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Retrospektif sergiler her zaman narin meselelerdir ¢clinkl bir sanatginin hayati boyunca
Urettiklerini, bir killiyatin 6zeti olarak genel hatlariyla sunmay1 amaclarlar. Fakat hayatin gelisimi
her zaman karmasik ve ¢cok katmanl oldugundan icerisinde bircok asama, farkli yaklasim

ve basarilar bulunur. Killiyat tam da bu nedenle asla diiz bir ¢izgide ilerlemez, basitlige
indirgenemez. Retrospektif sergilerin kiratorltigund tstlenmek bu nedenle zor istir. Yapilan isler
Uzerine arastirma, derinlemesine bakis, kavrayis ve ask ister. Vefat etmis bir sanatci hakkinda
dizenlenen retrospektif sergilerin kiratorligunu Ustlenmek ise 6zellikle zordur ¢linkd konu
hak aki bilgi yalnizca sanatciya ait isler veya yazili metinler, réportajlar, fotograflar, filmler ile

anatglyl taniyanlarin sozli olarak aktardiklari gibi ikincil malzemeler araciligi ile bulunur.

Glndiz Goloni’nlin baski killiyat Gzerine hazirlanmis Kazi Resim isimli serginin kiratori olarak
sanatc¢inin ¢oklu estetik, doku, dil ve kiltirden olusan diinyasinin icerisinde buldum kendimi.
Golond’nlin aile bireylerinin koleksiyonlarinda duran, dnceden bilinmeyen eserleri vasitasiyla
ciktigim bu heyecanli yolculuk esnasinda sisleme ile anlati arasinda harika bir uyum, gelenek ve
cagdaslik arasinda carpici bir iliskiler agi, Orta Dogu ile Bati'nin gorsel kiltlirleri arasinda sarsici
baglantilarla karsi karsiya kaldim. 1960’larin sonundan 1990’larin ortasina kadar sanatg¢inin urettigi
baski islerine odaklanan, Milli Reaslirans Sanat Galerisi’ndeki bu sergi, GolonU’niin eski diinya ile
yenisini bir araya nasil getirdigine, geleneksel islam sanati ile Minimalizm, Op-Art gibi Bat’'daki
modern hareketlerde bulunan dekoratif unsurlari birbirine nasil bagladigina dair muazzam bir
hikdye anlatiyor. Goloni’nln killiyati iste bu nedenle sanattaki postmodern yaklasimin erken
dénem orneklerindendir. Kilturler 6tesi, cogulcu ve ¢oklu niteliklerinin yani sira postmodernizmin
farkhhk temelindeki elestirisinin bilinciyle sanatcinin eserleri, kiltirel hegemonya ve Ustunligin

her turllsine karsi cikar.

2005 ile 2007 yillari arasinda Yeditepe Universitesi'nin Giizel Sanatlar Fakiiltesi'nde birlikte
calistigimiz icin Glindliz Goloni’nl tanima firsatini yakalamistim. Amerika Birlesik Devletleri'nden
donmius, burada profesor olarak dersler veriyordu. Kendisini muazzam derecede bilgili,
cevresinde olup bitenlerle her zaman ilgilenen, kibar ve mutevazi bir insan olarak hatirliyorum.
istanbul’daki cogu kisi gibi o vakitler ben de kendisinin kiilliyatini yeterince bilmiyordum.
Sanatcihgi biliniyor sayilmazdi, calismalarinin esas kiymetini yalnizca kendi jenerasyonundan olan
uzmanlar ve sanatcilar biliyordu. Baski teknikleri hakkinda bilgi almak Uizere bir seferinde kendisi
ve dgrencileriyle birlikte istanbul Grafik Sanatlar Miizesi’'ne gittigimizi hatiryorum. Miizenin
kurucusu Sileyman Saim bize binada yer alan koleksiyonu ve icerideki atdlyeleri anlatirken
Glndiz Golon, Tekcan’in baski alaninda Turkiye’nin dnde gelen otoritesi oldugunu belirtmisti.
Bu 6nemli sanatgl ise Golonid’niin esas kendisinin blylk bir uzman oldugu cevabini vermis, s6z
konusu alanda kendisi kadar bilgi sahibi olsa da Gol6ni’niin bunu ifsa etmeyecek kadar mitevazi
oldugunu eklemisti. O guin Uzerinde fazlaca durmayip anlam yiklemedigim bu kisa diyalog
tuhaftir, hafizama bir sekilde kazinip kalmis. Yillardir distintip duruyordum. Ama artik biliyorum!
Golonit’niin ne kadar blyuk bir sanatci, ne kadar yetenekli bir uzman oldugunu anlayabilmem igin

hem on bir yil, hem Milli Reaslirans Sanat Galerisi’nden kiiratorlik teklifi gerekiyormus. Simdi ne

kadar tesekkir etsem az.

Glinduz Goloni’nln olusturdugu killiyat, gorsel sanatlar ile kilttrel ifadelerin gesitli bigimleri
arasinda kopruler kurmayi hedefleyen, bitmek tlikenmek bilmez bir macerayi icerir. Basvurdugu
ve bir arada kullandigi farkl estetik bicimleri, dokular, semboller, figtrler ve dile dair kodlar,
urettigi islerin bicimsel olarak cok katmanl, kavramsal olarak ise karmasik olmasini saglar.
Kariyerinin baslangicinda Batr’daki modernizm gelenegini takip ederek resim ve baski alanlarinda
figliratif yaklasimlari tercih ederken sonrasinda bu usulleri geleneksel Tiirk ve islam sanatiyla
birlestirmeyi 6grenmistir. Minyatiir, Anadolu halk sanati ve islam gelenegindeki siislemeleri de

bu birliktelige dahil etmesiyle birlikte 1960’lar ve 1970’lerde olagandisi bir gorsel dil olusturmayi
basarmistir. Bu sergide yer alan Basaklar (1968) ve Istamboul (1969) gibi baskilar bu doneme aittir.

1980’li yillarda Goloni’nlin sanatinin odag, figurlerden uzaklasip geometrik ve organik
soyutlamanin heyecanli bir bilesimine déniistii. Sanatcl bu dénemde islam gelenegindeki
stislemelerde bulunan geometrik desenlerin dizenli yinelenmesine yonelik isler uretti. Dizenli
yineleme fikrinin minimalistlerin ele aldigi bicimi ile dekoratif unsurlar birlestirerek Transformation
(1982) gibi eserlerinde bicimcilik ile kavramsalciligi biraraya getirmis, ayni zamanda Orta
Dogdu’nun sanatini BatI’daki sanatla birbirine baglamisti. Urettigi eserler bu nedenle cok sayida ve

ayri cinsten estetik dili barindirir.

Emanation (1982) gibi baskilarda ise sanatc¢i dlizenli ve dlizensiz yapilar biraraya getirmistir.
Jestiel, disavurumcu nitelikler tasiyan soyutlama bicimi, arka plandaki 6rguyle karsitlik
olusturmakla kalmaz; ani darbeler, damlatma ve sicratma teknikleriyle bu yapiy! parcalayarak

isinde merak uyandiran bir gerilimin zeminini olusturur.

natci bicimsel

eleler ve teknikler Uzerine her zaman calistiysa da bi¢imci bir sanatci asla

olmadi. Estetizm i istisizmi i¢ ice gegirebilmek icin sanata dair bicimsel meseleleri sufizm ve

ig okull n yardimiyla sentezlemek her zaman esas amaci oldu. Eserlerinde hemen
en ile kaosu, akil ile duygulari, mantik ile mantik disi olani, hareketli ile

duragani, sanatgi istisizm Uzerine yurtttigu arastirmalarin bir sonucu olarak bir araya getirir.

emini kullanan Golon, eserlerinin psiko-gorsel etkisini one ¢ikarmak igin
tesem bir ¢c6zUm bulmus ve Urettigi baskilari, uzunluklari alti metreye
seklinde acilan kitaplarin icinde yerlestirmistir. Bu eserler sanatginin

| bir 5neme sahiptir ¢linkl GolonU’nln fikirlerinin ve gorsel Uretimlerinin

isinde nasil degistigini kolaylikla gozler 6niine serer. Sergide bu minvalde yedi giizel

ne gonderme yapiyor.

ayIp kariyerinin sonuna kadar figuratif resimle ilgilenmistir. Milli
baski yontemiyle Urettigi eserlere odaklandigimiz icin hemen yukarida
it eserler burada bulunmuyor. Yine de bu kitabin ileriki sayfalarinda

mayan bir¢cok eser, Evrim Altug’un metni, Berin Golonu ile Archana
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Horsting’in sdylesisi ve Yildiz Golonu tarafindan kaleme alinan biyografi, bugtin sergilenenlerin

¢ok daha dtesine geciyor.

Hem sergi hem kitap olarak Kazi Resim, sanat severleri Glindiiz Gol6nU’nin yarattigi muazzam
evrene goturtyor. Burada semboller ve dokular, s6zcukler ve stislemeler, figurler ve soyutlamalar,
baska dlinyalarin dilleri ve gorsel ifadeleri yekpare bir biitline dontistyor. Bugun buna her
zamankinden fazla ihtiyacimiz var. Bu baglamsal boyut, Goloni’niin eserlerine sanatin ve estetigin
sinirlarini asan bir 6nem kazandiryor ¢inkd sanatgi, icinde yasadigimiz ayri cinsten gerceklikleri

elestirel bakisla gozler dnline sererken bilgi Uretimi icin de alternatif yollar dneriyor.

Giindiiz Goldni’niin eserlerini istanbul halkiyla paylastiklari ve monografi niteligindeki bu kitabi
ortaya ¢ikardiklari icin Milli Reasiirans Sanat Galerisi’ne can-1 gontilden tesekkir etmek isterim.
Konuyla ilgili kapsamli baska eser bulunmadigi icin bu kitap arsiv bakimindan blyik énem
tasiyor. Galerinin idari ekibinden Elvan Tekcan ile Ayse Gur’e bu sergi calismasi icin harcadiklar
profesyonel caba ve gdsterdikleri kisisel ilgi nedeniyle tekrar tekrar tesekklr ederim. Sergi

fikri, sanat tarihci ve kirator Dr. Berin Goloni’ye aittir. Kendisi olmadan burada yaptiklarimizi
sunmamiz mumkiin olmazdi. Sergilenen eserleri bize sundu, buttn bir proje boyunca degerli
gorusleriyle bizi yonlendirdi, yorumlariyla kiratorlik gorevime destek oldu. Tesekktrler Berin.
Yildiz Golond’ye ayrica tesekkilir etmem gerekiyor, kendisi kimi eserleri sergiye 6diing olarak
gonderdi ve biyografisini yazarken Goloni’niin kariyerinin ilk donemleri hakkinda kiymetli bilgiler
paylasti. Sanat elestirmeni Evrim Altug baslangictan itibaren yanimizdaydi, Golonu Uzerine
yazdigi hayli bilgilendirici metin bu calismaya hakiki deger kattigi gibi sanatcinin eserlerinin
dogru bicimde anlasiimasina yardimci oldu. Sergi projesini bana ilk olarak acan da kendisi oldu.
Tesekkdrler Evrim. Grafik tasarimci Yesim Demir Prohl ile Demir Tasarim blinyesinde ¢alisan ekibi,
kitabin tasariminda, sergi tasariminin ortaklasa hazirlanmasinda ve benim kuratdrlik ¢alismamin
desteklenmesinde harika is cikardi. Bastan sona kadar degerli yorumlarin igin tesekktr ederim
Yesim. Son olarak kiiratér yardimcilarim Melike Bayik ve Oykii Demirci’ye tekrar tekrar tesekkiir
etmek isterim. Destekleri, butlin bir sergi slirecinde kilit rol oynadigi gibi bu ¢alismanin hem

bicimsel hem kavramsal kisimlarina buytk katki sagladi.

