Today exhibition at Newark Museum, New Jersey and
the group exhibition held at Grippi & Waddell Gallery. The
same year, he made an agreement with the Byron Gallery on
Madison Avenue, New York, presenting his works to New
York collectors. His work from this period featured titles such as
“The Wharf”, “Labor Problem”, “Fire of the Cross”, “Ghost on
the Moon Looking at a World in Nuclear War”, “Go to Sleep”,
“Fall Out Shelter” and “And You Old Woman”. In 1965, Bayrak
held solo exhibitions at the Highgate Gallery in Montclair, New
Jersey, and at the Newark State College. In the same period he
took part in group exhibitions at the World House Gallery in
New York, and at the NJ State Museum (Trenton).

1963

Newark Museum, NJ Award
Bayrak received first prize at the Newark Museum’s
Tercentenary Triennial Exhibition.

1965

Guggenheim Museum Award

In 1965, Bayrak won the prestigious Guggenheim Fellowship
Award, [116] and one of his works was purchased for the
permanent collection of the Guggenheim Museum. He
gained renown in art circles for his incredible exhibition
performance over a short period of time and attracted
attention with his projects. As a reward for this recognition,
in 1966, the Museum of Modern Art, one of the most
influential art institutions in the world, purchased a work by
the artist for the new travelling exhibition it was organizing.

1965-68

Paintings that Became Reliefs

After introducing reliefs of human images and photographs
into his paintings, a change and transformation began to
take place in Bayrak’s works. At first, these materials were
applied onto the canvas; however, he began to use live animals
in his exhibited work. He attached a box on the back of the
canvas, and placed, for instance, live mice in the box. When
the mice began to climb upwards out of their box, they
appeared on the painting. A while later, the canvas paintings
of the artist gradually disappeared, and were transformed
into three-dimensional works. Having arrived in the US with a
post-impressionist understanding of painting, Bayrak entered
into a very different field from his sixth year on, becoming

a pioneer of the Shock Art, Happenings, and Guerrilla Art
movements that had only just begun to take shape.

1968
Associate Professor at University
In 1968, Bayrak became an Associate Professor at Fairleigh

Dickinson University. [117, 118]

His first Avant-garde Exhibition: “Death of a Car”*
Although the artist had gained increased recognition with the
work he produced in the US from 1961 to 1965, he rose to
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true fame with the exhibition titled Environments/permutations:
International Artists’ Seminar [119] he organized from 24 February
to 31 March, 1968, at the New York Riverside Museum, with
the artists who had taken part in his seminar at the Florham-
Madison Campus of Fairleigh Dickinson University during the
summer of 1967. The exhibition featured rooms of artists
including Dennis Burton, Rolf Gunter Dienst, Jean Linder,
Peter Moore, Luis Felipe Noé and Frank Lincoln Viner. In
Bayrak’s section, the work titled “Death of a Car” [120] received
the greatest attention. The Riverside Museum had allocated
a room to Bayrak to exhibit his works, like the other artists.
Although he had produced canvas paintings until then, for
the first time, he used this space to exhibit works featuring
blood, entrails, flesh, and live animals. In addition to his works
within the museum, he also placed a car in the park in front
of the museum (Riverside Park at 103rd St.). The car appeared
to have suffered an accident, but it was pieces of entrails
and flesh sprawling out of the vehicle that were the real
striking aspect of the work.2 This was also a very interesting
work from the museum’s point of view. Newspapers and
magazines published reports about this work for a long time.®
In response to pressure from residents in the neighborhood
for the removal of this nauseating Tosun Bayrak work, Riverside
Museum director Oriole Horch Farb made the following
statement: “I’m terribly sorry but this exhibition will continue.
The artist has made a truly wonderful social comment”. The
artist managed to create the shock effect he desired with his
“Death of a Car”. Michael Lenson from the Newark Sunday News
commented that it was dogs who first discovered the work
in the park, and that it should be included on the Dada Map.5

Marriage with Jean

Tosun Bayrak’s marriage with Liba (Leyla), from which they
had a daughter (Filiz) and son (Tosun Cem), ended after 19
years. Tosun Bayrak met sculptor Jean (Cemile) Linder at the
exhibition at the Riverside Museum and they married in
1968. Their daughter Defne was born in 1969.

Bosphorus Performance

An event realized in 1968 did create a shocking impact on
the contemporary Istanbul art scene, but because it remained
a one-off event, it is remembered by only a few people
with good memories, and for them, it has become an urban
legend. This performance was conceived by Bayrak during
a visit to Istanbul with his wife at the waterside mansion in
Kanlica where they were staying. Bayrak first persuaded an
overweight woman to allow him to take a mold of her. Then
the mould of the overweight woman was used to make a
polyester sculpture. A skinned goat’s head was sewn onto
the head of the sculpture, and it was given moving hands
and arms. Air balloons were placed inside this unusual and
frightening creature, and it was set afloat from the Kanlica
shore into the Bosphorus. The waves made the hands and
arms move, and people who saw it from afar thought that
someone was drowning in the Bosphorus. Some others
deemed the sculpture to be the bloated corpse of a person
who had already drowned at sea. As for what those who
found the sculpture, which continued its journey for a long
time, could have thought, or reacted, we have no record.
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1970

First Performance: “Love America or Live”

The exhibition at Riverside Museum not only brought great
fame to Tosun Bayrak, but also gave him confidence to pursue
his artistic career. However, the performance he realized in
1970 was much more ambitious than the previous one. Since
the term “performance” had not yet been established, the
artist presented his performance under the general definition
of “Nude Street Theatre”, and the title “Love America or
Live” [121, 122]. This performance, realized at a time when
US President Nixon’s nationalist discourse had reached

new heights and the Vietnam War had intensified, referred

to the “America: Love it or Leave it”® slogan of American
nationalists, but stated that he would rather not love
America, and live. On West Broadway, a well-known street
of New York, the section from Prince Street to Mercer Street
was closed to traffic, and the surface was covered with large
sheets of white paper, extending for over a hundred metres.
This white paper sheet would, after the performance,
become the painting of the day. After all the preparations
were complete, at 1 pm, the artist appeared wearing

a helmet and a neat suit, and with a huge knife in hand
began to tear open the sheet of paper, beginning at the
head of the street. A nude man appeared from beneath

the sheet, and began to run to the other end of the street.
As the next part of the sheet torn open, the lower body of a
man and woman appeared from beneath the sheet, and they
began to have sex, their faces remaining unseen. Another
tear of the sheet revealed piglets mired in blood and oil, and
dozens of rats mired in blood, which disappeared among the
viewers on the white street. As the artist tore open the paper
further, blood gushed out, and intestines and entrails were
revealed. Then a black American and a white American
began to fight. This quite realistic fight was broken up with
some difficulty by the police (who were on site for security).
The next stage, a rape scene, was thought to be real by

the police and viewers alike, and they tried to intervene.

The alcoholics and bums of New York had been invited

to the performance, and they were all given free drinks.

The homeless and the bums quickly consumed their drinks,
and as a contribution to the performance, began to hassle
people. An almost real chaos was created. Everyone began
to feel anxious. The police were quite tense. A man wearing
a skeleton mask slowly wandered around, creating a
disorienting atmosphere. Meanwhile, the artist’s students
wrote “Love America or Live” using large letter stencils

on the white sheet of paper. This was followed by three
warning announcements made by the students of the artist
from buildings on both sides of the street, ordering viewers
standing on the sheet of paper spread out on the street

to back up to the pavement. Then they poured blood out of
buckets from the rooftops onto the street, dousing everyone
and everything in blood. Two men stripped naked and
walked under the spray of blood, and bathed in it. While

all this took place, a young woman handed out soup in cups,
calling it Turkish soup. Right beside her, some people threw
up, either because of what they were seeing, or because of
what they had just drunk. Immediately after the blood bath
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orchestrated by the students, American military marches
began to blast out from the speakers, and the students
began to throw confetti onto the street from above. The
viewers experienced a huge shock. After all, the artist did
view himself within the current of “Shock Art”. These were
the toughest years of the Vietnam War for the USA, and the
artist’s performance took on legendary status among anti-
war protestors, and was featured in newspapers for days.
This piece of street theatre came to be known as “Love
America or Live” because it underlined the idea of rather
than loving America and dying, rather not loving it, and living.

Disquiet at the University

His friends at Fairleigh Dickinson University, who had
provided great help to Tosun Bayrak in his performances,
were discharged from the academic staff one-by-one for the
support they had given to his anarchist projects. His wife,
who worked at the same university, was fired. At one point,
while the artist was visiting Turkey, he was removed from his
position at the Faculty of Fine Arts he himself had founded,
and was appointed to another faculty, in a move designed to
separate him from his students. The school had three separate
campuses and the one Bayrak was sent to was the farthest
from the fine arts faculty. The artist was completely isolated
from his students and friends, and was left alone. His new
students, in response to his isolation, wrote “Left Over” on
the blackboard before he entered class. The whole school
was aware of the situation, but for some reason, the artist was
not actually dismissed from the faculty. Thus, Bayrak continued
to develop his previous work, and produce new works.