1_ Basaklar, 1968

2_ istanboul, 1969

3_ Transformation, 1982
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A retrospective is always highly delicate, because it aims at presenting a general insight into the
fework offan artistfas the ummary of an oeuvre. Though, as its evolution is always complex

CARME

ultildyered, itfconsistg of various phases, approaches and achievements. Therefore, an

Imple. This is the reason why curating a retrospective is challenging.
It requests research, insight, understanding and love for the work. A retrospective of a deceased
artist is even more difficult to curate as information can only be gained by artworks or secondary

material like written texts, interviews, photographs, films or oral data of people who knew the

ur C ages (Kazi Resim), the retrospective insight into the print oeuvre of

Glnduz Golon, | virtually entered his world of multiple aesthetics, textures, languages and

cultures. During this exciting trip into the formerly unknown, via the pieces that remain in the
collections of Golonil’s family members, | encountered a great harmony between ornament
and narration, fascinating relations between tradition and contemporality, as well as striking
connections between the visual cultures of the Middle East and the West. This exhibition at
Milli Reastirans, which concentrates on his print-making from the end of the 1960’s to the mid
1990’s, tells Golonid’s remarkable story of how he merged the old world with the new one, and
interrelated decorative elements of traditional Islamic art with modern Western movements like
Minimalism and Op-Art. This is the reason why the oeuvre of G6lonU offers an early example

of a postmodern approach to the understanding of art. Due to its transcultural, pluralist and

heterogenous character as well as its acknowledgement of postmodernism’s critique of the
grounds of difference, the work opposes and disbelieves in any form of cultural hegemony or

superiority.

| was lucky enough to have known Glindiz Golondu, as we worked together at the Fine Arts
Faculty at Yeditepe University in Istanbul between 2005 and 2007. After his return from the
United States, he lectured there as professor, and | remember him as a very knowledgeable and
engaged instructor, as well as a gentle and humble person. Like most of us here in Istanbul, |
was not familiar with his oeuvre then. He was widely unknown as an artist, fully appreciated only
by experts and fellow artists largely of his own generation. | recall going one day with him and a
group of students to the Istanbul Museum of Graphic Arts to learn about printmaking techniques.
While the museum’s founder Sileyman Saim Tekcan guided us through the institution’s collection
and its workshops, Gunduz Go6lont referred to Tekcan as the leading authority in the art of
printmaking in Turkey. The prominent artist replied that Golonu himself was a great expert, being

oL o as knowledgeable as himself, but he would be too humble to expose this. Strangely, this little

Prof ﬁiii‘ii}

4_ Emanation, 1982 dialogue, which at that day | gave not much attention or meaning to, got somehow burned into

Trateh FT)

5_ Fire Air Water Earth, 1985 ’ : A e A T R e, my memory. For years, | did not know why. Now | do! It took me eleven years and the invitation of

6_L-Book, 1986 Milli Reasurans to curate his show for realizing what a strong artist and skillful expert he was. For

7_ Kazi Resim, 1979 this, I am truly thankful.
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Glnduz Golonu’s oeuvre is characterized by a permanent quest for building bridges between
various forms of visual art and cultural expressions. Through his pluralist use of aesthetics,
textures, symbols, figures and language codes, his works are formally multilayered and
conceptually complex. Beginning his career with figurative approaches to painting and
printmaking in the tradition of a western modernism, he later learned to merge them with
traditional Turkish and Islamic art. The integration of the art of the miniature, Anatolian folk-art and
Islamic ornamentation has lead him to the formulation of an extraordinary visual language in the
1960s and 70s. In the show, prints like Basaklar (1968), and Istamboul (1969) refer to this phase.

During the 1980’s, his artistic focus shifted from figuration to an exciting mix of geometric and
organic abstraction. Golonu then concentrated on creating serial repetitions of geometric
patterns found in Islamic ornamentation. Mixing decorative elements with a minimalist
understanding of serial repetition, in works like Transformation (1982), he connected formalism
with conceptualism as well as interrelated the art of the Middle East with the art of the West. This

is the reason why his pieces consist of multiple and heterogeneous aesthetic languages.

In prints like Emanation (1982), the artist combined regular and irregular structures. His
expressionistic gestural forms of abstraction oppose the background grid and partly destroy it
with seemingly spontaneous strokes, drippings and splashes, thereby formulating an appealing

tension within the composition.

Although focusing strongly on formal matters and techniques, he never became a formalist artist,
as his aim was always to fuse aestheticism and mysticism through the synthesis of formal artistic
issues with ideas of sufism and various schools of philosophy. The work’s distinctive harmony
between order and chaos, ratio and emotion, logic and unlogic, as well as dynamism and static

can be understood as a result of his study of mysticism.

Working in serial manners, Goloni found during the beginning of the 1980s a great way to stress
the psycho-visual effect of his work by assembling series of prints into accordion-fold books

that expand up to six meters in length. These pieces have a special relevance in his oeuvre as
they also reveal how his ideas and visual compositions evolve. The exhibition underlines their

importance by presenting seven beautiful examples.

From the mid of the 1980’s on, his interest in linguistics and symbols made him re-integrate
symbols, words and figures into his abstractions. Glindiiz Gol6nu’s research-based approach to
art, which was always an integral part of his oeuvre, then became the leading motivation for his
work. Carved Images (Kazi Resim) refers to this tendency through the display of the accordion-
fold books Fire, Air, Water, Earth (1985) and L-Book (1986) as well as through mixed-media works
from the series Sphere (1996) and Time (1996).

After the turn of the Millennium, until the end of his career, he concentrated on figurative painting.
Pieces from this phase are not displayed at Milli Reaslirans due to our focus on his printmaking
practice. Though, together with many other not exhibited works, they are presented on the
following pages of this book, which together with the text by Evrim Altug, the interview between
Berin G6loniu and Archana Horsting, as well as the biography composed by Yildiz G6loni goes

beyond the scope of the exhibition.

Both as show and as book, Carved Images (Kazi Resim) aims at leading the art-lover into the
fascinating universe of Glindiiz Golonu, where symbols and textures, words and ornaments,

figuration and abstraction and as well as languages and visual expressions of different worlds

come together as one. This is something that we need now more than ever. And this contextual
dimension gives his work a remarkable significance that reaches beyond the limits of art and
aesthetics, as it critically points to the heterogeneous realities we live in and proposes alternative

ways of knowledge production.

My sincere gratitude goes to Milli Reasurans for the opportunity to share Guindliz Golonu’s work
with the people of Istanbul and for the production of the accompanying monographic book,
which due to the lack of other extensive publications about the artist has a great archival value.
A huge thank you goes to Elvan Tekcan and Ayse Gur from the gallery management for
supporting the exhibition project with great professionality and high personal engagement.

The idea of the exhibition belongs to art historian and curator Dr. Berin Goloni. Without her,

the show would not have been possible. She provided the exhibited works, gave us valuable
guidance throughout the whole process of the show, and supported my curatorial work through
her feedback. Thank you Berin. Another thank you belongs to Yildiz Golonu, who has lent works
to the show and shared valuable knowledge about the early phase of G6loni’s career for the
task of writing his biography. Art critic Evrim Altug was with us from the beginning, and his very
informative text on Goloni adds great value to the publication and the mediation of his work.

He was also the first who told me about the exhibition project. Thank you Evrim. Graphic designer
Yesim Demir Prohl and her team at Demir Tasarim did a fantastic job designing the book,
co-producing the exhibition design and supporting my curatorial work. Thank you Yesim for your
valuable feedback throughout the way. In the end, another huge thank you belongs to

my assistant curators Melike Bayik and Oykii Demirci, which where fundamental parts of the
whole exhibition-process, and which strongly supported the formal and conceptual realization of

the show.

1"

GUNDUZ GOLONU - CARVED IMAGES MARCUS GRAF



GUNDUZ
GOLONU

12

ICIN
‘DIP
SUK

Evrim Altug

Gundiiz Gol8nu’nln (1937-2014), Devlet Glizel Sanatlar Akademisi’nin (D.G.S.A.) 68 numarali
yayini olaraki19 Bastigl ‘Kazi Resim’ kitabi, gerek tasarimindaki sadelik, gerekse icerigindeki

doyuructlukive {ikle, kendisini tanimak ve anlamak adina somut bir erken delil-yapit sayilabilir.

Bu metinde, Goloni’nlin bu rehber - kitabi hazirlarken, gerekliliginden bugtin de eksilmeyen
teorik ve teknik, estetik ve kavramsal niyetlerinin de refakatiyle, kimi yapit ve sire¢ okumalarini,

bir ‘dipnot buketi’ olarak paylasmayl amacladim. Clinki Glindiiz Golond, tipki 2000-2001 tarihli

ak, GUnduz Golonu’nln yapitlarini zihnimiz, gézlerimiz ve yuregimizde katman
katman islemenin (oyma), en berrak yonleriyle kayit altina almanin (boyama) ve en demokratik,

kalici bicimde paylasabilmenin (baski) o tath endisesiyle, dilerseniz baslayalim:
[}

Sanata bes yasin I:?aZaS| Rusen Celal’in tesviki ile baslayan Golénid bu manifesto kivamindaki

kKitabinin daha sunusunda, hazirladigi calismanin 6zellikle uygulamaya doniik pratikligine

iliskinsmisyon’u ve sanat tarihsel ya da teknik zenginligini séyle vurgular: “Ulkemizde bu alanda
hemen hicbir yayinin bulunmamasi, bu konuda kitap hazirlama zorunlulugunu duymama neden
olmustur. Bu kitapta, lizerinde bircok teknigin uygulanmasina olanak taniyan madeni levhalar
konu olarak alinmis ve bu levhalar lizerindeki islemlerin anlatimi, atélye egitimi acisindan hareket
edilerek hazirlanmistir.(...) Kitabin ilk li¢ béliimdnd olusturan; levhalarin oyulmasi, boyanmasi ve
basiimasi konulari, akademik yolla anlatiimaktan ¢ok, bir atdlyede uygulama ve deney yapilacak
sekilde diizenlenmistir. Bu béliimlemenin amaci, madeni levhalardaki kazi resim sanatinda hicbir
karanlik nokta birakmadan ayrintilara girmektir. (...) Kitapta bu lic béliime ek olarak ‘Baskilarin
degerlendirilmesi’ ve ‘Kazi Resim Tarihi’ béliimlerinin de yer almasi ile 6grenciye kazi resim
sanatinin olusumundan gldndmdize dek yapilmis her asama ile verilmesi saglanmis ve bunu

»1q

belirleyen énemli eserlerin fotografiari kullanilmistir.

Sanatcinin, bir ekol/kitap olarak da anabilecegimiz ve alaninda Turkiye’de ilk kez yayimlanan
eserinde, baski sayisi, numaralandirma ve isimlendirme, imzalama, sanat¢inin kendi
koleksiyonuna ait baskilari, orijinal baskinin anlami ve bunlarin takdimi de ayri bir bolimle

gelecegin sanatcilarina sunulur.

Eserde bundan baska, baski resim sanatinin tarihi de, calismanin besinci bolimiinde genis
bir 6zetle meraklilari ve sanatgi adaylarinin ilgisine birakilir. Gloni burada, tarih dncesi Afrika
kaya oymasindan/Fezzan ters oyma Suimer muhur ve baskisina, oradan Albrecht Durer’in celik

kalem kazisI (Engraving) ile yaptigi Melankolisinden Francisco Goya, William Blake ve kisisel

1 Giindiiz Galénii, Kazi Resim, Devlet Giizel Sanatlar Akademisi Yayini, No.68, s.1, istanbul, 1979

kariyerinde somut etkisi olan ingiliz sanatci Stanley William Hayter’in yine celik kalem kazisi ve
vernik kullanarak Urettigi Amazon kompozisyonuna kadar, bircok drnegi siyah beyaz gorselleriyle
sergiler. Verilen bu 6rnekler, donemin bilimsel / kiltiir sanat yayinciligi ve bu alandaki Turkce bilgi
ve orneklere erisimin nadirligi de g6z oniine alindiginda, kiymetini daha da fazla belli eder. Kazi

Resim bu acidan tam bir ‘ustadan, ¢iraga’ kagit tizeri atolye / rehberdir de denebilir.

Golond, ayni kitabin 88’nci sayfasinda ustasi Hayter’e su atifta bulunur: “Hayter’in ileri siirdiigtine
gore, kazi resmin (graviirlin) resim ve heykel sanatlari ile bircok ortak yanlari vardir. Bu sanatlarin
her cesit doku ve degerleri kazi resim teknikleri ile verilebilir. Hatta, bliylik elastikiyete sahip

olan baski sanatlarinda daha denenmemis bir¢cok yollar vardir ki, malzemelerin verecegi
beklenmedik sonuclar (stirprizler) sanatcilara yeni arastirma olanaklari saglayacaktir. Deneme
ve arastirmalara agik olan baski sanatlari, zamanimizin en 6nemli anlatim yollarindan biri

durumundadir.”?

“Sanatimi, cok sevdigim antik sanatlar, folklor daha genis deyimiyle Anadolu’nun gizem dolu
kiltirtiyle birlikte gotiiriyorum. Bu gizemi belirleyen en énemli unsurlardan biri kelime ve kelime
kokleridir. Eserlerimde kullandigim konular bicim ve anlam birlikteligi hecelerle blitiinlegip daha
bir derinlik kazaniyor ve anlam cogalmasina yardimci oluyor. Kisacasi, her hangi bir konu tek bir
hece ile baslayip, genisleyip, ayni sesi iceren yabanci kelimelerle bliitiinlesip evrensel bir acilima

dogru gi nim sergiledigim resimlerin her biri, genel bir konuyu alip, arastirip, seyirci

dusinc i bir boyut kazanarak tekrar olusur.™
Anadolu fo una getirdigi cagdas yorumla, Tlirk ve Dlinya sanat tarihine mal olmus sair,

elestirmen ve ressam Bedri Rahmi Eylibodlu’nun, Ford Foundation ve Rockefeller bursu ile
1960°d

A dgrencisi GOlonU’nlin yazgisi arasinda, nazik, naif bir yakinlk bulunur.

eley University’e konuk profesor olarak gitmesiyle, Devlet Giizel Sanatlar

, EY ncisinin yapitlarini, kendisine 9 Ekim 1970’te el yazisiyla yazdigi

bir hatira la da ove

Reis eline saglik, sergini sevdim.” Hatta ustasi, ¢ciraginin kimi

res ne de talif gu otta beyan eder.* Usta cirak bununla da kalmayarak iki
nra oul Levent ikdere Caddesi’ndeki bir 6zel sirket merkezine, Roche ilac; Fabrikasi

darltg , eserlerin Eyiuboglu ve Mustafa Pilevneli ile birlikte kondurur.

ort Ca ve Jean - F Sartre ile Simone de Beauvoir gibi dislinUrler tizerinden,

bluse akiminin s¢ -politik ve kilturel-estetik giindemi belirledigi, ‘1968 bahari’nin

un baski resim tekni > duvarlara alabildigince isyankar bir yaraticilik icinde kendini

sittigi Bir donemde, diiz Golond, Devlet Bursu kazanarak, Paris’e gider. Hatirlanacag gibi,
932’de bi

M[alek: rullah Ber tavsiyesinin de etkisi vardir ve vaktiyle istanbul Resim ve Heykel

boglu gina, Paris Andre Lhote Atdlyesi’nde calismistir. Golonu’niin bu karari

esi’ni uduri olan, Akademi’nin en saygin profesorlerinden biri olarak da anilagelen Berk

aris Bienali’ne kirator-sergi komiseri olarak atanmis bir sanat¢idir.®

arihinde Alberto Giacometti, Yves Tanguy ve Hans Haacke gibi sanatcilarin katildigi,

1927’de

http://ww om.tr

kalan Atelier 17°de ‘viscosity’, yani tek levhaya ‘es zamanli - simultane

ley William Hayter’dan (1901-1988) baski resim egitimi gérmesi,

A.g.e. s.88
liger/etimoloji-art-gunduz-golonu
ndliz G¢ Arsivi, M at, Aralik 1972

diiz G@ Biyografi in Golond, Yildiz Golond, 2018
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Goloni adina oldukga 6nemli bir esiktir. Bu, baski resim adina Goloni Gslibunda énemli bir dil
metaforu yaratmistir da denebilir. Ayni anda bircok -form / motif / renk / soyutlama- bitinligu,
imgeyi Ust Uste ‘pozlayan’ Golond, bu estetik deneyselligiyle, ele aldigi her bir baski resim
kagidini / belledi Gizerinde kazi yapabilecegi bir tir zihinsel arkeolojik site alanina ¢evirmeyi goze
almis gibidir. Hatta gazeteci Selmi Andak’a, Altin Palmiye Uluslararasi Odiili’nii aldiktan sonra
verdigi bir roportajda, yine ustasi Hayter’den, sanatina hayati boyunca yol gosteren su ifadeyi
alintilar: “Espas, devamli ilerleyen zamana orantili olarak, hareket halinde bulunan nesnelerin

yoén ve yollarini gésteren ¢izgilerle dolu bir bosluktur.”®

Keza, kelimenin imgeyle kurdugu sanat tarihsel ve kilturel iliski, akademik olarak da Golond’niin
ilgisini ta 1967’den bu yana ¢ekmistir. Sanatginin hazirladigi lisans tezi, “Eski Misir Sanatindaki
Dekoratif Elemanlar” bashgini tasimaktadir. Eski Misir sanatinin bilgi tasiyici islevi ve gorsellige
tanidigr agirlik ile, ilettigi kaligrafik estetigin bugtine deg@in strmus tutarlihgi, Golonu’nln sanat

anlayisini kavramsal ve gorsel olarak tayin edecek unsurlar arasinda sayilabilir.

Bunun gibi, sanatginin gencliginde Osmanh kiltlrl Gzerinden izleyip etkilendigi 16’nci Yizyil
Bosnak asill matematikgi, tarihci ve hattati Matrakgi Nasuh (Nasuh bin Karagoz bin Abdullah el-
Bosnavi) imzali minyatir / haritalari, Nakkas Osman’in eserleri ve Piri Reis’in cografi yapitlarinin
da katkisi, yadsinamaz.” Bu unsurlar, Goloni’niin de kendisini ¢cok yonli bir Ronesans kdltir -
sanat insani gibi ‘Akademi’ ilkelerine evrensel olarak bagh kilmasini, cok disiplinli bir yaklasimla
eserlerini plastik ve kavramsal yonde beslemesini de mimkun kilmistir. Yine, kendisinin
olaganusti bir sabirla kdgitlara isledigi leke-motifler, soyut disavurumcu kompozisyonlarla da
muinasebet haline girmekten ¢ekinmez. Bu duruma 6rnek olarak da, sanatc¢inin 1983 tarihli

San Francisco Bay (Resim 1) adli eseri verilebilir.

Atelier 17'nin, Le Corbusier’den Louise Bourgeois’ya, Alexander Calder’dan Salvador Dali’ye,
William de Kooning’den Marc Chagall’a ve Jackson Pollock’tan Pablo Picasso ve Mark
Rothko’ya uzanan katilimci gesitliligi ile 1940 ve 1950 arasinda da New York’da hizmet vermesi,
Hayter ve ‘ekolliniin’, Fransa ve ABD arasindaki baglarinin tarihsel tohumlari olma niteligini

kazanir. Atelier 17, 1950’de yeniden Paris’e doniis yapacaktir.®

Ayni benzerligi adeta kendine rehber edinmisgesine, Gindliz Gol6nu de, kariyer ve
yasam tercihini, 1979’da Hayter’in 6grencilerinin ABD, Kaliforniya’da kurduklari Kala Sanat
Enstitlisii'nlin bir Uyesi olarak yapar. Kendisi bundan énce de, San Diego ve St. Paul ile

New York’a, davetli ve burslu olarak, yine akademik ve sanatsal amaclarla gitmistir.

Baski resim, tarihi ve dogasi geredi, ylizey Uzerine hayatin ve insan eyleminin izdlgtmlerini

kimi zaman dlumsuzlestirmek, kimi zaman da nesiller arasi iletisimi kurabilmek niyetiyle bir
bicimde birakmak olarak da tariflenebilir. Denebilir ki, Glindliz Golond, yapitlarini evvelce birer
bilgi tasiyici arac - medium olarak gérmekten hi¢ vazgecmez. imgeye bu sorumlulukla yaklasir,
ilettigi bilginin ¢cok sesli ve mumkin olan en derin ve uzun émdurld imasini, sanatin coksesli
anlatim olanaklariyla, esnek bir tavirla arastirir. Bu sirada diinya, Kanadali iletisim uzmani Marshall
McLuhan’in bir s6ziinl de, ayni adl kitabindan yola ¢ikan bir hararetle glindemine almakta ve

tartismaktadir: “Arag, mesajdir.”/ “Medium is message.” Luhan su ifadeleri kullanir: “Icerik yerine

6  Glindiz Gél6nii Arsivi, Cumhuriyet, 16 Kasim 1970
7  Gundiz Goloénu, Biyografi, Haz: Berin Golond, Yildiz Gélond, 2018

8  http://www.ateliercontrepoint.com/a171.html

bicime egilmek gerek. iletisimin sekli belli iletiler icin tercihe sahiptir. icerik daima belli bir sekilde
vardir ve bu bicimin dinamigi tarafindan bir dereceye kadar yéneltili. EGer arag¢ bilinmezse, mesaj
da bilinmez. Bu anlamda arag, ortak iletidir. Ara¢ kullanan kisilerin algisal aliskanliklarini degistirir.

Arac yansiz degildir. Kisilere oldugu kadar topluma da mesaj verir.”

Bilginin - mesajin gorsellestiriimesi, sanat hayati boyunca Golonid’nuin en vazgecilmez meselesi
halinde olmustur. Bu konuyla uygarlik tarihi ve mizigin metinsel ve ikonografik temsili Gzerinden
de derin ilgi duyar, arkeoloji ve etimoloji gibi dnemli disiplinlerle bagini hi¢ koparmaz. Bilgi ve
imgenin Diinya ve evrene nasil kalici bir iz biraktigi, ddnemin bilim ve toplum glindemini de
mesgul eder. Hatta “1977 senesinde Go6l6nii American Institute of Nautical Archaeology’nin
kurucusu ve Texas A&M University’in Sualti Arkeoloji bolimdiiniin baskani George F. Bass’in Serce
Limani kazi projesine katilir. Ekip (yesi olarak batiktan ¢cikan 11. ylzyil Bizans cam objelerin teknik

cizimlerini yapar.”™®

Sanatgl zaman kavramini isledigi 12 Months/Zamandala (Resim 4b) eserinde de, gorsel yonden
Hindistan’in Goa eyaletinde bulunan paleolitik Usgalimal tas kalintilarinin gokytiziinden gorilen
formu arasindaki bicimsel benzerlik, dikkat ceker. Goa’daki dongusel/spiral petrogliflerin, bir

takvim anlayisini simgeledigi bilinmektedir."

Ornegin, bir dilin kelime varligini, sekil, ciimle ve anlam bilgisi acisindan ele alarak tiiretmede
gorev alan birimlerini, birlesik kelimelerini, kaliplasmis sekillerini, deyimlerini, atasozlerini,
alinti kelime ve benzeri 6gelerini inceleyen, bunlarin koken yapilarini arastiran, sekil ve anlam
bilimi acisindan gecirdikleri degisme ve gelismeleri belirleyen dil bilimi dal olan ‘Leksikoloji /
Lexicology / Kelimebilim’, yapitlarinda 6nemli bir estetik ve gorsel anlatim araci olarak yerini
alir. Bircok yapitinda oldugu gibi, 1985 tarihli ve renklere odaklandigi Seasons (Resim 5) ve

1996 tarihli Time (bkz sayfa 124-127) gibi eserleri buna birer 6rnek olarak anilabilir.

Golond’nlin bu baglamda kelime-koken bilimi ‘Etimoloji’ ile iliskisi de hi¢ bitmeyecektir. Ayni
sekilde -Ankara Universitesi Dil-Tarih ve Cografya Fakiiltesi Dilbilim Bslimii Ogretim Uyesi Dr.
Ozgiir Aydin’in tabiriyle aktarirsak- sézctigiin bicimsel gériiniisii ile ilgilenen ‘Morfoloji’yi de bir

plastik dil tiretim metodu olarak, Géloni eserlerine siklikla dahil eder.?

Oyle ki, Amerikan Havacilik ve Uzay Bilimleri Kurumu NASAnin 1977°de iki ayri rota ile evrene
20 Agustos ve 5 Eylul’'de ABD’nin Florida eyaletinden yolladigi ‘Voyager’ araclari da, tasimakta
olduklan ‘Altin Plaklar’ ile Gundiiz Goloni’nin kiltiirel ve estetik misyonuna adeta kozmik birer

gondermede bulunur.

Voyager | ve II'nin dikkat ¢ekici bir diger yani da tasimakta olduklari altin plaklardir. Her iki aracin
da uzerine monte edilmis halde duran altin plaklar, insanogluna iligskin cesitli tanitim verilerini
tasimaktadir. Bunlar arasinda, Diinya’dan 115 adet goriintii, rlizgar sesi, firtina sesi, kus sesi,
balina sesi gibi dogal ses 6rnekleri, gesitli kiiltlrlere ait mizik 6rnekleri, 55 farkl dilde sesli
selamlama mesaiji bulunur. Sesli selamlama mesajlari, alti bin yil dncesine ait Akad dili ile

baslayip, bugtiniin modern Cincesi ile bitmektedir® Bunlar arasinda bir adet Tlirkce mesaj da

9  https://medium.com/@ozdemirsuat/medium-is-message-nedir-2703ae0703f8

10 Gilndiz Gol6nd, Biyografi, Haz: Berin Golond, Yildiz Golént, 2018

11 http://digitalgoa.com./stone-age-carvings-in-goa/

12 https://acikders.ankara.edu.tr/pluginfile.php/18165/mod_resource/content/0/sozlukbilim_izlek02.pdf

13  https://soundcloud.com/search?q=golden%20record
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vardir ve su sekildedir; (erkek sesi ile) ‘Sayin Tiirkce bilen arkadaslarimiz, sabah-i serifleriniz
hayrolsun.’ Bunlar, Goloni’nlin yine Voyagerler gibi, birer mesaj sisesi olarak tarifleyecegimiz

yapitlarinda rastladigimiz tlirde bir kiiltirel derinlik arayisinin farkh birer yansimasi sayilabilir!