1971

The Most Extraordinary Exhibition of Soho Galleries:
The Wake For The Late Captain Hasan Tursun Efendi

A Ritualistic Celebration Commemorating A War Hero**
Tosun Bayrak had become a popular figure in New York art
circle with his street theatre performance of 1970. However
he was, secretly at first, declared persona non grata by many
people at his university, although there were some who showed
interest in his work. The New York art world experienced a
transformation when in the early 1970s art galleries began to
move to Soho, and to adopt an approach based on attracting
notoriety. It was in this context that the newly-founded
Sonraed Gallery asked Bayrak to organize a show that would
make a lasting impression. Their goal was to begin with a
remarkable exhibition to attract the interest of New York art
buyers, and then to make sales in future exhibitions through
the initial connections that had been made. In response to
this invitation, the artist created the performance entitled The
Wake For The Late Captain Hasan Tursun Efendi: A Ritualistic
Celebration Commemorating A War Hero in memory of his
father Hasan Tursun Bayraktaroglu, who was a veteran of the
Battle of the Dardanelles, and who had passed away on 28
October 1968. The performance was carried out over three
consecutive days, and the gallery was jam-packed throughout.
Before each performance, guests of the gallery were offered
food. Three nudes, tied to each other like slaves, distributed
a disgusting dish to the viewers. The dish was the dessert
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known as tavukgdgsu in Turkish, or the medieval version of
blancmange, made from cooked chicken feet and raw chicken
meat. But for this performance, a sauce made of semen was
poured on top. Although the viewers were told what the dish
contained, they ate it. Bread was broken in a large bowl placed
in the middle of the gallery. This action, conducted by the
artist, resembled a ritual. A man and woman the artist had
invited in from the street also took part in the ritual in the
nude. At the end of the performance, the nude man rubbed
the bread on his genitals, and the nude woman urinated on
it. Then these pieces of bread were offered to the guests,
and the guests accepted the offerings. The first day of the
three-day-performance was named “Opening Feast by
Invitation”, the second day, “Sabbath-Public Homage”,

and the third day “Final Rituals and Burial”. Following the
offerings, a nude girl began an ear-splitting performance

of the US national anthem on the violin, while an elderly
woman stripped off the seven layers of clothing she was
wearing, and the performance ended. Following the final
ritual held on the third night, a body in a glass coffin was
taken and left on the stairs of the Wall Street Stock Market
at the early hours of the morning. All hell broke loose in front
of the stock market, causing much more commotion than
the gallery owners had asked for. Another work by the artist
made during these years, which combined a shark and a
calf in a glass sink, is reminiscent of the shark and calf in
formaldehyde Damien Hirst would create many years later.
Another work the artist exhibited during this period was a
latex carpet covered with pig fetuses and various insects
spread out on a formaldehyde surface.

Inclusion of a Work in the New Jersey State

Museum Collection

In 1971, New Jersey State Museum included the artist’s
work Spirit Leaving the Body in the museum collection and a
year later, the work was shown as part of the temporary
collection exhibition curated by Zoltan Buki.

8th Avant-Garde Festival, New York; Tosun Bayrak Works
In the year 1971 Tosun Bayrak also took part in the “8th
Avant Garde Festival, New York, NY”, a show presenting the
latest avant-garde innovations in world art. Bayrak’s work
here was a table covered with a white tablecloth. On the
table there was “a loaf of Sicilian, chunks of tripe, a skinned
and bloody lamb head with popping eyeballs, a piss-filled
urinal and bedpan full of fresh, stinking shit”. lvan Karp and
Andy Warhol were also among the participating figures.
According to art critics, the stand-out work of the evening
was Charotte Moorman’s “Birthday Cake”.”

1972

The Living Loft, an exposition by Tosun Bayrak***

The performance Tosun Bayrak realized in 1972 was about
the Vietnam War. The sale of his wife’s studio to a wealthy
and pro-American Vietnamese drove the artist mad, and he
decided to say farewell to the studio with a performance he
called The Living Loft, an exposition by Tosun Bayrak [123].
On 9 October 1972, he began preparations for a
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performance at the studio at 471 West Broadway,

Soho, which still contained works. The night before,

he had pierced the studio walls and filled it with litres

of blood, entrails, intestines, mice and rats, and had
then closed the walls up with plaster. He placed white
pigeons doused in blood under the flooring and covered
them up. The posters he prepared announced 4 pm

as the commencement of the show the next day.

On the day of the event, Bayrak cooked pieces of meat,
wrapped around human bones he had obtained from
medical centres, at a barbecue he set up in the garden.
The squeaky-clean studio, and the smell emanating
from the human bones wrapped in meat cooking on

the barbecue set up in the garden invited everyone

on the street in. Meat was offered to everyone who
came to watch the performance. When the viewers

had all arrived, the artist donned his hardhat and

began to demolish the walls with an axe. With every
blow, blood and pieces of flesh sprayed out across

the space. And as he tore apart the boarding, rats

and mice were released and began running around.

At the same moment, the pigeons doused in blood

were released and escaped through the windows.

The squeaky-clean studio was covered in blood and

dirt in seconds. The use of animals for the performance
offended some viewers and in a short time, police
arrived at the studio. Although the complaint was

about animal rights, the police arrived to a scene

of apparent carnage. The viewers, meanwhile, were

so immersed in the performance that they believed

the arrival of the police was part of the performance.
Police sirens led even more viewers from the vicinity

to turn up, and the performance was debated for days.
Although the artist was later taken to court by the
Association for Animal Rights, he did not receive a
sentence. The Vietnam War, which Bayrak criticized from
a political standpoint, turned into his own war at a highly
unexpected moment with this performance. The seizure
of his wife’s studio made the artist feel that the circle
around him was tightening. The contrast between a
pro-American Viethamese made rich by the war and the
thousands of people killed by the same war, evoked in him
the image of a studio where art was produced by blood-
money. This bloody game that appeared in his mind was
announced to the world and the art scene with a resounding
performance held on the day they had to vacate the studio.®

Tosun Bayrak’s Guerrilla Art Period

In 1972, Bayrak took part in the New York Art Students
Seminar as a speaker, and was accompanied by an assistant.
At the meeting, where a considerable number of elderly

and serious art lecturers were present, the artist took his
designated seat with his assistant by his side. When Bayrak’s
turn to speak came, he pretended to have lost his voice,

and with difficulty, signalled to say that his assistant would
speak in his place. However, his assistant had been fed food
colouring, and had taken emetic medicine right before taking
the stage. The moment the assistant opened his mouth,

he began to throw up colourful and stinking vomit. The
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conservative art history teachers taking part in the seminar
were shocked. Following the first wave of stupefaction, an
intermission was called, and it was impossible to enter the
hall again for a long time because of the enduring odor.
Thus, the officials of the art establishment also received
their share of the artist’s reactionary performance.

1973

An Unrealized Performance

A performance Tosun Bayrak planned to realize in 1973 next
to the OK Harris Gallery, a famous New York art gallery at
the time, involved digging a number of graves in the park,
and then placing his students in these graves. The students
were to breathe with the help of secret tubes. Once the
cemetery thus formed over night had attracted enough
attention, the students would rise from their graves en
masse. The words “Hideousness at the German Concentration
Camp” would be written on the large wall at the side of the
park. However, this performance could not be realized due
to the unsuitability of the soil in the park for the performance
they had conceived. Bayrak did in fact carry out a test by
digging a grave, placing the son of a close friend in it, and
then covering it up. The aim was to find out how long it
would take for the person in the grave to get distressed.
They gave up on the performance due to the excessive
pressure the soil exerted, and the problems brought on

by staying a long time underground. The performance was
to also use the front of the gallery. Despite having received
the permission of lvan Karp, the owner of OK Harris Gallery,
who was generally close and courteous to artists, Karp was
not happy with this, and claiming the artist had not kept his
promise, he called the police. The planned performance
could not be realized both due to Karp’s temper, and the
practical difficulties of organization.®

Colorado University Performance

In 1973, Colorado University allocated a room to Bayrak
for him to exhibit a work to be shown during an art seminar.
Bayrak transformed the room into a darkroom, and hung
photographs of a Nazi concentration camp on the walls.
The room was completely dimmed, and blood had been
poured on the floor. People who wanted to view the work
in the room were stopped by the attendant and required
to take their shoes off. When they stepped into the room,
they were forced to tread in blood with their bare feet,

and they felt the slippery surface on their soles. In addition
to this, a completely naked person smeared in olive oil
wandered around in the dark room. Traversing the room
like a spectre, the naked person touched the viewers,

who had already felt the blood on the floor and were
viewing the atrocity depicted in the photographs illuminated
by projection, and they let out screams. This performance
caused trouble for the artist: as the viewers continued

to walk barefoot about the building with their blood-
covered feet, soon all the floors of the institution were
stained with blood. The school administration notified
Bayrak of its extreme annoyance with the situation and

he was never invited to a seminar in Colorado again.
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1974

“Children’s Crusade” Performance

In 1974, Bayrak organized a great march to be attended by
children, entitled the Defne Bayrak’s Birthday and Children’s
Crusade to Impeach Nixon [124], to demand the resignation
of President Nixon, who was considered responsible

for the Vietnam War. All the children wore Nixon masks.
The artist’s young daughter Defne was also part of the
performance. In fact, the artist’s aim was to let his daughter
have an unforgettable birthday party as part of the great
performance he had planned with his university students.
The children carried crosses bearing the names of soldiers
who had died in Vietham, in a manner akin to Jesus Christ
carrying his cross to Golgotha. The march began at 55
Mercer Street with the cutting of the birthday cake, and
dozens of large frogs were released, filling the street.

The artist was dressed in many colours, his gender
indefinite. The great march proceeded to Washington
Square Park, where the crosses the children carried

were erected, turning it into a military cemetery. The work
created huge repercussions, and going beyond an art
performance, was seen by commentators of the period

as a public reaction against Nixon that accelerated his
decline. In August of the same year, the 37th American
President, Richard Nixon, announced that he had resigned.
Elliott Barowitz, recalling those days, stated that as the
crosses were erected in Washington Park, Ed Koch, who
would become a significant congressman, and later Mayor
of New York City, was also present.1®

May 1 Labor Day Performance

On the night before 1 May 1974, Tosun Bayrak and his
students changed the names of New York City streets.

On the morning of May Day, Soho woke up to “Lenin
Avenue”, “Karl Marx Street” and “Stalin Street”. At a time
when the Cold War raged on, and the USA actually fought
its concealed enemy the Soviet Union in Vietnam, the
people were genuinely shocked when they saw the

new signs, and the police did not know what to do.

The performance spread across the city, and while street
names were changed downtown, on the same day, the
same team poured red paint into the two large fountains

in front of the Metropolitan Museum uptown, turning them
the color of blood. (The original goal had been to turn the
pools black, in reference to its anarchist symbolism, but
research showed that a whole truck full of black paint would
be needed to fully turn the water in the pool black. Thus, the
plan was changed, and a bucket full of paint was enough to
turn the pools red.) The whole city divided in two, as uptown
and downtown, was talking about the performances.

The Dollar Performance

The same year, the artist and his students realized a second
performance. They filled up a baby carriage with five-dollar
bills topped up with urine and excrement. They placed the
currency in front of Soho galleries.** They then witnessed
that some galleries actually took the five-dollar-bills off the
excrement.2
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Professorship
Bayrak earned a full professorship at Fairleigh Dickinson
University where he had taught for thirteen years.