Seylerin kokeniyle ilgilenmek, Goloni’nin yapitlarinin ‘dogasi’nin da temellerini rasyonel bir
tavirla saglamlastirir, ama bir yandan onlari evrimsel bir yaklasimla kendiliginden ayiklayip
‘kataloge”de eder. Ornegin Goloni, ele aldigi istanbul (istamboul, 1969 [Resim 6], istanbul’da
Lodos, 1969 [Resim 7], My Town, 1970 [Resim 3]), San Francisco (Bay Area, 1982 [Resim 2],

San Francisco Bay, 1983 [Resim 1]) veya Minneapolis (Minneapolis Skyway, 1974 [Resim 8])

gibi konulari bu bittnlik ve tutarlilik icinde, neredeyse ansiklopedik, envanterci ama bir o kadar
da deneyci, risk tasiyici bir titizlikle gorsellestirir. Nitekim, 1967’de Sao Paolo Bienali’'ne katiimis,
1970’de ise Monte Carlo’da Uluslararasi ‘Altin Palmiye’ ddiiliinii alan sanatclyi, ayni yil istanbul’da
actigi erken dénem kisisel resim sergisi icin Zeki Faik izer kaleme aldigi tanitim metninde sdyle
takdim eder: “Yirminci asirda, herkesin kendi ‘macerasini yasama’ pesinde kostugu bir devirde,
geleneklere ve saheserlere bagl kalmanin manasini ve glicltigiini bilen sanatkdérlardan biri

de, stiphesiz Glindiiz G6l6nu Ginduz’'ddr. Bu bagliigin sadakatin derecesi, geometri acisi

gibi rakkamlandirilamayacagindan, hislerini ve heyecanlarini da sinirlamak imkdénsizdir. iste

bu cetrefil yolda bizi yonetecek olan sey esasli bir sanat egitimi olduktan sonra, yalniz kendi
icglidimdzdiir. Glnduiz’t, ‘macerasini yasama’nin bir macera oldugunu bilen ve ileriyi emniyetle

goren genc dederlerimizden biri olarak taniyorum.”

Adnan Coker de, o sirada heniiz 30 yasinda bulunan sanatciyi sdyle tarifler: “..Insan esprisi, bicim-
renk arasina uzaklik ve yakinlik gerilimini katar. Bicim ya da renge vurgu, sanatgr karakterinin
dogal sonucu olarak kabul edilir. iste, Giindiiz Gol6nii renk, bicim ve kaligrafik dederlerin sorununu
cozmek icin kargsimiza gikiyor. Onda bicim problemi, ‘kendine karsin’ renk planinin arkasina
gecmenmistir. Her iki eleman ise, kaligrafik vurgulu gériintlye ulasiyor. Diz isikli yiizeylerin (zerine
bindirilen cizgiler, bélgesel oldugu kadar, blitiine faydali olmaya calisiyor. Yalniz bunlarin ylizey

lizerine eklenmis izlenimi vermesi, sanatginin teknik problemlerinden biridir.”"®

Golond, 1960-1970’lerin televizyon ve sinema ile calkantili popdtler kilttir diinyasinda, plastik
sanatlarin Ustlendigi islevi de yaratici deneylerle sorgulayan bircok drnege imza atar. Baski
eserlerinde (cagdas) mitologyadan (Su Kenari, 1972) erotizme (Adam and Eve, 1984), savas
karsitl, muzik, evrensel kardeslik ve ekoloji yanlisi ‘Cicek ¢cocuklarsin 1970’ler ‘Psychedelic Art’
esin zenginliginden (Summer Rain, 1974) doneme damgasini vuran ‘Ay’a gidis’ vakasina (Moon
Landing, 1972) dek bircok konu zenginligine rastlanir. Bu seri calismaya Goloni’niin memleket
hasretini gercekustiici bir tavirla yansittigi ve stirglinde hayatini kaybeden sosyalist TUlrk sair
Nazim Hikmet Ran’in Davet isimli siirindeki, “Dortnala gelip Uzak Asya’dan /Akdeniz’e bir kisrak
basi gibi uzanan / bu memleket, bizim.” dizelerine gdndermede bulundugu 1974 tarihli baski resim
calismasi Nostalgia (1974) (Resim 9) da eklenebilir. Bu eser de, 1972 yilinda Dostlar Tiyatrosu’nun

Kerem Gibi isimli oyununda dekor olarak yer almistir.

Bu siirecte sanatcinin istanbul Melda Kaptana Sanat Galerisi’nde acilan sergisine ise, Giiltekin
Elibal su yorumda bulunur: “Gé/énd’niin resimleri, yansimasindan, nakislarinin bilincinden yeni

sesleri, gliclti ugrasin elverissizligini, déntismenin sinirlari zorlamasinda yeniden belgeliyor.””

14 https://voyager.jpl.nasa.gov/golden-record/
15 Glndiz Golond, Biyografi, Haz: Berin Golond, Yildiz Golont, 2018
16 Gundiz Golonu, Biyografi, Haz: Berin Golond, Yildiz Gélond, 2018

17 Gundtiz Golént Arsivi, Milliyet Sanat, Aralik 1972

Sanatcl ve gazeteci Nivit Ozdogru ise, agirlikla gicekli kompozisyonlarindan soz ettigi Gél6nii icin
1973’te yine sunlari dillendirecektir: “..G6l6nl’niin sentezinde sevgi ve bilgi var. Frikya’si, Lidya’si,
Bakdis’l, Selcuklu’su, Osmanli’si, Balikesir bengisi, cevresi, kilimi, Evliya Celebi’nin billdr kubbeli
hamami, ebrdsu, c¢inisi, Nakkas Osman’in Senlikname’si... Matrakci Nasuh’un, Yahya Kemal'in,
Ziya Osman Saba’nin istanbul’'u, Meviéna’si. Yunus Emre’si, Tophane Cesmesi, Yemis Odasi,

imroz Adasr’yla blitiin bir Trakya ve Anadolu: GoI6n(il”™®

Cagdas sanat da, bu sirada ABD’deki ylkselisini olanca ‘kavramsal’ hiziyla stirdlirmektedir.
Sozgelimi, yapitlarinda tipki Glindiiz Golond gibi, kelimelerin Urettigi imgeler ile imgelerin Urettigi
potansiyel anlamlar lizerine yogunlasan ABD’li Joseph Kosuth, bu lretken ve elestirel egilime
sahip sanatcilardan bir tanesidir. Kosuth bazi kaynaklarca post-modern sanatin da temsilcisi

olarak anilir.

Kosuth, Beral Madra kiratérliigiindeki bir Tiirkiye projesinde irlandal yazar James Joyce’un

o sirada Tirkgeye heniiz kazandirilmamis Finnegan’s Wake adli yapitindan yola ¢ikan ve bir
yerlestirme ile 19 ayri isini, adeta Glindiiz Golonii gibi, s6zcukbilim ve etimolojiyi cagristirircasina,
Turkce yerine daha geriden, Osmanlica terimlerden beslenerek yapitlarini sergiler. Ocak 2013’te
istanbul’da Kuad Galeri’de actii Uyanma sergisi vesilesiyle, sanatci Burak Arikan’in da katilimi
esliginde yaptigimiz 6zel sdylesisinde, gencliginde ifade ettigi “Her sey sanat olabilir. Sanat,
iliskiler arasindaki iliskidir, yoksa nesneler arasindaki iliskiler degil,” ifadesini tekrarlamis ve
s6zind soyle surdirmistlr': “..Gercekten de sézlerin arasina bakmali ve nesnenin étesine
gecmeliyiz. Bu anlamda kendimizle birlikte ise kattigimiz tiim cerceveleme aygitlari, sunulan ise
akseder. Mevcut tiim kabul dinamikleri burada yer alir. Sanatgi, Dinyadaki yapitindan da éteye
gecmekle yukimli olur. Modernite ile birlikte olusan yaygin inanis, sanatcinin sadece renk ve

bicimlere dayali olarak calistigi ile ilgiliydi. Biz béyle degdiliz. Biz anlam araciligiyla ¢calisiyoruz.”

Bulyuk sehirler ve kultir endustrisinin ezici, yorucu kapitalist tiketim iklimine bir panzehir gibi
isleyen ve ‘Cicek cocuklar'in Dogu’ya aciimalarinin 6nlint acan Zen kultirdnun bir yansimasi
da, geleneksel Japon Haiku resim-siirleri ve degerli elyazmasi-gorsel yayin gelenegi ‘Akordeon

kitap’lar olarak kayitlara geger.

Yasaminin 6nemli bir kismini bu egilimlere a¢ik San Francisco Korfez Bolgesinde geciren Glindiiz
Golond, bu Japon kitap sanatinin ve metinlerle imgelerin yalin ve felsefi bir yaklasimla ‘sevistigi’

Haiku el yazmalari - resimlerinin etkisini, trettigi bir seri yayinla da ete kemige burundurur gibidir.

Nitekim Gol6nU, San Francisco ‘Japantown’da lretimine baslayan Kala / Atelier 17 ekollinden
Archana Horsting ve Yuzo Nakano ile de Berkeley, Kaliforniya’da tanisir. Burada farkli Japon
kokenli sanatcilar, Japon baski sanati konusundaki tecriibeleriyle Kala’ya katkida bulunur.2® Japon
kaynaklarinda ‘Oriho’ ve ‘Orihon’ olarak da iki ayri tir ve teknikle tariflenen akordeon kitap

egilimi, kendisini sutra baskilari ve Budist metinlerin Cin’deki 6teki baskilariyla da gostermistir.!

Glnduz Goloni’nin, ham maddesi kiresel kiltlr tarihi de sayilabilecek sanatgi kitaplari, bilgiyi
muhafaza edip ona insanliga birakilabilecek emanet misali yaklastigi birer ‘barinak’ gibi, ihtiyat

ve nezaketle tasarlanmistir. Farkli tematik ciltler izerinden, geleneksel ve geometrik soyut

18  Glindliz Gélénd Arsivi, Milliyet Sanat, Nisan 1973
19 https://issuu.com/artunlimited_tr/docs/au20
20 Berin Goloni, Archana Hosting ile gerceklestirilen réportaj, Aralik 2016

21  https://www.futurelearn.com/courses/japanese-rare-books-culture/0/steps/17241
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motiflerin birbiriyle ve birbirine diismeksizin nefes alip veren grafik siizgeg / filtre / ‘1zgarasinda’
varlik gosteren turli form ve semboller, bu kitaplarin asli misafirleridir. Elbette kendisinin 1974
tarihli Pipe Dance (Resim10), Flamingos (Resim 11) veya Osmanl mimarisi ve motif gelenegine
goéndermede bulundugu, 1971 tarihli flahi Kapi ve 1974 tarihli Sinan-1 Atik (Resim 12) ile Mimar
Sinan (Resim 13), Cinide Akisler adli baski resim yapitlari 6zelinde, bircok eserinde de bu egilim
karsimiza ¢ikar. Formlar sembollerden, semboller ise formlardan bu ara ylizeylerde beslenerek,
iliskisel ve kuskucu bir estetige dogru, mimkun olan en verimli bir sekilde sonsuz ihtimaller

parantezinde kucaklasir.

Bu yonuyle ingiliz tarihci Peter Burke, Kiiltiir Tarihi isimli akademik galismasinda, cok sik
kullandigimiz bu kavrami, ‘kiltir’'t soyle yorumlar ki, az 6nce degindigimiz gibi, Gindiiz
Goloni’nlin sanatsal malzemesinin, bizatihi olus ve akis halinde bir mefhum olan kdiltirin kendisi
olduguna dair iddiamiz, su ifadelerde bicimlenmis gibidir: “..Kdltur terimi, *halk’tan bile sorunludur.
Burckhardt’in 1882°de soyledigi gibi, ‘kiiltiir tarihi belirsiz, miphem bir kavram’dir. Eskiden, bu
‘yiiksek kdiltiir anlamina geliyordu. Zamanla ‘asagiya dogru’ yayilmis, egretilemeyi strdlrlirsek,
‘asagi” ya da ‘halk kdiltiird’ni de kapsamaya baslamistir. Daha yakin dénemlerde, ‘yanlamasina’
da genislemistir. Kdiltir terimiyle, glizel sanatlar ve bilimler kastediliyordu. Sonra glizel sanatlarin
ve bilimlerin popdler karsiliklarini - halk mizigi, halk tibbi vb. - anlatmakta kullaniimaya baglandi.
Son kusaktaysa, genis bir (imgeler, araclar, evier vb. gibi) yapintilar (artefacts / insan yapisi seyler)

ve soylesmek, okumak, oyun oynamak gibi) uygulamalar dizgesine génderme yapmaktadir..”?

Ornegin, sanatciya ait 1983 tarihli Transfiguration2 (Resim 14), veya 1985 tarihli The Book of
Wood (Resim 15) ya da 1984 tarihinde Urettigi, The Universal Breath: The Interaction Between
Chaos and Order (bkz sayfa 106-107) bu ‘akiskan’, degisime agik dénisimiin erken orneklerinden
olarak, farkli satihlar arasinda izleyiciye gecisler vaat eden bir tir metafizik ‘kapilar kapisi’ silsilesi
gibidir. Kagitlar tizerine birakilmis devasa imge-ansiklopedileri olarak da tariflenebilecek yapitlar,
modern sanat¢l M. C. Escher’in optik ve psikolojik cikisli, grafik ve dilbilimsel elestiri ve yorum da

ihtiva eden eserlerini de cagnstirmaktadir.

Dogu ve Bati motif hafizasini saygin bir askinlk ile icinde tutan bu nesne-yapitlarda, dnceleri
kinyeleri disinda ¢ok az kavram ve kelime ile karsilasilir. Golonid’niin eserlerinde kavramlarin
gecirdigi anlam ve goriiniim dontsumlerinin izleyicide birakacagdi etkilere, tipki 1986 tarihli, siyah
beyaz motif agirlikli Deduction/Additionda (Resim 16) oldugu gibi miimkiin mertebe en sabirli
sekilde, yatay bir bakisla, konsantre bir yaklasim icinde musaade edilir. Bir piktogramin imge ve
simgeye hangi kosullarda burtindugu, Golond’nun muzik ve zaman ile dans disiplinleriyle de

ilgilendigi arastirma ve uretim konusudur.

Sanatcl bu yontyle dilin ve ele aldigi kavramlarin semantik arkeolojisini Stimer ve Latin, Eski
Yunan, Arapca ve Eski Tiirkce, Osmanlica, ingilizce gibi bircok dilin akustik ve yazinsal
refakatiyle, plastik olarak da heterojen karakterdeki eserlerinin tabakalarina sindirir. Yapitlarindaki
doku ve motiflerin art ardahgi ve cesitliligi de, ilgilendigi kelimelerin ‘duyusal ve duygusal isilarr’
ile Ust Uste geldiklerinde, ortaya ¢ikan bu his Golonid’niun bir bicimde ‘metafizik’ olani fiziksel ve
saklanabilir kilma gayretini disundurir. Bu yonuyle sanatcinin ¢calismalarinda yer, deniz ve gok
haritalarinin kasif - karakteri de varlik gosterir.

El isciliginin de ruh ve zihin isciligi kadar kiymetli oldugu, Uretim safhasinda sagaltici / meditatif

bir sik(inet barindiran bu yapi(t) kitaplar, evren ve dogadaki mikrobiyolojik, prizmatik, organik

22 Peter Burke, “Kdltlr Tarihinin Sorunlan”, Klttr Tarihi, Ceviren: Mete Tuncay, istanbul Bilgi Universitesi Yayinlari, 2006, s.40

ve kaotik form sinirsizligina oldugu kadar, rasyonalite, kozmik olct degerleri ve geleneksel motif
hafizasina da olumlu gonderme ve 6vgude bulunur. Bir baska aclyla sdylersek, doganin ve icinde
evrilen insanoglunun biraktigi bittin izler, Richard Wagner’in 19°’ncu ytlizyilda ortaya koydugu
‘Topyek(n Sanat Yapiti”’nin (Gesamtkunstwerk) birer parcasidir. Bu gecgisken grafik siizgecler,
tipki sanatcinin 1985 tarihli kitabi Fire, Air, Water, Earth (Resim 17) veya 1986 tarihli L Book

(bkz sayfa 109-112) gibi, birbirleriyle ikonografik ve plastik olarak dayanisma icindedir.

Bunun bir baska 6rnegi bireyin evrendeki tekilligini, yasam kavgasini buytk bir kirilganlk ve
glizellikle sembolize eden, 1971 tarihli Spider and its Pray (Resim 18) isimli, soyut, disavurumcu
0zgln baskidir. Daha 6nce andigimiz ‘Psikedelik’ soyut disavurumcu egilimi, Goloni’nlin
neredeyse manevi bir metaforla gérsellestirdidi, 1980 tarihli, renkli Light Bowl (Resim 20) baski
resim calismasi ile de gérmek olasidir. Bu yonlyle Escher’in 1968 tarihli Metamorphosis Il/1ll isimli

yatay-grafik calismasi ile Golonu arasindaki gorsel akrabalik da dikkat ¢ekicidir.

Goloni’nin esi Yildiz Goloni’niin de, bu yayindaki kapsaml biyografide ABD’de yasayip calisan
sanat tarihci kizi Berin Golonu ile ortaklasa vurguladigi gibi, Glindiiz Goloni en basindan beri
Anadolu ve Avrupa’daki kilturel gesitlilige kayitsiz kalmamustir. “Gé/6nd, 1961 yilinda Akademi’den
mezun olur. Ayni yil Anadolu folklor sanatlarina yonelerek Tlirk Folklor Kurumu’nun dlizenledigi
folklor oyunlarina katilir, folklor ekibinin gdésteriler yaptigi Balkan ve Anadolu sehirlerini gezerek,
Turk halk sanatini yakindan inceleme olanagi bulur. Bu dénemin etkileri Sanat¢inin yasami

boyunca farkli tekniklerde liretilmis eserlerinde kendini gbsterir.?3

Bu acidan ‘Zamanin Ruhu’nu (Zeitgeist) en yogun bicimde kayit altina alip, en bireysel sekilde
temsil etmeye 6zen gosteren Golonu, 6zgurlik, esitlik ve kardeslik ilkelerinin evrensellestigi
1789 Fransiz Devrimi’nden bu yana popliler hale gelen bu kavrami eserlerinde bir bicimde
icsellestirmis de goriinir. Almanca ‘Zaman/Zeit’ ve ‘Ruh/Geist’ kavramlarinin bilesimiyle ortaya
cikan bu diistince bicimi ilk olarak 1769’da Riga’da yayimlanan Giizel Bilim ve Sanat Uzerine,
Yeni Yazilara Gore, Elestirel Ormanlar veya Yansimalar (Kritische Wélder oder Betrachtungen,
die Wissenschaft und Kunst des Schénen betreffend, nach MaRgabe neuerer Schriften) bashkli

yazisinda, 19’ncu ylzyil sair ve filozofu Johann Gottfried von Herder tarafindan telaffuz edilir.

Bu calismasiyla Herder, tarihte, belirleyici 6genin genel olarak insan degil de; su ya da bu tirden
insanin, genel ozellikleri oldugunu savunur ve bu iddiasiyla da, ayni zamanda antropolojinin de
babasi sayilir. Bu acidan Gunduiz Golont’nun yapitlarindaki evrimselligi, ‘Zeitgeist’ anlayisindaki
‘dogal evrim’ mantigiyla da iliskilendirmek olasidir. Clinkii bu anlayisa gore, doga da tarih

de, siirekli olarak doniisen, yani olus hali icinde olan alanlardir. Tarih, doganin bir alani
olmakla birlikte, tarihsel olaylar, dogal olaylar gibi, kesin bir yasalilik ve nedensellik tasimaz.
Zira, tarihi belirleyen en 6nemli 6ge, genellik degdil de, bireyselliktir. Tarihte yasalar aramaktan

vazgecilmelidir, her tarihsel olay bir kez ortaya cikan bir gergekliktir.2*

Bu acidan, zamanin ruhuna gosterdigi saygl ve sadakat ile Glindiz GolonU’yd, icinde bulundugu
kilturel kronoloji ve cografya bakimindan da bir cagdas sanatci olarak tariflemek yanlis olmaz.
Modern sanatin 1860-1960 yillari arasinda émriini gecirdigini?® goz onlinde bulundurdugumuzda,
bu eserlerin Uretildigi Kaliforniya eyaletinin giineydogusuna diisen Los Angeles’ta yasayip, calisan

ABD’li kavramsal sanatcl Ed Ruscha’yi da, tipki az 6nce andigimiz cagdasi Joseph Kosuth gibi,

23 Glndiz Goélond, Biyografi, Haz: Berin Golon, Yildiz Goléni, 2018
24 https://www.turkcebilgi.com/zeitgeist

25 Peter Burke, Agm, Age, istanbul Bilgi Universitesi Yayinlari, .40
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bu vesileyle hatirlamak, Golonu’niin yoneldigi sanat anlayisinin ‘gtincel’ligi acisindan da faydali
olabilir. Ruscha’nin kavramlari imgelere sindirme metodu, onlara sagladigi ruhani, plastik, grafik
ve optik bilumum arkaplan/zeminle kendini belli eder. Ancak Ruscha’nin estetigi, bire bir olmamak
kaydiyla Golonu’ye kiyasla grafik sanatindan ve ABD pop kiiltiirl ile reklam Uretim pratiginden
daha feyz alir bir sosyolojik - elestirel karakterdedir denebilir. Atelier 17 New York konugu Jackson
Pollock’u da bu acidan, gdsterdigi soyut disavurumcu tavirla anmak uygun olacaktir. Bu asamada
yine Goloni’niin 1975te verdigi bir sdyleside kendisiyle ilgili kullandigi su ifadelere dikkat etmek
gerekir: “Onemli olan, bir heykeltiras gibi baski plagini hazirlamak, bir ressam gibi boyay baski

plagi Gizerine aktarmak ve bir kimyager gibi boyalarin yag miktarini ayarlamak.”2¢

Bu dogrultuda yine, sanat elestirmeni Yildiz Cibiroglu da, daha 6nce kaleme aldigi bir analizde,
Goloni’nin ‘ikon-resim’lerini soyle yorumlamistir: “Giindiiz Golénd’niin resimleri icinde bir grup
resim, alisiimisin disinda olmalariyla dikkat ceker. Bu kategoriye giren resimleri, zincirleme
sézclkler dizisiyle ve onlarla bagintili birtakim imgelerle olusmustur. S6zclik dizileri rastgele
degildir, onlar C. S. Peirce’in ‘ikon sézclikler’ dedigi - ayni s6zclik sesiyle - kodlanmis kelimelerdir.
Dilbilimciler, kelimelerin elli ya da yiiz binyillik oldugunu séyledigine gére, kelimelerin tarihi,
milletlerin tarihinden eskidir. Kelimelere eslik eden kalitimsal mitler (arketipler) ise (Jung’un dedigi
gibi) kisiden kisiye degisimlere ugrasa da ‘temel sema’ diinyanin her yerinde aynidir ve kusaktan
kusaga genlerle aktarilirlar. Sescil olan ikon sézcliklerle gorsel olan kalitimsal imgeler, etle tirnak

gibi birbirinden ayrilmaziar ve bilincdisinda korunurlar.”?”

Golond’nlin bu noktada 6zellikle anilabilecek bir diger 6zglin baski calismasi, 2006 tarihli
Organik Geometrik (Resim 19) sayilabilir. imgenin hafizasini, giinimiiziin en biyiik ve hizli, teknik
kdlttr okyanusu, ‘Dinya capindaki ag’ ile sembolize eden (www.com) GolonU, bu kisaltmanin
gorsel akrabalarini, Avustralya’dan Asya ile Kuzey Afrika’ya dek arastirir. Bu yapitta Catalhoyik’in
Neolitik dénem, yani M.0.6 bin ila 8 bin arasinda ortaya koydugu tarihi kadin heykelciginden?,
Anadolu motiflerine, Modern sanatin 6ncist kabul edilen Marcel Duchamp’in bir pisuar ile sanat
tarihinin gidisatina yon verdigi, 1917 tarihli Cesmesinden Avustralya’nin 2003 Pritzker Mimarlik
Odiilii ve 2007 UNESCO Diinya Kiiltiir Mirasi belgesi sahibi, Danimarkali mimar Jorn Utzon imzali
Sydney Opera Binasi'na degin bir imgesel gesitlilik gdze carpar. Elbette bu kiiresel okuma ve
yorumlama egilimi dretim ve hayatinin sonuna kadar sanat¢inin yansittigi bir tutum olacaktir.
Tipki, 1996 tarihli Bath (bkz sayfa 128-129) serisinde veya astroloji ile kozmolojiye ilgi duydugu
ayni tarihli Spherede (bkz sayfa 120-123) oldugu gibi. Bu yontyle Bath isimli seride de Akdeniz
yunuslari, eski Roma hamamlariyla, Leonardo da Vinci’nin ‘Vitruvius Adami’ Enderunlu Fazil'in
18’nci yuzyilldan glinimize tartisma ve ilgi yaratan Zennendme’de yikanan kadinlar minyaturiyle
bir araya gelir. Bu acidan, Golonu eserlerinin kisiligi de, olabilecek en yalin 6zetle s6zl yine yapita
birakirsak ‘organik/geometrik’tir, yani hem ruhsal, hem zihinsel bir kékenden gelir. Hem dikey,
hem yatay, hem dlisey ve hem de spiraldir. Yani fiziksel ve metafiziksel baglamda zaten eklektiktir.
Geride kalan ve simdiden ileri gidenler bir arada, bir andadir. Yapitlarindaki soyut, somut iliskiye
imgesel olarak baktigimizda, aslinda Dunyanin ta kendisinin de doga ve insanlik arasinda

birakila gelen anlamh ve anlamsiz, 6lumlu ve dlimstlz, parcalar ve butinlerden ibaret kalintilar,
sembollerden ibaret oldugu anlasilir. Daha acik bir ifadeyle, bulunmus yazitlar ve arkeolojik
kalintilarin bircogu zaten parcalar halindedir. Bu gorsel olus, Golonu icin de degerli bir plastik
referans olabilir. Tipki, Londra>daki ‘Rosetta Tasr’, yani insanoglunun ilk diplomatik ‘ceviri Gruind’
gibi. Rozetta ya da Rosetta tasi adiyla anilan siyah bazalt levha, 1799’da Nil’in bati kolu Ustlindeki

26 Glindiiz Gélénii Arsivi, Milliyet Sanat, Ocak 1975
27 Yildiz Cibiroglu, Artist Modern, Haziran 2010

28 http://arkeofili.com/catalhoyukte-eksiksiz-bir-kadin-heykelcigi-bulundu/

Resid (Rozetta) kenti yakinlarinda bir kale yapimi sirasinda, Napolyon’un ordusundaki Pouncbard
adindaki bir subay tarafindan bulunmustu. Buglin British Museum’da sergilenen bu tas, diizgin
bir bicimi olmayan, 120 cm uzunlugunda, 75 cm genisligine, 30 cm kalinliginda, kdseleri eksik,

masif bir levhadir. Uzerinde Yunan, hiyeroglif ve Misir dilleriyle yazilmis lic degdisik yazi tiirii vardir.