The End of Art

The artist ended his performances and his guerrilla

art activities in 1974. The end of the Vietham War,

the source of many of his works, and his meeting,

in 1971, with sufism, were among the reasons his life
began to take a new turn. The more he examined the
concepts underlying the identity of an artist, Bayrak
realized that the intensity of the sense of “pride” did

not align with the world of sufism. The humility of
sufism, and the idea of extinguishing pride and the

self, were the most significant factors in his decision

to abandon art. According to the artist, an art career
provides great satisfaction to the human self, and

even the person who invented the atom bomb does

not experience the satisfaction of the artist entering

a museum collection. Bayrak did not consider art

to be something that could be done for only one or

two hours a day, and thought that it was the outcome
of many sleepless days and nights. However, in the same
way that art demands everything from one’s life, religion
and sufism also require that one spend not just a day,
but an entire life’s dedication. The incompatibility he
perceived at this point meant that he shed his identity
as artist, and continued his life — only - as Tosun Bayrak.

1989

Retirement from Teaching

Bayrak continued his art history teaching at Fairleigh
Dickinson even after he quit making art, until 1989,
when he retired.

The 2000s and the Rebirth of an Artist

Tosun Bayrak, who after the final performances he
realized in the year 1974, isolated himself to some extent
from the external world and adopted a new life practice,
in the 2000s, returned to painting, even if he did not carry
out any new performances.

2012

First Tosun Bayrak Work at a Museum in Turkey
Americanization of Tosun Bayrak, one of Bayrak’s
masterpieces, is included in the Istanbul Modern collection.

2014

First Solo Exhibition in Turkey

Bayrak’s first solo exhibition in Turkey, titled Notes of
a Dervish, opened on April 10 at the Sefakdy Culture
and Arts Centre. The book titled Tosun Bayrak: From
an Extraordinary Life to an Extraordinary Art, a work
that explored the depths of Bayrak’s artistic career,
was published by the author of these words, following
a two-year research period.
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Museums That Have
Included Bayrak’s Works
in Their Collections
Istanbul Modern,

Fairleigh Dickinson University,
Fordham University,
Guggenheim Museum,
Monmouth College,
Montclair Art Museum,
New Jersey State Museum,
Newark Museum,

Riverside Museum,

Rose Art Museum,

Trenton State Museum,
Smithsonian Institute

1 Talat Halman; “Sairlikten

Hazir Elbise Fabrikatorligiine”,
Milliyet, 6 April 1971

2 Anon.; “Art Rancid, Aides Rule”,
Newark Evening News,

24 February 1968

3 Grace Glueck; “Malevich
Through Minimal Eyes”, The New
York Times, 25 February 1968

4 Grace Glueck; “Is It Art?
Garbage, Say Neighbors, Calling
Police”, The New York Times,

24 February 1968

5 Michael Lenson; “Realm of Art
Prints in Color”, Newark Sunday
News, 10 March 1968

6 Richard Kostelanetz; “Soho:
The Rise and Fall of an Artist’s
Colony”, New York 2003,

p. 100-101

7 Fred W. McDarrah; “Down to
His Last Mouse”, The Village Voice,
25 November 1971, 90-91

8 Dore Ashton; “Dionysiac
Dithyramb: The Work of Tosun
Bayrak”, Art and Artist,

February 1972

9 Richard Kostelanetz; Soho:
The Rise and Fall of an Artist’s
Colony”, New York 2003, p. 101
10 Richard Kostelanetz; “Soho:
The Rise and Fall of an Artist’s
Colony”, New York 2003, p. 102
11 Richard Kostelanetz; Soho:
The Rise and Fall of an Artist’s
Colony”, New York 2003, p. 101
12 Richard Kostelanetz; Soho:
The Rise and Fall of an Artist’s
Colony”, New York 2003, p. 101
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Works Written and Translated
by Tosun Bayrak

B Amerika’da Bir Tirk Seyh
Tosun’un Hatirati [A Turk in America:
The Memoir of Sheikh Tosun], Tosun
Bekir Bayraktaroglu, Sufi Kitap,
2012-2013.

H Bil! Bul! Ol [Know! Find! Be!,
Translated by Omer Colakoglu,
Jasmina Subasi¢ Golakoglu, Sufi
Kitap, 2016

B Esmai’l-Hisna [The Most
Beautiful Names], Translated by
Omer Colakoglu, Sufi Kitap, First
edition: 2012, Second edition: 2014
M Inspirations on the Path of Blame
by Shaikh Badruddin of Simawna, A
Commentary by Shaikh Tosun
Bayrak al-Jerrahi al-Halveti,
Threshold Books, 1993

M Memoirs of a Moth, The Life of
Shaykh Tosun al Jerrahi, Timas
Yayinlar, 2014

B The Divine Governance of the
Human Kingdom by Ibn ‘Arabi,
Interpreted by Shaykh Tosun Bayrak
al-Jerrahi al-Halveti, Fons Vitae,
1997

B The Name & the Named, by
Shaykh Tosun Bayrak al-Jerrahi
al-Halveti, Fons Vitae, First edition:
2000, Second edition: 2006, Third
edition: 2013

B The Path of Muhammad: A Book
on Islamic Morals and Ethics/The
Last Will and Testament by Imam
Birgivi, Interpreted by Shaykh Tosun
Bayrak al-Jerrahi al-Halveti, World
Wisdom, 2005

W The Secret of Secrets by Hadrat
‘Abd al-Qadir al-Jilani, Interpreted
by Shaykh Tosun Bayrak al-Jerrahi
al-Halveti, The Islamic Texts
Society, 1992

H The Shape of Light by
Suhrawardi, Interpreted by Shaykh
Tosun Bayrak al-Jerrahi al-Halveti,
Fons Vitae, 2006

M The Tree of Being, Shajarat al-
kawn (An Ode to the Perfect Man)
by Ibn ‘Arabi, Interpreted by Shaykh
Tosun Bayrak al-Jerrahi al-Halveti,
Archetype, 2012

B The Way of Sufi Chivalry by Ibn
al-Husayn al-Sulami, Interpreted by
Shaykh Tosun Bayrak al-Jerrahi
al-Halveti, Inner Traditions
International, First edition: 1983,
Second edition: 1991
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Tosun Bayrak’la
Soylesi
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AA
AHU ANTMEN

B
TOSUN BAYRAK

AA

istanbul Modern koleksiyonunda yer alan Tosun Bayrak'in
Amerikanizasyonu adl eserinizin orijinalini gérme firsatim
oldu. Reprodiiksiyonda gériilmeyen bircok ayrinti
seciliyor. Ornegin bir yerinde, "switch sides tosun"
yazmisgsiniz; Amerikan bayragi var, Tirk bayragi var,
Latin alfabesiyle yazilmis yazilarin yani sira saninm Arap
harfleriyle yazilmig, dairesel formu neredeyse tiimiiyle
cevreleyen bir metin seciliyor. Acaba nedir diye merak
ettim. Hatirhyor musunuz? Resim 1965 tarihli. Bu resmin
bir tiir kimlik ikilemini giindeme getirdigi sdylenebilir.
Resmin isminden baslayarak bir kimlik sorunsali
karsimiza ¢ikiyor. Bu konuda neler séyleyebilirsiniz?

B

is uzayacak amma madem ki soruyorsunuz sdylemek lazim.
Amerika’ya 19 yasinda, “graduate student” olarak, 1945’te
hemen 2. DUnya Harbi’nin sonunda geldim. Harp yillan Robert
College’da talebe idim. Siz yetismediniz! ikinci Diinya Harbi’nde
Turk halkinin halet-i ruhiyesi epey acayip idi. Allah rahmet
eylesin, inéni’'niin dirayeti sayesinde harbi gérmedik amma
yukanda Almanlar Stalingrad’da neredeyse dogu hududumuza
inmis, giineyde Afrika’da neredeyse Kahire’deler. Bitlin
etrafimizi ates birimus, Ustimuzden ugaklar, bogazlardan
Alman donanmasi vizir vizir gegiyor, Sirkeci’den daglar gibi
krom madeni Alman ordusuna ¢elik yapmak i¢in tren dolusu
gidiyor, sade ekmek vesikada, a¢ yok amma halk paralize.
Kimi sagci, Turan’ci, Sovyet Rusya’yl maglup edip, Asya’daki
tim Turkleri bir sancak altinda toplamak hevesinde; kimi
solcu, fagistlerin tepelenip bitlin diinyanin komUinist olmasi
riyasinda. Amma ekseriyet saskin, yarinin ne olacagini
bilemez bir halde.

Biz Amerikan Kolejindeyiz, amma Ziyad Ebiizziya gibi
dupeduz fagist tarih hocamiz, Necip Fazil Kisakurek gibi
gene kati sagci, daha sonra mutasavvif olarak meshur olan
sair, edebiyat hocamiz var, Amerikall hocalarimizdan harbe
girdiklerinden sonra dahi tis yok! Onlar da paralize. iste
bdyle bir atmosferden ¢ikip Amerika’ya geldik.

Galiba insanoglu iki tesirden mutesekkil: bir, hem dogustan
genler, hem ilk terbiyelerini aldiklar ana-baba tesiri, ikinci de
etrafinin, memleketin kilttrd, ictimai, iktisadi, siyasi hali,
mektebi, dostu, ahbab, isi glcl, vs. Gengligimde etrafin
tesirinden azicik bahsettim. ilk tesire gelince, en muhimi
babamin tesiri idi. Babam Canakkale muharebesi kahramani,
sol kolu yok, gazi! Herkesin saydidi, sevdigi ve biraz da
korktugu, iri yar, kati vatansever amma ayni zamanda
insancil, laf dinler, akilli, yiksek derece devlet memuru:
inhisarlar (Tekel) Basmuidirii. Ardindan umum muiddr
muavini, sarkl, annesi Erzurumlu, babasi Harputlu. Belki
biraz Kirt! Soyu bilebildigi kadar hep asker. Babasi, dedesi
Ruslara sehit dismis. Beni de —tek erkek evladi— asker
yetistirmeye niyetli. 3-4 yasimda tavuk kestirdi, 5-6 yasimda
tabanca attirdi, 12-13 yasimda sismanlayinca elimde sopa
kosturdu, daga tirmandirdi. 17-18 yasimda giresci yapti.
Anneme gelince, tam aksi! Beni kiz gibi yetistirme niyetinde.
Kendi berberine sagimi kestirir, Beyoglu’ndan pahali gocuk
elbiseleri alir, Gllhane Parki’nda en gurbiz ¢ocuk
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miisabakasina sokar, yemek pisirmesini 6gretir, ben

guresci olunca onun yerine beni tenis oynamaya zorlar...
Babam beni onun elinden kurtarmak igin Amerika’ya yollar,
Allahu alem! Bahsettiginiz dualite, ikilik, belki bu halden
olsa gerek, amma “Americanization of Tosun Bayrak”

bir matem resmi! Higbir zaman Amerikanlasmadik. Asker
babam “erkek aglamaz” diye dgretti. Kaza’en tabancayla
gocukken bacagimdan vurdu, kendim onun kiliciyla ayagimi
deldim, araba ezdi, tokat yedim, aglamadim.