Bu acgidan, sanatcinin kiiresel agi betimledigi Organik Geometrik yapit adeta, Goloni’niin hayati
boyunca lretmeye calistigi 6limsiz insanlk kitabinin da kapadi, sanatciya ait bir sembolik ‘selfie’

/ oto-portre derinligindedir.

Bu yoniiyle, 15 Ocak 2007 de Jimmy Wales tarafindan internet iizerinde kurulan ‘Ozgiir
Ansiklopedi’yi (Wikipedia) organik/geometrik bir dncul olarak da nitelemek, olasidir. GolonU
yapitlarinin bigim ve icerik karakteristigini aciklayabilmesi bakimindan, Ansiklopedi kelimesinin

ta kendisi de, degerli bir rehber sayilabilir:

Ansiklopediler hazirlandiklari devirlerdeki ilim, kiiltiir, sanat ve teknik gibi ¢esitli dallarin tamami
veya belli bir bélimliyle ilgili sahis, eser, cografi bélge ve miiesseselerin tanitimi veya kelime,
kavram, olay ve konularin izahi gibi her tiirden bilgiye belli bir sistem icinde yer verirler. Alfabetik
/ sistematik diizenlemeleriyle farkli konulara ait bilgileri kisa zamanda bulmaya yarayan ve
konular arasindaki bagintilari da belirten ansiklopediler, 6zellikle gliniimiizde, cok defa birden
fazla ilim adaminin sistemli ve uzun siiren ¢alismalari sonucunda ortaya ¢ikan hacimli ve kusatici

mahiyetteki bliyiik eserlerdir.

Latince encyclopaedia kelimesi Yunanca enkyklios paideiadan gelmekte olup “bilgi dairesi, bilgi
cemberi, genel egitim ve 6gretim” gibi bir anlam tasimaktadir (en- “-de” kyklios “daire”, paideia
“bilgi”). Bu kelime, eski Yunan ve Roma’da herkesin hayata atilmadan once 6grenmesi gereken
genel bilgileri ifade ediyor ve bu bilgi dairesinin icine de septem artes liberales (yedi serbest

sanat) denilen gramer, retorik, diyalektik, aritmetik, geometri, astronomi ve musiki giriyordu.
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1_ San Francisco Bay, 1983

2_ Bay Area, 1982

3_ My Town, Renkli viskosite, graviir Color viscosity, etching, 62,5x47 cm (49x35,5 cm), 1970

4a-4b-4c_ 12 Months Zamandala, 1995
15 parcadan olusan folyodan secmeler Selections from a 15 piece folio
Viskosite baskili ve el yapimi kagit lizerine kolaj Viscosity prints and collage on hand-made paper

36x29 cm (her bir parga each)

—_—— T

WZAMAR

5_ Seasons, 1985

Akordion kitap Accordion-fold book
Kansik teknik Mixed-media with intaglio
117x78.75 cm (117x350.5 cm)
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6_ istamboul, 1969

7_ istanbul’da Lodos, 1969

8_ Minneapolis Skyway, 1974

9_ Nostalgia, 1974

Renkli viskosite, graviir Color viscosity, etching

56x75.5 cm (44x55 cm)

10_ Pipe Dance, 1974
Renkli viskosite, graviir Color viscosity, etching

50x35 cm (29x22 cm)

11_ Flamingos, 1974
Renkli viskosite, graviir Color viscosity, etching

36x52 cm (25.5x43 cm)

12_ Sinan-1 Atik, 1974
13_ Mimar Sinan, 1974
Renkli viskosite, graviir Color viscosity, etching

38x27 cm (18x15 cm)

14_ Transfiguration 1, 1983

14

F—

Wik
\ L |\ W
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15_ The Book of Wood, 1985

16_ Deduction-Addition, 1986

17_ Fire Air Water Earth, 1985

18_ Spider and Its Pray, 1971
Renkli viskosite, graviir Color viscosity, etching

24.5x30 cm

19_ Organic Geometric, 2006
Graviir Etching

78x53 cm

21

20_ Light Bowl, 1980
Renkli viskosite, graviir Color viscosity, etching

69x52 cm (45x29 cm)

21_ “Yikanan” from the series Bath, 1996
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A BOUQUET OF
—OOTNOTES

Evrim Altug

Kazi Resim, written by Giindiiz Gol6ni and published by the State Academy of Fine Arts
(D.G.S.A)) in 1979, is an early study that allows the reader to get to know and understand the
artist and his life’s work, not only through the simplicity of its design, but also through its rich and

detailed content.

This text aims to provide ‘a bouquet of footnotes’ that shed light on Goloni’s works and

rocesses, and that®best approximate the artist’s own theoretical, technical, aesthetic and

00-2001), the artist brings together images and concepts from

[indtiz Golonl’s life’'s work offers us a site of ‘data’ excavation.
Let us now start to excavate this site using the artist’s own meticulous methodologies (perhaps
undertaking this process with the slight sense of apprehension detectable in his own work), using

our tnirfds, eyes and heart§ to%ecord the findings in their most intense and vivid form (painting),

afd distrifjut ese findihgs in the most accessible, democratic, and universal means possible

As someone who was encouraged to study art at the young age of five by his father, Golonu
confesses in his introduction that the book is meant as a practice-oriented, practical source. It is
rich in art historical and technical information, and reads almost like a manifesto. | quote the artist:
“The almost complete lack of sources in this field in our country forced me to take the initiative
to write this book. Metal plates that invite multiple techniques are at the centre of the book,
and the descriptions of the related procedures are prepared for in-class activities. (...) The first
three chapters, covering how to carve, ink and print metal plates, are described like a practice-
based experiment within a workshop, rather than an academic article. The categorization here
aims to illuminate all aspects of intaglio processes in detail. (...) The additional chapters titled
‘The Assessment of Prints’ and ‘The History of Printmaking’ provide students with a complete
evolution of the art of printmaking with all its phases. Images of key works are also added for

their reference.”’

Standing like a school itself, this book by the artist is the very first endeavour in its field in Turkey.
Separate chapters focus on the production of prints, how they are numbered/designated and
signed, how an artist should preserve the prints in his own collection, and explain the meaning of

an original print.

Chapter five investigates the history of printmaking. Here Goloni offers black and white

illustrations of images such as pre-historic rock carvings of Fezzan, Africa, reverse engraved

1 Giindiiz Gol6nii, Kazi Resim, Devlet Giizel Sanatlar Akademisi, No.68, s.1, istanbul, 1979

Sumerian seals and prints, Albrecht Diirer’s engraving titled Melancolia I, works by Francisco
Goya and William Blake as well as the British artist Stanley William Hayter’s composition titled
Amazon. One can better understand Kazi Resim’s real value when considerating the scarcity
of books published in Turkish on arts and culture in general and on printmaking practices in
particular, during this era. Kazi Resim reads almost like a workshop guide handed down from a

master to his apprentices.

Golonu refers to his teacher and master Hayter on page 88: “As Hayter claims, printmaking
shares much with the arts of painting and sculpture. All virtues of these arts can be achieved
through the intaglio technique. With a great elasticity, the art of printmaking still possesses many
unexplored paths that offer unexpected/surprising results and provide artists with novel areas

of research depending on the materials that are used. The art of printmaking is quite open to
experiment and research, and it can be considered one of the greatest methods of narration in

our time.?

The artist shares the following in an interview: “My art relies on the arts of the antiquity, folklore,
and the mystical spiritual traditions of Anatolia. Words and their etymology have much to do
with this mysticism. The themes in my works as well as the unity of form and meaning merge
and engender a multiplicity of meanings. Themes start with a syllable, then expand, and then
merge with foreign words that contain the same sounds — this points at their universality. Each
of the works that | exhibit deal with a general theme and investigate it; once it is perceived by a

spectator, it accumulates new meanings.”

Goloni’s destiny shares similarities with his teacher at the State Academy of Fine Arts in Istanbul,
the internationally-recognized poet, critic and painter Bedri Rahmi Eytiboglu. Best known for his
modern interpretations of Anatolian folklore, Eytiboglu also worked and lived abroad for a time,
receiving a Ford Foundation and Rockefeller scholarship in 1960 to study at UC Berkeley. In a
short, handwritten note dating from October 9, 1970, Eyiiboglu praises the works of his student:
“Well done Captain Glindtiz Reis, | liked your exhibition.” In the same note, the master shows an
interest in acquiring some of his student’s prints.* One year later, the medical company Roche
will acquire the works of the master and his apprentice, as well as those by Eren Eytiboglu and

Mustafa Pilevneli, to decorate their Istanbul office headquarters on Blylkdere Avenue.

At a time when the Existentialism of thinkers such as Albert Camus, Jean-Paul Sartre and Simone
de Beauvoir determined socio-political and cultural/aesthetic tendencies, and the spirit of
‘Spring 1968’ dominated the walls and streets, Glindliz Goloni went to Paris to study on a state
scholarship. One can remember that Eylboglu was also in Paris in 1932 for a year, working in
Andre Lhote’s workshop. It was on the recommendation of Nurullah Berk (an academy professor,
the director of the Istanbul Museum of Painting and Sculpture and a consultant for the Paris

Biennial) that Golondi visited Atelier 17 and met Hayter during his time in Paris.®

Atelier 17 was a printmaking workshop founded by Stanley William Hayter (1901-1988) which
ran from 1927 until 1988. Artists such as Max Ernst, Alberto Giacometti, Yves Tanguy and Hans

Haacke all passed through its printmaking studio. It was here that Gol6nii learned the ‘viscosity’

Gundiz Goloni, Kazi Resim, Devlet Glizel Sanatlar Akademisi, No.68, s.88, istanbul, 1979
http://www.arttv.com.tr/sergiler/diger/etimoloji-art-gunduz-golonu

Glindiiz Gélénii Archive, Milliyet Sanat, December 1972

g b~ W N

Glindliz Gol6nu Biography prepared by Berin Golonu, Yildiz Golon, 2018
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technique of simultaneous multi-colour printing from Hayter. This training was a milestone for the
artist, providing him with a metaphor for language. Simultaneously ‘positioning’ many overlapping
entities (form/pattern/colour/abstraction) and images, Goloni seems to transform each work

into an abstract archaeological site where he can carve and excavate through his aesthetic
experimentations. During an interview he gave to Selmi Andak upon receiving first prize in the
international Palme d’Or competition (1970), Golonu again refers to a quote by his master Hayter
that guided him in his artistic endeavours: “In parallel to the linear understanding of time, which
is constantly in flux, space is filled with lines that guide and trace the movement of objects in

constant motion.”

Golonl appears to have shown an academic interest in the art historical and cultural relations
between words and images since 1967, when he completed his bachelor’s thesis, titled “Eski
Misir Sanatindaki Dekoratif Elemanlar” (Decorative Elements in the Ancient Egyptian Art).
Through its emphasis on visuality and the transmittal of knowledge, and through the production
of a consistent calligraphic aesthetic, the art of Ancient Egypt would heavily influence Golonl’s

understanding of art in both conceptual and visual terms.

As a young artist, GOlonU was also significantly influenced by Ottoman art and culture, especially
the miniatures and maps of sixteenth century Bosnian mathematician, historian and calligrapher
Matrake¢i Nasuh (Nasuh bin Karagoz bin Abdullah el-Bosnavi), the workmanship of Nakkas
Osman and geographical studies by Piri Reis.” All of these sources helped Go6l6ni to transform
himself into a Renaissance man of arts and culture, universally bound to the principles of the
‘Academy’; solidifying the plastic and conceptual aspects of his works with a multidisciplinary
approach. In works such as San Francisco Bay (1982) (Figure 1) patiently incised detailed motifs
and patterns form a dialog with compositions that are reminiscent of an abstract expressionist

treatment of mark and color.

Having worked with artists from Le Corbusier to Louise Bourgeois, from Alexander Calder to
Salvador Dali, from William de Kooning to Marc Chagall, and from Jackson Pollock to Pablo
Picasso and Mark Rothko; and having operated in New York between 1940 and 1950, Atelier 17
historically stands as a bridge between the United States and France. The gallery later returns to
Paris in 1950.8

Following a similar path, Giindiiz Golonud moved to the United States in 1979. A year later, he
started working at the Kala Art Institute, a printmaking studio founded by Hayter’s students. He
had been invited to San Diego, St. Paul and New York for academic and artistic appointments

and fellowships the previous year.

Historically and formally speaking, printmaking can leave a record of social life and human
endeavor and establish an intergenerational communication. For Glindiiz Golon, his work
functions as a medium of knowledge transmission. Images assume greater roles for him; his
perceptive research investigates multi-layered and long-lasting implications of knowledge
transmitted via images — multiple means of the artistic narrative are of great importance here.