Koskoca herif, Amerikan tebaasi oldugum giin, hiingir hiingtir
agladim ve bu resmi yaptim. Amerikan bayragdi kendi batmisg,
kigi disarnda kalmis heykelin Ustiinde, etraftaki Arapga yazi
hicbir sey sdylememekte, renk yok, her sey karanlik, bir
“kaybolus”, bir matem havasi géstermeye calistik, amma
hingli bir hisle, fazla disiintp hesaplamadan nisbeten

kisa bir zamanda yaptigim bu esere i¢ dinyasindan neler
sizdi bilemem. Bu ve buna benzer eserlerle Guggenheim
mikafatini kazanmistim.

AA
Amerika'ya ilk gittiginiz déonemde oldukca iyimser bir
ruh hali icinde oldugunuzu diisiindiirecek s6zleriniz var
bazi soylesilerinizde. Sizin de tanik oldugunuz ve belki
zaman icinde degisen birkac Amerika'dan s6z edebilir
miyiz? Ve 6rnegin, Tosun Bayrak'in Amerikanizasyonu
ile Love America or Live'de Amerika iki ayni Amerika
miydi sizin acinizdan? Vietnam ve sivil toplum hareketi
sizin politik goriislerinizi ve sanatinizi yogun bir sekilde
etkilemis goriiniiyor.

B

Babam, rahmetli, beni gelirleri miisaade etmemesine ragmen
Robert College’de okuttu, ve derdi ki, “Amerikalilar’dan
diinyevi 6grenecek cok seyimiz var, 6gren, amma sakin

dost olma. Diisman ol, daha hayirl, hic olmazsa kendini
muidafaa edebilirsin. Dost olursan seni arkandan bigaklarlar.”
Canakkale’de kolunu koparan ingilizleri, Amerikalilara tercih
ederdi. Biz 1940’larda her burjuva gen¢ gibi Amerikanin
cazini, filimlerini, Nazi dlinyasini alt etmesini severdik.

Ufacik bir gemide uzun bir deniz yolculugundan sonra Norfolk,
Virginia’ya vardik. Sehrin yansi zenci. O kadar sene Amerikalilarla
yasamama ragmen bu memlekette zencilere olan nefret ve
zulimden hi¢ haberim yoktu. Tramvayda beyazin siyahin
yerleri ayri, beyaz taraf dopdolu, siyah tarafta yer var, gittim
oturdum. Herkes fena fena bakti! Berbere gittim, lokantaya
gittim, “zenciler ve kdpekler giremez” yazili. Umumi gesmeden
su igmeye kalktim, “zenciler icemez” yazili. Sasirdim, kizdim.
Doénebilsem dénecegim. New York’a, oradan California’ya
kapagi attim. Oralar guzel, harp sonrasi, zafer sarhoslugu
herkes sikir sikir oynuyor. Hani o zamanlardan gazetelerde
¢ikan mesghur bir resim vardir: Bir bahriyeli kalabalikta gtizel
bir kizi kucaklamis 6épuyor. New York’un, California’nin
havasi bu... sevdim. Berkeley harpten dénmis asker
talebelerle dolu, hepsi seker gibi cocuklar. icki, jitterbug,
guzel kizlar, siir, sanat, yan gel yat! 1945-47 bdyle gecti,
Universiteyi kim asar! Derken Tirkiye'ye dondik. Oradan
Londra. Sonra da Paris’te, 23 yasinda, memleketini Ruslara
kaptirmis bir Cekoslovak’la evlendik. Gene Turkiye'ye donis.
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Kadinin babasi Kazablanka’da, 1951’de oraya g6¢us. 10 sene
isadamlidl, zenginlik, ressamlik, Fransizlarla istiklal micadelesi,
zafer, fahri konsolosluk, Arab’in lanetligi, tevkif edilmek... Nihayet,
1961°’de Amerika’ya iltica. Amerika 14-15 sene ge¢gmesine
ragmen hala guizel. Komunist dismanhgi var, Rusya ile soguk
harp var, atom bombasi korkusu var, amma mureffeh, insanlar
¢ogu zaman mutebessim, yiyiyor, i¢iyor, yasiyor. Ta Vietnam
Harbi’ne kadar. Orada bozukluk bagladi. “Hippi”ler vaziyeti
aziclk yumusatti, hemen sonra “yuppiler” yani materyalizm,
kapitalizmin sertlesmesi. Eskiden insanlar arasinda bir dostluk,
birbirine yardim etmek, derdini sevincini paylasmak diye bir
sey vardi. Amerikali daima bencildi, ilk evvela kendi rahatini,
lUksUnd, eglencesini diistindr, amma hi¢ olmazsa zevkini
nesesini paylasirdi. Simdi cimrilesti, katilasti, dost yerine
diisman aramaya basladl. igeride fakir, muhtac kimselere,
azinliga, zenciye, mislimana, Arap’a diisman, zalim; disarnda
herkese, herkesin sevdigi Fransa’ya dahi disman.

Sarabini ithal etmez oldu, kiltirind de “old world” yani “eski
diinya” diye tahkir etti. “French fries” dedigi patates kizartmasina
“freedom fries” yani “hiirriyet kizartmasi” ismini takti. Evet!
Amerika degisti. Cok degisti. Roma’nin son ginlerini
hatirlatiyor. Adalet mefhumu, aile mefhumu, devlet-hikimet
mefhumu bambaska. Artik diinya da onlan sevmiyor. isin
koétlsl, dinya sevmese de bu Amerikan hastaliklar diinyaya,
Turkiye dahil, yayiliyor. Bu hal tabii ki bizi Giziiyor. Uziintd,
gazap, korku ve dehset sanata kuvvet veren seyler.

Rahat insani uyutuyor. Nagiz kanaatimca, herkesin ¢cok sevdigi
sanat “empresyonizm” dahi ! Hatta aralarindaki deliler de dahil,
zayIf, yumusak, dekoratif, seyirciye rehavet veren resimler veya
teknik oyunlar. Olim korkusu olmasayd piramitler olur muydu?
Simalden gelen micahit Dorianler Yunanlilan korkutmasaydi
Dorik mimari, Parthenon olur muydu? Bosch’un diinya ve
ahiret cehennemi resimleri; zulim ve harp, Goya’nin insani
yiyen DeV’i (El Coloso / Saturno), Picasso’nun da en ciddi
eseri Guernica degil mi?

AA

Sok Sanati olarak nitelendirdiginiz etkinliklere gecisinizde
Viyana Aksiyonizmi ne kadar etkili oldu? Dosyanizda
Hermann Nitsch ile ilgili yazilar var.

B

1969-70’lerde taze hayvan derisinden heykeller... Sakatat
ve domuz embriyolarini seffaf plastik igine koyarak olusturulan
ve yere yayilan hali Gzerinde yer alan kauguktan insan derileri,
esya derileri, Volkswagen otomobili derileri (Newark Miizesi'nde)...
Heykel ve resimlerime, canli fareler, kuslar, bdcekler, yilanlar
koydugum zaman Viyana’da Hermann Nitsch’in yaptigindan
haberim yoktu. Amma Nitsch benim Riverside Mizesi’ndeki
sergimi gordu. Ben 1970’lerde Happening’leri yaptigim
zamanlar bir ara New York’ta idi ve ufak bazi “hadise”ler
yapiyordu. Amma yaptiklarimiza “tesir” ariyorsak, eskilerden
Bosch, Goya, yenilerden kanaatimce abstract ekspresyonistlerden
cok ileride Rauschenberg, bagka yok!

AA
Herhangi bir aksiyonunuzda bir hayvan 6ldiirdiiniiz mii ya
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da performanslara katilanlardan birisi 6ldiirdii mii,
herhangi bir canh yaralandi mi?

B

Canli domuzlar, kegiler, yilanlar, siganlar, giivercinler,
kurbagalar, kaplumbaglar, kdpekler, bdcekler kullandim.
Bir domuzu New York’ta ev sahibimiz istedi, verdim. Galiba
kesti, yedi! Ondan gayri, satin aldigim yerlere iade edildi,
yahut da tabiata birakildi. Higbiri yaralanmadi, éldirliimedi.
Kullanilan canli hayvanlar insanlardaki hayvanhg temsil
etmek, yahut da sadece sekilleri icin kullaniliyordu. Kavga
eden siyah ve beyaz adamlar, irza gecgen ciftler, sokaklarda
yatan sarhoslarn da, hayvanliklar insanliklarina hakim olan
insan seklindeki hayvanlar olarak kullanildi, onlar da
incitilmedi. Maksat bildirmekti, cezalandirmak degil!

AA

Love America or Live performansindaki sokakta cinsel
birlesme an1 o dénem New York'u i¢in ve bugiin icin

de neresi olursa olsun, son derece radikal bir eylem.

Bu kadar iddiali olmayi gerektiren sanatsal mesaj ne
olabilir? Farkindalik evet, ama bir yandan da 6fke mi?
Vietnam'la ve aslinda tiim Bati diinyasinin ikiyiizlii insan
hakki kavramiyla bir yiizlesmenin etkisi mi?