This reflects the timely discussion of the Canadian communication expert Marshall McLuhan’s

6  Glindiiz Gélénii Archive, Cumhuriyet, November 16, 1970
7  Gindiiz Goloni Biography prepared by Berin Golond, Yildiz Gélond, 2018

8  http://www.ateliercontrepoint.com/a171.html

argument that “The Medium is the Message” (as in the title of his book). As McLuhan puts it:

“One should prioritize the form over the content. The method in communication possesses certain
preferences in every message. Content exists in a certain form and this form can be governed

to a certain extent. If the medium is not fully grasped, the message remains unknown. Medium is
then the common message. Medium transforms the perceptions and habits of people. Medium is

not neutral. It transmits certain messages to societies as well as people.™

Visualizing knowledge and considering the form of the message were central issues that intrigued
Golonl throughout his career. The history of civilization as well as the textual and iconographic
representation of sound and music again led him to his central questions — archaeology and
etymology are omnipresent in this journey. Understanding the traces and impressions that human
knowledge has left upon the world has also been of interest to academics of other disciplines:

“In the summer of 1977 he joins the archaeological team of George F. Bass, the founder of the
American Institute of Nautical Archaeology and the chair of the Archaeology Department at Texas
A&M University. That summer G6lonl sketches many of the eleventh century glass objects that

Bass’s team retrieves from the Serce Limani shipwreck off the coast of Marmaris.”™®

The work 12 Months/Zamandala (Figure 4b) deals with the concept of time and shares striking
formal similarities with the bird’s view of the paleolitical Usgalimal rock engravings found in Goa,

India. The spiral petroglyphs of Goa are known to function as a calendar

Lexicology — a branch in linguistics that deals with the form, meaning and behaviour of words,
that looks at phrases, linguistic conventions, proverbs, idioms, proverbs, and loan words; and
that records a vocabulary’s transformation from morphological and semantic points of view — is
present in his works as a central aesthetic and visual narrative instrument. Works dating from the
mid-1980s such as the book Seasons (Figure 5) and the 1996 series Time (see pages 124-127),

are good examples of the artist’s studies in lexicology.

Golonl also developed a deep interest in Etymology, the study of the roots of words, and
Morphology, the study of the physical formation of words. As stated by Dr. Ozgiir Aydin (a
lecturer at Ankara University’s, Faculty of Languages, History and Geography, in the department
of Linguistics), “Morphology is a means of plastic language production.” It is a branch of study

that Golonl frequently explored in his works.™2

The Voyager Golden Records, commissioned by NASA (National Aeronautics and Space
Administration) and sent into the space in 1977 from the state of Florida in two separate routes on
August 20 and September 5, could be viewed as a cosmic reference to the cultural and aesthetic

mission of Giindliz Golond.

Affixed onto the Voyager | and Il spacecraft, these records contain 115 images from Earth, as well
as a variety of sounds. These include the sound of wind, storms, the songs of birds, the sounds
of whales, various samples of music that belong to different cultures, and greeting messages in

55 different languages. These greeting messages start with the six-thousand-year-old Akkadian

9  https://medium.com/@ozdemirsuat/medium-is-message-nedir-2703ae0703f8
10 Gundiz Golénl Biography prepared by Berin Golén, Yildiz Golénu, 2018
1 http://digitalgoa.com./stone-age-carvings-in-goa/

12 https://acikders.ankara.edu.tr/pluginfile.php/18165/mod_resource/content/0/sozlukbilim_izlek02.pdf
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language and end with modern Chinese.® One of these messages is in Turkish and reads (in
a male voice) “Sayin Turkge bilen arkadaslarimiz, sabah-i serifleriniz hayrolsun”, (Dear friends
who speak Turkish, we wish you a pleasant morning). These records can be seen as a type of
‘message in a bottle,’ similar to the intent behind some of Golonl’s works, one that yearns to

communicate cultural knowledge and understanding.”

Research into the roots of things provides a solid and rational foundation for the essence of
Golonu’s works; it simultaneously structures his work with a new “taxonomy”. In prints that

picture Istanbul (Istamboul, 1969 [Figure 6]; Istanbul’da Lodos, 1969 [Figure 7]; My Town, 1970
[Figure 3]), San Francisco (Bay Area, 1982 [Figure 2]; San Francisco Bay, 1983 [Figure 1]) and
Minneapolis (Minneapolis Skyway, 1974 [Figure 8]) Golonl approaches these subjects with unity
and consistency and creates visual studies that are reminiscent of an encyclopaedic inventory,
while also displaying an experimental and risk-taking approach. After participating in the Sao
Paolo Biennial in 1967, he is awarded the Palme d’Or in Monte Carlo (1970). Noted artist and
academy professor Zeki Faik Izer has the following to say about GolonU’s solo exhibition in
Istanbul that same year: “In the twentieth century, when everyone is chasing after her/his own
adventure, Glindtiz Gol6nl is definitely one of those artists who can appreciate the meaning and
challenge of staying connected to traditions and historical masterpieces. As this commitment
and faithfulness cannot be measured in quantitative terms, neither can the artist’s feelings and
excitement. The only thing that can guide us in this difficult journey forward is a proper education
in art, as well as our own instincts. The Glndlz | know is a young soul who embraces the spirit of

‘living his adventure’ and who has a confident view of future.”

Adnan Coker, another noted artist and professor at the academy, describes the thirty-year old
Golonu as follows: “..Human character enhances the distance and proximity between form

and the colour... Gindiiz Gélént emerges as an artist who tackles the challenge of addressing
questions of colour, form and line. Form does not take a back seat to the colour scheme in his
works. They act together to lend his works a caligraphic emphasis. Extending over flat surfaces
of color, his patterns and lines aim to contribute to the individual parts of the composition as well
as to the whole. He is currently grappling with the technical question of how these lines appear

as surface impressions.™

During 60s and 70s (a period of popular culture, chaotic with its television and cinema), Golonu
undertakes creative experiments that question the function of the fine arts. These intaglio prints
cover a wide range themes from (modern) mythologies (Su Kenari, 1972) to eroticism (Adam and
Eve, 1984), from a large set of motivations inspired by the ‘Psychedelic Art’ of ‘flower children’
who opposed to war and promoted music, universal brotherhood and ecology (Summer Rain,
1974) to the striking phenomenon of ‘going to the Moon’ (Moon Landing, 1972). G6l6ni’s print
titled Nostalgia (1974) (Figure 9), offers a visual interpretation of the Turkish socialist poet Nazim
Hikmet Ran’s poem “Davet” (Invitation), written during the poet’s forced exile and expressing

a longing for his homeland: “Galloping from Asia/and jutting out into the Mediterranean like

a mare’s head/this country is ours.” This piece was featured in the stage décor of the Dostlar

Theater Group’s 1972 stage adaptation of Hikmet’s poetry, titled Kerem Gibi.

13 https://soundcloud.com/search?q=golden%20record
14 https://voyager.jpl.nasa.gov/golden-record/
15 Glndiz Goléni Biography prepared by Berin Golonu, Yildiz Goloni, 2018

16  Gundlz Golonu Biography prepared by Berin Golond, Yildiz Golont, 2018

Writing about his solo exhibition at the Melda Kaptana Art Gallery in Istanbul that same year,
Glltekin Elibal states the following: “As transformation pushes borders, paintings by Golonl

present new voices in reflections and decorations, and narrate this challenging endeavour.”"”

Focusing on Galénii’s flower compositions, the artist and journalist Niivit Ozdogru writes the
following in 1973: “..Go6lonl synthesizes through love and knowledge. Frigia, Lydia, Bacchus,
Seljuks, Ottomans, the Balikesir folk dance called ‘bengi’, its vicinity, its rugs, the bath with a
crystal dome narrated by Evliya Celebi, paper marbling, tiles, Senlikndme by Nakkas Osman...
Matrak¢i Nasuh'’s Istanbul, Yahya Kemal’s Istanbul, Ziya Osman Saba’s Istanbul, and Rumi. Yunus
Emre, Tophane Fountain, the Topkapi Saray’s wall murals, Imbros Island and all of Thrace and

Anatolia: Goléni!™®

Conceptual art was exerting influence in the United States at this time. American artist Joseph
Kosuth and his work between image, language and meaning comes to mind when thinking of
Glnduz Goloni’s interest in language and semiotics. In a project curated by Beral Madra, titled
Uyanma and displayed at the Kuad Galeri in Istanbul in 2013, Kosuth presented 19 installations
based on the book Finnegan’s Wake by the Irish author James Joyce. This project also offered
an etymological send-up of Ottoman phrases and terms (quite like the studies of Giindiiz
Goloni). A joint conversation held between Kosuth, myself and artist Burak Arikan was held
during the exhibition. There Kosuth repeated what he had said in his youth: “Art can be anything.
Art is the relations between relations, rather than the relations between objects.” He then
continued: “...One should really look between words and go beyond objects. All apparatuses

of framing that we use on our work contributes to its meaning. Existing dynamics of acceptance
are present here. The artist has the responsibility to transcend his/her earthly work. The common
belief accompanying modernism is that the artist is only concerned with colours and forms. This

is not us. We work with meanings.”

Functioning as an antidote to metropolitan capitalist consumerism and the culture industry, Zen
culture, which helped ‘flower children’ open themselves to the East, finds expression in traditional

Japanese Haiku painting-poems and their medium, the calligraphic ‘accordion book’.

As an artist who spent much of his life in the San Francisco Bay Area where he gained exposure
to East Asian cultures, it is not surprising that the unembellished simplicity of Haiku poems, the
purity of Zen philosophy, and the relationship between texts and images evident in the Japanese
book arts found their way into many of G6loni’s accordion-fold book works.

In the Bay Area, Golonu started working at the Kala Art Institute, founded in Japantown in

1974 by two other students of Atelier 17, the printmakers Archana Horsting and Yuzo Nakano.
Many Japanese artists came to work at Kala over the years, and shared their experience and
knowledge of Japanese papermaking and printmaking practices.?° The accordion book tradition
— typefied by the Oriho and Orihon techniques — has also been used in sutra prints and Chinese

editions of Buddhist texts.?!

17  Guindlz Gélénd Archive, Milliyet Sanat, December 1972

18 Glindliz G6léni Archive, Milliyet Sanat, April 1973

19 https://issuu.com/artunlimited_tr/docs/au20

20 Berin Golond, Interview with Archana Horsting, December 2016

21  https://www.futurelearn.com/courses/japanese-rare-books-culture/0/steps/17241
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Golonl’s handmade artist’s books, composed of various thematic volumes, are like a shelter that
preserves knowledge for the inheritance of humankind. The motifs and symbols that emerge into
existence upon the artist’s grid-like geometrical abstract patterns form the basis of these books.
This tendency is evident in works dating from the early 1970s such as Pipe Dance (1974) (Figure
10), and Flamingos (1974) (Figure 1) or those that refer to Ottoman architecture and Islamic
decorative patterning such as llahi Kapi (1971), Sinan-1 Atik (1974) (Figure 12), Mimar Sinan

(1974) (Figure 13) and Cinide Akisler (1974). In these interim surfaces, forms support symbols

and symbols support forms, and they all merge together within a seemingly infinite space of

possibilities towards a relational aesthetics.

In his book titled What is Cultural History, the British historian Peter Burke’s view on culture
seems to overlap with our argument that the artistic material of Guindiiz Golonu is culture itself
in its various states of being and fluidity: “The term culture is even more problematic than
‘people’. As Burckhardt remarked in 1882, ‘cultural history is a vague concept. It used to refer
to ‘high culture’. It was extended ‘downwards’ to continue the metaphor, to include low or
popular culture; More recently it has expanded sideways as well. The term culture used to refer
to the arts and sciences. Then it was used to describe the popular equivalents to fine arts and
sciences: folk music, folk medicine, and so on. In the last generation the word has come to refer
to a wide range of artefacts (images, tools, houses, and so on) and practices (conversation,

reading, playing games).” 22

As early examples of platforms where fluid and flexible transformations unfold, Golonu’s
accordion-fold books such as Transfiguration 2 (1983) (Figure 14), The Book of Wood (1985)
(Figure 15) or his The Universal Breath: The Interaction Between Chaos and Order (1984)
(see pages 106-107) can be seen as metaphysical ‘doors within doors,’ offering transitions
between different compositional planes. While these works can be described as gigantic
image-encyclopaedias inscribed onto paper, they also remind one of M. C. Escher’s plays on
optics, perception and philology.

These object-works merge patterns and motifs from both Eastern and Western traditions, and
contain few words other than their titles. The main perceptual effect in these works, as in the
accordion-fold book Deduction/Addition (1986) (Figure 16), which is dominated by black and
white contrasts, is to offer the viewer a concentrated look at how visual and compositional
transformations subtly occur across a horizontal picture plane. The question of when a pictogram
turns into an image or a symbol might be at stake here, a question that also emerges in the

artist’s research on the evolution of music and dance.