B

Cinsel birlesme, diinya hayatlarini beraber gecirmeye,
paylasmaya ahdeden bir erkek ve bir kadin igin (evlilik)
mukaddes bir hadise. Hatta islamiyette bir nevi ibadet!
ispati da ciplaklik, samimiyet, yani sahteligin aksi.
“Penetrasyon” birlesmek, ikiligin tek, bir olmasi. Ve bu
hadiseden yeni bir insanin dogabilmesi (prokreasyon)

ve iki kisi arasinda agkin en siddetli izhar. Garp’ta da
Freud, seksin insan hayatini evirip ¢eviren en mihim unsur
oldugunu iddia ediyor. Zamanimizda, bilhassa Amerika’da
diger bircok mukaddes insani kiymet gibi, cinsel birlesme
de bayagilasti ve sokaga dustl. Ayni zamanda ahlak ve
edep eksikligini, “edepsizce” gostermek istedik!

AA

Performanslarda kan, sakatat, ama bir yandan da
cinsellik cok 6n planda. insan dogasinin bir simgesi
olarak mi yer vermekteydiniz cinsel gondermelere?

B

Evet, yukanda da bahsettigim gibi ¢iplaklik, samimiyet,

yani apagcik, sakl bir sey yok. Ortiiler kalkmis, oldugu gibi
goriinmek. Hipokrasinin, marailigin, yalancihgin aksi. Hz.
Mevlana, “ya oldugun gibi gériin, ya gérindigin gibi ol!”
diyor. Ciplaklik insanin diginin hakikati. Bir de gérinmeyen
beden 6rtlistintn igindeki i¢ hakikat var; kalp, ciger, mide,
bagirsaklar, vs. bunu gérmek icin insanin icine girmek lazim,
yani insani gene maddi olarak daha iyi gérmek igin...
Anatomi dersil Bir de Hz. Yunus Emre’nin dedigi gibi, “bir
ben var, benden igeri...” O da ruh olsa gerek, 8limstz. Onun
resmini yapana askolsun! insan gézii onu géremiyor, insan
icerideki kanini, cigerini, kalbini, bagirsaklarini gériince bile
irkiliyor. Halbuki sekliyle, rengiyle, her sey yerli yerinde
sicaclk, islak, i1siga cikinca pirl piril, ne kadar giizel! Daha
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iceride gériinmeyen “ben” herhalde daha irkitici ve korkutucu
amma herhalde ¢ok ¢ok daha gtizel. Niye birini sevince
onda bagkalarinin gérmedigi gizellikleri gbriiyoruz, ve onu
ciplak goriince, dokunup, oksayip, koklayip, 6pilp tadina
bakinca yani bitin hislerinizle yaklasinca, ve en sonunda
icine girip bir olunca, ve i¢ine kendinden bir parca birakip bu
yeni bir insan tohumu olunca... Bir insanin bundan daha
buyUk yapabilecegi is var mi? Bir halk, bir kilttr bunu tahkir
ederse, bir oyun, bir eglence yaparsa adilesir, kiigilir. Bunu
gostermeye calistik. Kimi korktu, kimi guldd, kimi siyasi
sembol gbérdl, birkagi da anladi.

AA

Hem kitabinizda, hem sdylesilerinizde Muzaffer Ozak'la
tanismadan o6nceki siirecte Giirciyef ekoliine bagh
oldugunuzdan s6z ediyorsunuz. Hatta 18-19 yil gibi

bir siireden s6z ediyorsunuz. Giirciyef'in Sufizm
baglaminda degerlendirilip degerlendirilemeyecegine
dair yazilar okudum, siz de bir sdylesinizde Muzaffer
Efendinizin tarikat 6ncesi bu déneminizi bir ilk egitim
olarak degerlendirdigini sdylemissiniz. Ben konunun
dinsel yoniinii degil, sanat pratiginize yansiyan yoniini
merak ediyorum. Anladigim kadariyla Giirciyef "yolu"
takipcilerine beden terbiyesiyle ilgili mesajlar da ileten
bir 6greti, yani beden 6n planda ve bedensel farkindalik.
insan dogasi, insan iradesi, diirtiiler ve onlan kontrol
etme sekillerimiz, icgiidiilerimiz, vicdanimiz, kendi
dogamizla yiizlesme sekillerimiz, sok yoluyla farkindalik
yaratmak... Kisacasi, bu 6gretiye baghhginiz belli bir
bedensel terbiye pratigi iceriyor muydu ve bunlar o
dénem liretmeye basladiginiz beden odakh sanatsal
eylem bigimleriniz iizerinde etkili oldu mu?

B

Amerika’ya gog ettigimiz 1961 senesinden seyhim Muzaffer
Ozak Efendi’ye intisap ettigimiz 1973 senesine kadar hatta
dervis olduktan sonra birkag sene Gurciyef ekoliine hem
ben hem zevcem devam ettik. Sonunda etrafimizdaki kisiler
tasavvufa alaka duymaya baslayinca bize artik toplantilara
gelmememizi rica ettiler. Nitekim, Amerika’daki dergahin
bidayetinde, ilk 7 kisi Gurciyef ekoliindendi. Dérdi hala
mevcut, gl ilk baglarda misliman olmaya dayanamadi
gitti. Gurciyef prensipleri bildiginiz gibi bu madde diinyasinda,
maddi hayatimizda, madde bedenimizin “agah” olmasi. Gelip
gittigini, oturup kalktigini, nerede oldugunu, ne yaptigini
bilmesi, ve kendi viicudunu ve etrafini bilebilir ise belki hayatini
ayarlayabilecegi Umidi... Yaratici’dan, maneviyattan, ruhtan,
kaderden, dinden kat’iyen bahis yok. Hatta bahsetmek
yasak! insanlar arasindaki miinasebetlerden dahi bir bahis
yok. Hatta gruplarda beraber oldugumuz kisilerle dahi
disarida konusmak, ahbap, arkadas olmamiz yasaklanmisti.
Yani tamamiyla insanin kendisinin ehemmiyeti ve kendi
kendisine tekaml edebilecedi. Garp kdltirindn “individuality”
dedigi, yani benligine verdigi kiymet ve ehemmiyeti takviye
eden bir disiplin. Pek sanatla, edebiyatla da alakasi yok.
Grciyef, sadece bir “stibjektif” ve bir “objektif” sanat
oldugundan bahseder. Yar uykuda yan uyanik yani daima
“agah” olmayan bir sanatkarin psikolojik riyalarnin, hayal
ettigi seylerin resmi, heykeli, mimarisi, belki onun hayal ettigi
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Objektif sanat kendini ve etrafini iyice bilen, “agah” olan,
insan viicudunda ve etrafindaki alemde 1000 sene evvelden,
1000 sene sonraya kadar degismeyecek olan sifatlarin
“Universal” seklini yapan ve “silibjektif” sanatin aksine
Arabinin, Cinlisinin, Amerikalisinin, akillisinin, akilsizinin 1000
sene evvel ve 1000 sene sonra ayni seyi goriip anlayacagi
sanat eseri misali. Atina’da Parthenon, Kahire’de piramitler,
Roma’da Michelangelo’nun Sistine Chapel’in tavani, mihrabi,
belki de Picasso’nun “Guernica”si... Bu fikir bana tesir etti,
inandim. Amerika’da, Avrupa’da, Turkiye’de bircok meshur
olmus ressami sahsen taniyordum, kendimi de biraz
biliyordum. Yaptigimiz eserlerin tamamiyle sahsi oldugu

gibi, babalarmiz dedelerimiz goérse idi giilecegdi, torunlarimizin
da bakip unutacagi seyler olduguna inandim ve belki sanati
birakmanin sebeplerinden biri oldu.

AA

Performanslarda dagittiginiz meseller, genellikle
Mesnevi'den, bunlar, ta burjuva mistik yillarinizdan
itibaren mistisizme yonelik ilginizden mi besleniyordu?

B

Robert College, Amerika, Londra, harp ici, harp sonu
1940-1950 yillarinda aralarinda Bilent, Can, Ali gibi bayagi
akilli, kabiliyetli arkadaslarin oldugu kimselerle kendi
icadimiz “burjuva mistisizmi” Simdi disiiniiyorum da bu
“cocukga oyun”, diinya meselelerinden, mesuliyetlerinden
kagmak icin “yalan bir mazeret” mi idi? Galiba iyi niyetli bile
olsa dyle idi... Amma eninde sonunda hakiki mistisizme,
tasavvufa intisap etmemiz de bunun aksini ispat eder gibi...
Cok seyi bilmedigim gibi bunu da bilmiyorum.

AA

Sanati biraktiginiz dénemden sonra aslinda yine o
aksiyonlarda vermek istediginiz mesajlara benzer
emeller var hayatinizda, insanda farkindalik yaratmak,
insanin kendini bilmesini saglamak, benmerkezci
perspektifinin d6tesini gérebilmesine yardimci olmak...
Cok farkl yollardan, ama hep ayni kapiya yénelen bir
eylemlilik hali dikkat cekiyor. Hepsinde kabina sigmayan
bir enerjinin tezahiirii de var bir yandan, yani sizin kendi
enerjinizin. Benmerkezcilikten siyrilmak icin sanati
birakmigken, niye yine resim yapiyorsunuz? Sanat da
oyle insanin yakasini birakmayan bir varolma hali midir?

B

Elimde olmadan, sanki digsaridan zorlanirmig gibi, insani,
sonra kedisini, kdpegini, gulinu dikenini, dagini tasini,
havasini suyunu hep sevdim, daha dogrusu sevdirildim.
insan sevdigini gézler! Sevdigi kendisini ezer, déver,
kendisine zulim ederse de kizar, kiifreder, hatta dover!
Zannediyorum hayatimda ve sanatimdaki bazi siddetli
kizginliklar bundan kaynaklaniyor, yoksa bana zulim
ettiginden dolay! kimseye kizmadim. Amma bilemem,
90 yasima kadar kimse de bana zulim etmedi.
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bir avangard sanatg¢i olarak kimliginizin tanitilmasi s6z
konusu, bu konuda bir ¢cekince hissediyor musunuz?

B

Sanati 40 sene biraktiktan sonra gene geri gelmeme
gelince... Daima dinden sonra hayatta en mihim seyin
sanat olduguna inandim. Ve béyle biyik bir isle boy
olclisemedigimi duslinerek “sanat yapma”yi biraktim,
amma sanata sevgim, hizmetim, alakam devam etti. Dogru!
Yeniden resim yapmaya basladim, amma higbir iddiam yok.
Birakmadan evvel vardi. insanlar begensin diye degil,
insanlara tesir etsin, korkutsun, kizdirsin, uyutmasin!

Simdi ise resim yapmayi sevdigim igin. Resim yapmasini ¢ok
iyi bildigim icin, veya eskisi gibi sabah aksam bir tutku veya
bir vazife olarak degil, canim istedigi zaman yapiyorum.
Hepimizin utanacak ne hallerimiz var. Saklamak da ayip degil.

Allahin en glizel sifatlarindan biri, “Ya Settar”, yani glinahlari,
kabahatleri saklayan! Amma bizim icin ¢ok uzun hayatimizda
bircok yerlerde, bir¢ok islerde; umumun kanaatlerine gére
normal, ahlaki sartlarina gére iyi, kétd, yar iyi, yan kéta bir
surl seyler oldu. Cogu da asikéar, elalemin bildigi, duydugu
seyler, nasil saklayacaksin! “Hayatini yaz” dediler, bir baktim
60 yasindaki Tosun’un 40 yasindaki Tosun’dan utanmasi
lazim. Hayasiz da degiliz, iyiyi kétlyU biraz biliyoruz. Simdi
de dindar, akilli-uslu, Seyh Efendi diye herkes hiirmet ediyor.
O seyh efendinin ne mal oldugunu, ne gamurlara batip
ciktigini flas etmezsek Ustelik yalanci, sahtekar, mirai olmaz
miyiz? Sonra eninde sonunda “mimin” isek, Allah’in bildigini
kimden saklayacagiz? Bir de bizim gibi herhalde baskalari
da var; bizim gcamurdan, siipheden, karanliktan igiga
cikabildigimiz belki baskalarina da timit verebilir dedik,
kadere inanmayanlara da bir ders olur. Allah en iyisini bilir.
Enimiz sonumuz O’nun elinde.

Gorduguniuz bu serginin ve elinizdeki bu kitabin hakiki
sahipleri ; bunlarin mimkin olmasini saglayan Milli
Reasirans Sanat Galerisi, muhterem Elvan Tekcan
hanimefendi, pederleri Stileyman Tekcan hocamiz, Ahu
Antmen hanimefendi, Oduz Erten bey kardesimize, Cem
Bayol evladimiza, Sibel Savaci kizimiza medyunuz ve
nacizane tesekkurlerimizi arz ederiz.

Simdi, Biz de artik gider olduk, kalanlara selam olsun! l

1 Tosun Bayrak ile bu sdylesiyi,
Mart-Nisan 2016’da, e-posta
araciligiyla gerceklestirdik.

Fasa Fiso

Tosun Bayrak, 2016
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= AA AA
A CO nve rs atl 0 n AHU ANTMEN I had the opportunity to see your work titled

= 1 Americanization of Tosun Bayrak, which is part of
WIth Tosu n Bayra k B the Istanbul Modern collection. It is possible to make
TOSUN BAYRAK out many details in the original that are not visible
in reproductions. For instance, there is a part where
you have written the words “switch sides tosun”
[in English in the original]; there is the US flag, the
Turkish flag, and, in addition to text written in Latin
script, a text that almost completely surrounds the
circular form, written, | think, in Arabic script. | was
wondering what it said. Do you remember? The painting
is dated 1965. One could propose that this painting
brings up a dilemma of identity. Beginning with the
title of the painting, we are confronted with an issue
of identity. How would you comment on that?

AHU ANTMEN

B

This is bound to turn into a long story, but since you ask,

| have to tell it all. | went to the US at the age of 19, as a
graduate student. It was 1945, the end of World War II.

| was a student at Robert College during the war years.
This is before your time! During World War |l, the mood

of the Turkish public was quite strange. God rest his soul,
thanks to indnii’s discernment we hadn’t entered the war,
but in the north, the Germans had almost descended on
our Eastern border at Stalingrad; and in the South, in
Africa, they had almost reached Cairo. We were completely
surrounded by fire, war planes were flying over us, and
German Navy ships were whizzing past the straits.
Mountains of chrome were being loaded up on trains
departing from Sirkeci to make steel for the German army.
Simple bread was rationed — no one was going hungry,

but the people were paralyzed. Some had become rightists,
Turanists, keen to defeat Soviet Russia and gather all Turks
in Asia under the same banner; some had become leftists,
dreaming of overriding the fascists to make the whole world
communist. But the vast majority of people were perplexed,
and did not know what tomorrow would bring.

We were at the American College, but we had a downright
fascist history teacher, Ziyad Eblizziya, and another stern
rightist, Necip Fazil Kisakurek, was our literature teacher.
The latter would later become a sufi, and earn fame as

a poet. As for our American teachers, they did not let out
the slightest sound after they entered the war. They were
paralyzed, too. This was the kind of atmosphere Turkey
was in when | came to the US.

| think, perhaps, people are shaped by two influences: first,
by genes from birth and by parents who instill the first values;
and the second, by the culture that surrounds one — the
sociological, economic and political condition of one’s
country, school, friends, acquaintances, profession, etc.

| have already spoken a little about the influence of the
environment in my youth. As for the first type of influence,
the most significant was my father’s influence. My father
was a hero of the Battle of the Dardanelles; he had lost his
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left arm; he was a combat veteran who was respected,
loved, and to a certain extent, feared by all! He was strongly
built and strictly patriotic, but also humane, prepared to
listen, and intelligent; a high-ranking government official —
the Director-in-Chief of the state-owned Turkish Tobacco
and Alcoholic Beverages Company and later Vice President.
His family was from the East of Turkey: his mother was from
Erzurum and his father was from Harput. Perhaps he was
part Kurdish!

The men of his family had been soldiers as far back as he
could trace. His father and his grandfather had been martyred
fighting the Russians. He was determined to raise me — his
only son - as a soldier. He had me slaughter a chicken when
| was 3-4 years old, he taught me how to shoot a pistol
when | was 5-6 years old, and when | put on weight at 12-
13 years old, he gave me a stick and made me run and
climb a mountain. He started me wrestling at 17-18 years
old. My mother was the exact opposite! She was determined
to raise me as a girl. She would have her own hairdresser
cut my hair, buy me expensive children’s clothes from
Beyogdlu, enter me into the “bonniest child” competition held
in Gllhane Park, teach me to cook, and, when | became a
wrestler, force me to play tennis instead... My father probably
sent me to the US to rescue me from her. God knows! The
duality you mention is perhaps because of this condition.
Yet, “Americanization of Tosun Bayrak” is a painting of
yearning! | never became Americanized. My soldier father
had taught me that “real men don’t cry”. When | was a child,
he accidentally shot me in my leg with his pistol; | stabbed
my foot with his sword; | was run over by a car; | was
slapped in the face; but | never cried then. As a grown

man, though, | sobbed my heart out the day | became an
American citizen, and | made this painting. The American
flag is on top of a sculpture that has sunk, apart from its
bottom. The surrounding Arabic script says nothing.

There is no colour; everything is dark. | tried to convey

a “disappearance”, an atmosphere of mourning but also
bitterness; | don’t know what else might have seeped from
my inner world into this piece that | made in a relatively
short time, without thinking and calculating too much.

| won a Guggenheim award with this and similar works.

AA

In some of your interviews, you remark that you were
in a fairly optimistic mood when you first went to

the United States. Would it be possible to speak of

a number of different Americas that you have witnessed,
and which have perhaps changed over time? For
instance, were the Americas of Americanization of
Tosun Bayrak and Love America or Live the same
Americas for you? It seems like Vietham and the

Civil Rights movement intensely influenced both
your political views and your art.

B

My late father sent me to Robert College — although his
income was not sufficient — and he used to say, “We have
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a lot to learn from the Americans, so learn, but never
become friends with them. Become their enemy - it is more
advantageous; you will at least be able to defend yourself. If
you become friends with them, they will stab you in the
back.” He used to prefer the English, who had torn off his
arm at the Battle of the Dardanelles, over Americans. Like all
bourgeois youth in the 1940s, we used to love Americans’
jazz and films, and the fact that they had defeated the Nazis.

After a long sea voyage on a very small ship, | arrived

in Norfolk, Virginia. Half the city’s population was black.
Despite having lived for so many years with Americans,

| had no idea what hatred and cruelty were inflicted upon
blacks in the country. On the tram, the whites and blacks
were allocated separate sections. The white section was
full and there were seats in the section for blacks, so | went
over and sat down. Everyone frowned at me! The barber
shops, the restaurants, all had signs at the entrances
reading “no blacks or dogs”. | went up to a public fountain
to have a drink of water, it said, “No blacks”. | was shocked
and angry. | would have returned to Turkey if | could.

| first made it to New York, and then to California. That area
is beautiful. It was after the war; everyone was dancing for
joy, drunk with victory. You’ll remember the famous photograph
of the period published on the front page of the newspapers:
a sailor kissing a beautiful woman in the middle of a crowd.
That was the mood in New York and California... | liked it.
Berkeley was full of soldier students who had returned from
the war; they were all sweet kids. Alcohol, jitterbug, beautiful
girls, poetry, art — enjoy yourself! That was the mood of
1945-47. Who cared about university? Later | returned to
Turkey, then moved to London. In Paris, at 23, | married a
Czechoslovakian who had lost her country to the Russians.
Then | went back to Turkey again. My wife’s father was in
Casablanca, so we migrated there in 1951. For 10 years

| was a businessman. It was a time of wealth, painting, the
struggle for and attainment of independence from the French,
being an honorary consul, the damnedness of the Arab,
getting arrested... and finally, in 1961, defecting to the US.

Although 14 or 15 years had passed, the US was still
beautiful. There was an animosity towards communists,
the cold war with Russia, and fear of the atomic bomb;

but it was a prosperous country. People were smiling most
of the time. They were eating, drinking, and living... until
the Vietnam War. That’s when things began to go wrong.
The “Hippies” smoothed the situation a little, but right after
that the “yuppies” arrived, and with them materialism and
the rigidification of capitalism. In the past, there had been
friendship among people; people used to help each other
out, and share both their joys and sorrows. Americans

had always been selfish; they always prioritized their own
comfort, luxury and enjoyment. But in the past, they at
least used to share their joy and pleasure. Now they have
become stingy and rigid, and they seek enemies instead of
friends. Within, they are enemies with, and cruel to, the poor
and needy, minorities, blacks, Muslims, and Arabs; abroad,
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they are enemies to everyone — even France, a country
loved by all. The US has stopped importing French wine,
and it looks down on French culture, calling it the “old
world”. It used to call fried potatoes “French Fries”, now

it calls them “Freedom Fries”. Yes! America has changed.
It has changed a lot. It reminds me of the last days of Rome.
Its understanding of justice, of the family, and of state and
government has completely changed. And today, the world
doesn’t like Americans anymore either. The trouble is that,
even though the world doesn't like it, these American
diseases are spreading across the world, including Turkey.
And this state of events, naturally, saddens us.

Sadness, wrath, fear, and horror — these are things that
strengthen art. Comfort is bound to make you sleepy. In
my humble opinion, paintings, including the “impressionist”
ones — which are everyone’s favorite — and even the crazy
ones among them, are weak, soft and decorative. They
induce lethargy in viewers or are merely technical trickery.
Would the pyramids exist if it wasn’t for the fear of death?
If the warrior Dorians that came from the North had not
struck fear in the Greeks, would Doric architecture or the
Parthenon exist? Bosch’s paintings of the world and the
hell of afterlife, Goya’s Colossus, and Picasso’s Guernica —
are they not their most serious works?

AA

How influential was Viennese Actionism in your
transition to performances [actions, happenings] you
describe as Shock Art? There are articles on Hermann
Nitsch in your file.

B

| had not heard of Hermann Nitsch’s work in Vienna when,
in 1969-70, | made sculptures out of animal skin, and put
entrails and pig embryos into transparent plastic and spread
them out on the floor to make carpets (at Newark Museum),
and put live mice, birds, insects and snakes in my sculptures
and paintings. But Nitsch saw my exhibition at the Riverside
Museum. He was in New York for a time, during the period
when | performed the happenings in the 1970s, and he was
holding a few small “actions”. But if we are to look for any
“influence” on my work, then it is Bosch and Goya from

the masters, and from the new ones, Rauschenberg, who

in my opinion was very much ahead of the abstract
expressionists, and no one else!

AA

Have you ever killed an animal in any of your actions,
or has anyone taking part in the performance killed
or harmed a living being?

B

| used live pigs, goats, snakes, rats, pigeons, frogs, turtles,
dogs and insects. Our landlord in New York asked if he
could have one of the pigs, and | gave it to him. | think he
might have butchered it and eaten it! Other than that, they
were returned to where | had bought them from, or they
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were released into nature. None of them were harmed

or killed. The live animals used in the happenings were used
either to represent the animal nature in humans, or purely
for their form. Fighting black and white men, couples raping
each other, and drunks sleeping in the streets were also
used as animals in human form, where the animal nature
had dominated human nature. No harm was caused to
them, either! The aim was to reveal, not to punish!

AA

The moment of copulation in the street in the Love
America or Live performance was a highly radical event
for the New York of the period, or for that matter today,
too, wherever it may be staged. What is the artistic
message that necessitated such ambition? Awareness,
yes, but is there anger involved in it as well? Is this the
impact of confronting Vietnam, and the West’s
hypocritical concept of human rights?

B

Sexual intercourse is a sacred act for a man and woman
who have vowed to spend their life on this world together,
to share it. In fact, in Islam, it is a form of worship! Evidence
for its sanctity is nudity and sincerity; in other words, the
opposite of falsehood. “Penetration” means unity — two
become one. And the birth of a new human being as a result
of this act is the greatest revelation of love between two
people. In the West, too, Freud proposed that sex is the
most significant element that organizes human life. In our
time, and especially in the US, like many other sacred
human values, sexual intercourse has also become
vulgarized; it has fallen out of grace. | wanted to show

the lack of morals and manners in a “shameless” manner!

AA

In the performances, blood and entrails, but sexuality,
too, is in the foreground. Did you include sexual
references as a symbol of human nature?

B

Yes, as | mentioned above, it is about nudity and sincerity.
In other words, everything is crystal clear; nothing is hidden.
Covers have been removed and one appears as one is.

It is the opposite of hypocrisy and deception. [His Holiness]
Rumi says, “Either appear as you are, or be as you appear!”.
Nudity is the truth of the outside of a human being. Then
there is also an inner truth; it is invisible and located inside
the bodily cover: the heart, liver, stomach, intestines, etc.

In order to see this you have to enter the human body; in
other words to better see the human being in the material
sense, take a lesson in anatomy! And then, in the words

of [His Holiness] Yunus Emre, “There is a self | have within
myself...” And that should be the soul, which is immortal.
Congratulate the one who succeeds in making a painting

of it! The human eye cannot see it. We are startled even
when we see our own blood, liver, heart, or intestines.

Yet their shape and color, everything about them is just
right, warm, wet, and shiny, when brought out into the light.

A Conversation with Tosun Bayrak



How beautifull The invisible “self” further inside is probably
even more startling and frightening, but it is also probably
much more beautiful. Why do we see the beauty in a person
that others do not when we love them, when we see a
person naked; when we touch, caress, smell, kiss, and
taste a person? In other words, when we approach a person
with all our senses, and ultimately, when we enter into and
become one with that person, release a part of ourself and
plant the seed of a new human being... is there a greater
achievement known to human beings? If a people, a culture,
insults this or turns this into a mere game or entertainment,
it wanes. That’s what | tried to show. Some observers were
afraid, some laughed, some saw a political symbol in it, and
a few actually understood.

AA

Both in your book, and in your interviews, you mention
that you adhered to the school of Gurdjieff before you
met Muzaffer Ozak. In fact, you speak of a period as
long as 18 or 19 years. | have read articles that discuss
whether Gurdjieff can be seen in the context of Sufism,
and you, too, said in one of your interviews that
Muzaffer Efendi perceived this period of yours before
you entered the order as a preliminary education.

| am curious, not about the religious aspect of this
matter, but the aspect that influenced your artistic
practice. As far as | understand, the Gurdjieff “path”

is a doctrine that imparts to its disciples messages
about physical training, too. In other words, the body
and bodily awareness is a priority. Human nature, human
will, impulses [drives] and our means of controlling
them, our instincts, our conscience, the way in which
we confront our own nature, creating awareness via
shock... In brief, did your adherence to this doctrine
include a certain practice of physical training, and

did this training have an influence on the body-focused
artistic actions you had begun to produce during

that period?

B

From the year 1961, when we migrated to the US, until the
year 1973, when we joined the path of my Sheikh Muzaffer
Ozak Efendi — and even for a few years after becoming a
dervish — my wife and | attended the Gurdjieff school. But
when other members also began to show an interest in
sufism, we were kindly asked not to come anymore. Thus,
when the dervish lodge opened in the US, the first seven
members were from the Gurdjieff school. (Four of them are
still present; three of them soon left, finding it too difficult.)

As you know, the Gurdijieff principles require our physical
body to become “aware” in this material world and in our
material life. The hope is that if the person becomes aware
that he or she is coming and going, is sitting down or
getting up, where he or she is, what he or she is doing,
and what his or her body and environment is, then he or
she may be able to adjust his or her life.There is absolutely
no mention of a Creator, spirituality, the soul, fate, or
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religion. In fact, it is prohibited! There is not even a mention of
relationships between people. We had even been banned
from speaking with other members of our groups or to
become friends with them apart from the meetings. In short,
this is a discipline that advocates the value and importance of
one’s self and his or her capacity for self development — what
Western culture calls “individuality”. The Gurdieff philosophy
does not concern itself much with art or literature, either.
According to Gurdijieff, there is only “subjective” and “objective”
art. Painting, sculpture or architecture inspired by the
psychological dreams or imagination of an artist who is half
awake and half asleep — in other words not “aware” — may
interest or amuse people who imagine the same things he or
she does, or people who live in the same place at the same
time, but such “subjective” work appears and disappears
with the artist; it serves no purpose. On the other hand,
“objective” art was that produced by artists who knew
themselves and their surroundings, who were “aware”, who
produced the “universal” forms of attributes in the human
body and in the surrounding universe, and would not change
from 1000 years ago to 1000 years later. In contrast to
subjective art, objective art would be understood in the
same manner 1000 years in the past and 1000 years into
the future, by Arab, Chinese, and American, by wise and
unwise alike, such as the Parthenon in Athens, the pyramids
in Cairo, Michelangelo’s Sistine Chapel, the ceiling, the altar,
and perhaps Picasso’s “Guernica”... This idea had an impact
and we believed in it. We personally knew many painters
who had become famous in the US, Europe, or Turkey, and
had developed self-knowledge to a certain extent. We came
to believe that not only were the works we produced entirely
personal, but that if our fathers and grandfathers had seen
them they would laugh at them, and if our grandchildren
were to see them they would take a look and quickly forget
them. Perhaps this was a reason we quit making art.

AA

The parables you distribute during performances are
often from the Masnavi. Was this choice related to your
interest in mysticism that began during your years of
bourgeois mysticism?

B

At Robert College, in America, and in London; during the
war and after the war, from 1940 to 1950; together with
considerably intelligent and talented friends including
Bulent, Can, and Ali; we invented our own kind of
“bourgeois mysticism”. Was this a “childish game”, a “false
pretext” to escape the problems and responsibilities of the
world? It perhaps was, although it was well-intentioned.
However, the fact that, in the end, somehow, we joined
the path of true mysticism, Sufism, seems to prove the
opposite. We do not know many things, and we do not
know this, either.

AA
In the period after you quit art, you continued to draw
people’s attention to what you tried to convey in those

Fasa Fiso

artistic actions: creating awareness in people, enabling
people to know themselves, assisting people in looking
beyond the egocentric perspective... You are using very
different methods now, with no less brimming energy,
but the goal remains. You quit art to shed egoism, so
why are you painting again now? Is art, too, a form of
existence that won’t let one be?

B

As if being forced from without, we loved human beings,
and then cats, dogs, roses and thorns, mountains and
rocks, the air and water, always; or rather, we were made to
love them. You observe the one you love! And when the
ones you love crush you, beat you up, and treat you cruelly,
you get angry, you swear, and even beat them up! This is
the source of certain intense bouts of anger in life and art;
otherwise, we have never been angry with anyone because
of cruel treatment. No one has ever treated us cruelly,
although we are 90 years old.

As for returning to art after an interval of 40 years, we have
always believed that the most important thing in life, after
religion, is art. And we quit “making” art, thinking we could
not cope with such a great task. Yet love for art, and service
to and interest in art continued. It is true! We have taken up
painting again, but without the pretenses of the past. We
used to paint not so that people liked the work, but to have
an impact - to induce fear, to evoke anger, to interrupt their
sleep... But now we paint because we like to paint. Not
because we are very good at painting, and not as an
ambition, or as a duty that forces us to work day and night,
like it used to — we now paint when we feel like it.

AA

Do the circles you exist in today find the performances
you realized in the 1960s and 1970s disturbing? Do you
have any reservations about the fact that the exhibition
specifically focuses on these years, or in other words,
on your identity as an avant-garde artist?

B

We all have many states that embarrass us. And it is no
disgrace to hide them, either. One of the most beautiful
names of Allah, “Ya Settar”, means the One who conceals
sins and faults! So in our very long life, in many places,

in many tasks, there have been many things that may be
considered normal according to the convictions of the

public, or good, bad, half-good, half-bad according to moral

stipulations. And many of them are out in the open, things
that everyone knows or has heard about; how can you hide
them? When they said, “Write your autobiography,” it was
clear that 60-year old Tosun would be ashamed of the 40-
year old Tosun. And we are not shameless, knowing a little
about the difference between good and bad. Today,
everyone respects us as a devout, wise person — as Sheikh
Efendi. If we do not disclose what that Sheikh Efendi has
been up to, that he has rolled in the mud, would we not
then be a liar, an impostor, and a hypocrite? If, in the end,
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we truly believe, then who are we to hide from others

what God already knows? And there must be others like
us. The fact that we managed to emerge from mud, doubt,
and darkness into light might inspire others, and that would
teach a lesson to those who do not believe in fate. God
knows what is best. Ultimately, everything is from Him.

We are ever grateful to the true owners of this exhibition,
the Milli Reasurans Gallery: the respected Ms. Elvan Tekcan;
her father, the respected Mr. Suleyman Tekcan; Ms. Ahu
Antmen; Mr. Oguz Erten; and Mr. Cem Bayol and Ms. Sibel
Savaci; and humbly offer them our thanks.

God willing, we will be on the way soon, peace be upon
those who remain! i

1 Held this conversation with Tosun
Bayrak in March and April of 2016
via e-mail.

Tosun Bayrak, 2016
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Tosun Bayrak’in Artworks of
Eserleri Tosun Bayrak

1968, Ahsap, plastik, lateks, toplu igne ve toz, 7.5 x 12 x 25.4 cm
New Jersey State Museum Koleksiyonu, NJ, ABD

1 02 SANATCI’NIN ELI 1968, Wood, plaster, latex, pins and dirt, 7.5 x 12 x 25.4 cm
ARTIST’S HAND New Jersey State Museum Collection, NJ, USA




isiMsiz Demir, ahsap, polyester, kagit, tutkal, boya vb. 34.5 x 12.5 x 16 cm, Erol Akyavas Koleksiyonu
104 UNTITLED Iron, wood, polyester, paper, glue, paint etc. 34.5 x 12.5 x 16 cm, Erol Akyavas Collection



isiMsiz Ahsap, polyester, algi, toz, boya vb. 13 x 35 x 7 cm Erol Akyavas Koleksiyonu
106 UNTITLED Wood, polyester, plaster, dust, paint etc. 13 x 35 x 7 cm Erol Akyavas Collection



isiMsiz Detay
108 UNTITLED Detail
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MOMENTO MORI FOR WOMEN

1966, Karisik teknik, asemblaj, 127 x 58.12 x 20.32 cm
Rose Art Museum Koleksiyonu, MA, ABD

1966, Mixed media, assemblage, 127 x 58.12 x 20.32 cm
Rose Art Museum Collection, MA, USA

MOMENTO MORI FOR WOMEN

Detay
Detail



112

GARGANTUA

1968, Karisik teknik asemblaj, 15.88 x 15.88 x 15.88 cm
Rose Art Museum Koleksiyonu, NY, ABD

1968, Mixed media assemblage, 15.88 x 15.88 x 15.88 cm
Rose Art Museum Collection, NY, USA

113

GARGANTUA

Detay
Detail
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Ahsap, karton, floresan, dantel, polyester, cam vb. 35 x 16.7 x 35 cm Yahsi Baraz Koleksiyonu

Wood, cartoon, polyester, glass, light, lace etc. 35 x 16.7 x 35 cm Yahsi Baraz Collection
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1965, Karisik teknik; yagliboya, sprey boya, polyester ve fiberglas ve canli
hayvan, 183 x 105 cm, New Jersey State Museum Koleksiyonu, NJ, ABD
1965, Oil, spray paint, polyester, fiberglass, (live) animal, 183 x 105 cm
New Jersey State Museum Collection, NJ, USA



AMERICANIZATION 1965, Tuval lizerine kansik teknik, 170 x 250 cm, Istanbul Modern Koleksiyonu
OF TOSUN BAYRAK 1965, Mixed media on canvas, 170 x 250 cm, Istanbul Modern Collection
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FLOWER RAIN

1963, Tuval Uzerine kansik teknik, 145.5 x 130 cm
Newark Art Museum Koleksiyonu, NY, ABD
1963, Mixed media on canvas, 145.5 x 130 cm
Newark Art Museum Collection, NY, USA

119

CROSSROADS OF THE WORLD

1970, Tuval Uzerine karisik teknik, 244 x 216 cm

New Jersey State Museum Koleksiyonu, NJ, ABD (Sanatc¢i bagisi)
1970, Mixed media on canvas, 244 x 216 cm

New Jersey State Museum Collection, NJ, USA (Gift of the Artist)



1963, Tuval Uzerine yagliboya ve karisik teknik
103.5 x 172.5 cm, Cem Bayol Koleksiyonu
1963, Tuval Uzerine karisik teknik, Daphne Bayrak Koleksiyonu, NJ, ABD 1963, Oil and mixed media on canvas
120 SLEEP (MUSIC) 1963, Mixed media on canvas, Daphne Bayrak Collection, NJ, USA 121 SOUVENIRS OF LEVANT 103.5 x 172.5 cm, Cem Bayol Collection



1970, Tuval Uzerine kanigik teknik, 141.5 x 115 cm
New Jersey State Museum, NJ, ABD (Susan Merians Bagisi)
1964, Tuval Uzerine kansik teknik, 70.5 x 70.5 cm, Newark Art Museum, NY, ABD THE SECRET LOVE 1970, Mixed media on canvas, 141.5 x 115 cm
122 STATUS QUO 1964, Mixed media on canvas, 70.5 x 70.5 cm, Newark Art Museum, NY, USA 123 FOR MOTHERS New Jersey State Museum, NJ, USA (Gift of Ms. Susan Merians)



1963, Tuval Uzerine kansik teknik, 130.2 x 136.5 cm

Daphne Bayrak Collection, NJ, ABD

1963, Mixed media on canvas, 130.2 x 136.5 cm
125 CITYSCAPE Daphne Bayrak Collection, NJ, USA

1959, Tuval Uzerine kanisik teknik, 147.32 x 129.54 cm,

Tosun Cem Bayrak Koleksiyonu, San Diago, ABD

1959, Mixed media on canvas, 147.32 x 129.54 cm,
124 ALLOUT SHELTER Tosun Cem Bayrak Collection, San Diago, USA



1964, Tuval Uzerine kangik teknik, 140 x 124.5 cm 1963, Tuval Uzerine karnisik teknik, 129.86 x 108.91cm

Daphne Bayrak Koleksiyonu, NJ, ABD Daphne Bayrak Koleksiyonu, NJ, ABD

1964, Mixed media on canvas, 140 x 124.5 cm 1963, Mixed media on canvas, 129.86 x 108.91cm
126 EULOGY TO HEMINGWAY Daphne Bayrak Collection, NJ, USA 127 GOD Daphne Bayrak Collection, NJ, USA
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isiMsiz 2016, Tual Uizerine dijital baski ve karisik teknik, 59 x 166 cm
2016, Digital print on canvas and mixed media, 59 x 166 cm
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2012, Tuval tzerine akrilik, 150 x 105 cm 2012, Tuval lzerine akrilik, 150 x 105 cm
130 KAVGA EDENLER 2012, Acrylic on canvas, 150 x 105 cm 131 KAZAZEDE 2012, Acrylic on canvas, 150 x 105 cm



2012, Tuval lzerine akrilik, 127 x 100 cm 2012, Tuval tzerine akrilik, 135 x 105 cm
132 GEZENLER GEZEDURSUN 2012, Acrylic on canvas, 127 x 100 cm 133 AT KOSUCULARI KOSADURSUN 2012, Acrylic on canvas, 135 x 105 cm



2012, Tuval tzerine akrilik, 150 x 105 cm 2012, Tuval lzerine akrilik, 145 x 105 cm
134 SEVGILILER 2012, Acrylic on canvas, 150 x 105 cm 135 KADIN KADIN OLSUN 2012, Acrylic on canvas, 145 x 105 cm









Proje sulresince gdstermis
olduklari katkilarindan dolayi
asagida adi gecen tUm kurum
ve kisilere tesekkir ederiz.

We are cordially grateful for the
kind contribution and support of
the people and the institutions
mentioned below.

Deborah Aframe
Worcester Art Museum and Library
Massachusetts, USA

Erciiment Akman

Gozen Miiftiioglu Aksan
istanbul Modern

ilona Akyavas

Yahsi Baraz
Galeri Baraz

Cem Bayol

Marissa Bourgin
Smithsonian Institution
Referance Service
Washington, D.C., USA

Giizide Celestin

Eleanor Friedl

Fairleigh Dickinson University
Monninger Center for
Learning and Research

NJ, USA

Shems Friedlander
Meral Yarar Friedlander
Neil Fruman

Evren Kivancer

Betsy Nelson,

Rose Art Museum
Waltham
Massachusetts, USA
Dr. William Peniston,
Newark Museum Library
NJ, USA

Sibel Savaci

Lokman $ahin
Mas Matbaa

Siileyman Saim Tekcan
IMOGA; istanbul Grafik
Sanatlar Mizesi

Jennifer Wicoff
New Jersey State Museum
Trenton, NJ