The artist undertakes a semantic archaeology of concepts communicated in various languages,
including Sumerian, Latin, Ancient Greek, Arabic, Old Turkish, Ottoman Turkish and

English, giving their acoustic and literary accompaniments a heterogeneous and multi-layered
appearance in his works. When the intensity and variety of textures and patterns overlap

with the ‘sensory and sentimental repercussions’ of the words he deals with, the subsequent
effect alludes to Golonu’s effort to render the ‘metaphysical’ physical and enduring. The
interprepretations of many maps of the earth, as well as the nautical and star charts that Golonu

includes in his works also convey a sense of exploration and discovery.

22 Peter Burke, “Kiiltiir Tarihinin Sorunlan”, Kiiltiir Tarihi, Translated by Mete Tuncay, istanbul Bilgi Universitesi, 2006, 5.40

Focusing as much on workmanship and handicraft as on overarching spiritual and intellectual
concepts, and born from a tremendous meditative focus, these books affirm and appreciate
the infinity of nature’s microbiologic, prismatic, organic and chaotic forms, as well as embracing
universal values such as rationality, reason, and the preservation of traditional motifs. In other
words, everything that belongs to nature and humankind is part of ‘The Total Work of Art’ or
Gesamtkunstwerk as argued by Richard Wagner in the 19th century. Works such as the book
Fire, Air, Water, Earth (1985) (Figure 17) or L Book (1986) (see pages 109-112) display how these
overlapping, graphic patterns, grids and filters also support one another in iconographic as well

as material terms.

The print Spider and its Pray (1971) (Figure 18) is another work with abstract expressionist
sensibilities that subtly and beautifully symbolizes the singularity and struggle of the individual.
A more “psychedelic” abstract expressionist approach is evident in the multi-colored print Light
Bowl (1980) (Figure 20), which could be viewed as a spiritual metaphor. It is worth noting the
visual connections between these pieces and Escher’s work Metamorphosis 1I/1ll (1968).

As underlined in Golonu’s biography, the cultural diversity of Anatolia and Europe was always
of interest to the artist. “In the late 1950s and early 1960s, Gbléndi joins a folklore dance troupe
affiliated with the Turkish Folklore Association and performs with them in various cities across
the Balkans and Anatolia. G6I6nii’s exposure to the folklore, music and dance of these regions

will leave a significant imprint on his future work.”*

Recording the ‘Spirit of the Times’ (Zeitgeist) and striving to give it representation in the most
individualized way possible, Golonil seems to have internalized the concepts of liberty, equality
and fraternity — first universalized by the French Revolution of 1789. Composed of German words
‘Time/Zeit’ and ‘Spirit/Geist’ Zeitgeist was first used in the 19th century in poet and philosopher
Johann Gottfried von Herder’s 1769 article titled Critical Forests, or Reflections on the Art and
Science of the Beautiful (Kritische Wélder oder Betrachtungen, die Wissenschaft und Kunst des

Schénen betreffend, nach MaRBgabe neuerer Schriften).

In this study Herder claims that the determining element in history is one type of person or the
other, rather than all of humankind — and this claim makes him a founder of the anthropological
discipline. The evolutionary aspect of Glindliz Goloni’s works can thus be related to the concept
of ‘natural evolution’ tied to the understanding of ‘Zeitgeist’. According to this understanding,
both nature and history are in constant transformation, they are always in a state of being.
Although history is part of nature, historical phenomena are never subject to absolute laws

and causality as in natural phenomena. The key element in history is individuality, rather than
generality. One should stop searching for laws in history, each historical phenomenon is a reality

that takes place only once.?

Committed and faithful to the Spirit of the Times, Glindliz Golonu can be contextualized
culturally and geographically as a contemporary artist. Contrasting his works with those of
another contemporary, the Southern California artist Ed-Ruscha, underscores the timeliness

of Golonu’s works, as did the earlier contrast between his work and those of Kosuth. Ruscha’s
method of assimilating concepts within his images is evident in the spiritual, plastic, graphic and

optical backgrounds/surfaces that he assigns to them, even though Ruscha’s aesthetics are

23 Gilndiz Goloni Biography prepared by Berin Golond, Yildiz Golond, 2018

24 https://www.turkcebilgi.com/zeitgeist
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more thoroughly influenced by graphic art and design, American pop culture and the world of
advertising than those of Gol6nl. One should not neglect to also contrast Goloni’s work with the
abstract expressionist Jackson Pollock, another artist who produced prints at Atelier 17. A remark
of interest here is an interview Golonu gave in 1975, in which he speaks of himself as follows:
“What matters is to work on an intaglio plate like a sculptor, to apply the colours onto the plate

like a painter, and to work like a chemist in calculating the viscosity of these inks.”?®

The art critic Yildiz Cibiroglu has commented on Go6loni’s ‘icon-paintings’ as follows: “A group
of paintings within Gilindliz G6l6nii’s oeuvre stand out among the others with certain unusual
features. The paintings are composed of word chains and some related images. These phrases
are not randomly selected; called ‘the icon’ by C. S. Peirce, these signs are encoded words that
are formed with physical resemblance to what they stand for. Since linguistics claim that words
are fifty or a hundred thousand years old, the history of words date back further than that of
nations. And although archetypes that are associated with words vary per person (as Jung
says), ‘the main pattern’ is the same all over the world and it is genetically transmitted through
generations. Audial icons and visual archetypes are strongly interconnected, and they are

protected in the unconscious.”®

Another work worth mentioning here is Goloni’s print Organic Geometric (2006) (Figure 19).
Addressing the way in which image-recollection is represented and delivered in the fastest and
greatest manner in our day, through the techno-cultural force of the ‘worldwide web’ (www.com),
Golonu traces visual relatives of this abbreviation in Australia, North Africa, and Asia. GolonU
brings together a variety of images in this composition, from the Neolithic female figurine found in
Catalhoylik, dating between 6,000 and 8,000 B.C.,?” to Anatolian motifs, to the 1917 readymade
sculpture Fountain, by Marcel Duchamp, a work that revolutionized the history of modern art,

to the Sydney Opera House designed by the Danish architect Jorn Utzon, a building that was
awarded the Pritzker Architecture Prize in 2003 and included on the UNESCO World Heritage
List in 2007. Conducting these types of visual readings and interpretrations on a global scale
would become a lifelong pursuit for the artist. Such a pursuit is also evident in his series Bath
(1996) (see pages 128-129) and astrology-cosmology inspired Sphere (1996) (see pages 120-123).
In various works from the series Bath, dolphins from the Mediterranean meet Roman baths,

the ‘Vitruvian Man’ by Leonardo meets bathing women inspired by the controversial 18" century
Ottoman miniature study Zennanndme by Enderunlu Fazil. This descriptor organic/geometric
characterizes, in the most straightforward and simple terms, the spiritual and cognititive roots of
Golonl’s work as a whole. It is vertical, horizontal, perpendicular and spiral. It is eclectic from both
physical and metaphysical points of view. What remains behind and what is yet to come conjoin in
a single moment. When looking into the relations between images (be they abstract or concrete),
one realizes that they consist of remnants and symbols — meaningful or meaningless, dead or
immortal, fragmented or solid — that stand in-between nature and and humanity. In other words,
ancient tablets and archaeological artefacts are usually found in fragments. This visual reference
can perhaps also be of relevance for Golond, just like the ‘Rosetta Stone’. The first diplomatic
‘translation product’ of humankind, the grey granodiorite stela was found in 1799 by a military
officer named Bouchard during a construction work around el-Rashid (Rosetta), on the west of the
Nile River. Currently on display in the British Museum, the plate is 120 cm in length, 75 cm wide

and 30 cm thick. The stela presents three inscriptions in Greek, Hieroglyphic and Demotic.

25 Glindiiz Gélénii Archive, Milliyet Sanat, January 1975
26 Yildiz Cibiroglu, Artist Modern, June 2010

27 http://arkeofili.com/catalhoyukte-eksiksiz-bir-kadin-heykelcigi-bulundu/

Depicting global networks, the work titled Organic Geometric (as though it could form the cover
of a book documenting the artist’s endless and lifelong quest to understand humanity) is almost a

symbolic selfie/auto-portrait of the artist himself.

The online ‘Free Encyclopedia’ (Wikipedia) founded in January 15, 2001 by Jimmy Wales can be
seen then as an organic/geometric precessor. Looking at the definition of the word Encyclopedia
here may provide an insight into the form and content of Gol6nU’s works:

Encyclopedias present figures, works, geographies or institutions that are relevant to all or
some of the fields of science, culture, art and technique within a certain period; they describe
words, concepts and phenomena in a systemic way. Reducing the time spent on research with
its alphabetical/systemic arrangement, an encyclopedia helps you reach information faster and
explore interrelations. Especially today, they are the end-products of a systemic long-term work

shared by a few scientists. They contain large volumes and they are comprehensive.

The Latin word encyclopaedia is derived from the Greek phrase enkyklios paideiadan which
means “training in a circle” (en- “in”, kyklios “circle”, paideia “education”). The word refers to
the general education that all students in Ancient Greece and Rome needed to receive before
heading out into the world, a sphere of knowledge that comprises septem artes liberales (the
seven liberal arts) that are grammar, rhetoric, dialectic, arithmetic, geometry, astronomy and

music.
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Golonii, “Sun and Flower” adli graviiriiniin kompozisyonu lizerinde calisirken,
ISOMATA, Idyllwild Arts Academy, San Bernardino, Kaliforniya, (1983)
Golonii drawing the composition for his etching “Sun and Flower”, ISOMATA,

Idyllwild Arts Academy, San Bernardino, California, (1983)

ARCHANA
HORSTING
ILE

ROPORTAJ

Glindiz Golonu 1980 ve 2001 yillar arasinda
San Francisco Korfez Bolgesi’nde yasadi.
Orada yasadigi slire boyunca gravir
calismalarini 1974’te Archana Horsting ve
Yuzo Nakano tarafindan kurulmus olan Kala
Sanat Enstitlisi’niin atdlye ve stlidyosunda
surdurdi. Horsting ve Nakano, 1970’lerin
baslarinda cukur baski sanatgisi Stanley
William Hayter’in Paris’te kurdugu Atelier
17°de egitim gormuslerdi. Edindikleri bu
deneyimi, 1967-1968 yillarinda Atelier
17°de calisarak ¢cok katmanli renkli baskida
viskosite teknigini 6grenen Golond ile
paylastilar. Horsting ve Nakano’nun
Paris’te gecirdikleri zaman Go6loni ile denk
gelmemesine ragmen Atelier 17°deki ortak
deneyimleri ve cesitli baski tekniklerine
dair duyduklari benzer heyecan ile bu
tekniklerdeki bilgi birikimleri ve ustaliklari,
uzun siiren yakin bir dostluk kurmalarini
sagladi. Berin Golonu, Archana Horsting
ile yaptigl bu roportajda; Kala’nin erken
yillari, Giindiiz Golon ile kargilasmalari ve
Golond’niin yirmi yildan daha uzun siire
calistigi Kala ve Korfez Bolgesi’nde yaptigi
baskilar ve kitaplar hakkinda konustu.

Berin Golonii (BG): Graviir sanatgilari icin
Kala Sanat Enstitiisii’'nii kurarken hareket
noktaniz Atelier 17 miydi?

Archana Horsting (AH): Kala’da hem

Atelier 17°ye benzeyen hem de ondan farkli
bir ortam yaratmak istedik. Uluslararasi
gravur sanatcilar toplulugunu orada
calismaya cekebilecek, ilham verici ve motive
edici bir ortam olusturabilecek bir yer olmasi
acisindan benzemesini istedik. Sanatcilarin
iclerinden geldigi gibi hareket ederek

istedikleri tirden is Uretebilecekleri ve ayni

INTERVIEW
WITH
ARCHANA
HORSTING

Glnduz Golonu lived in the San Francisco
Bay Area from 1980 to 2001. While there,
he pursued his printmaking practice at
the workshop and studio of the Kala Art
Institute, founded by Archana Horsting and
Yuzo Nakano in 1974. In the early 1970s,
Horsting and Nakano had studied with the
intaglio printmaker William Stanley Hayter
at his Atelier 17 in Paris. They shared this
background with Goloni, who had worked
at Atelier 17 in 1967/68 where he learned
the viscosity technique of multi-level color
printing. Horsting’s and Nakano’s time

in Paris did not overlap with Golonu’s
residency, but their shared experiences

at Atelier 17 and their shared enthusiasm,
knowledge and fluency with various
printmaking techniques ensured a close
and long-lasting friendship. Berin Golonu
interviewed Archana Horsting about
Kala’s early years, Horsting’s memories of
meeting Glindliz Gol6nd, and her insights
into the prints and books he made while
working at Kala and the Bay Area for more

than twenty years.

Berin Golonii (BG): was Atelier 17 your
inspiration for founding the Kala Art
Institute as a creative environment and a
workshop for printmakers?

Archana Horsting (AH): At Kala we wanted

to create an environment that was similar as
well as different than Atelier 17. We wanted it
to be similar in the sense that it would invite
an international group of printmakers to work
there, to create an inspiring and motivating
environment to work. It would also be similar
by being an experimental place where artists

could follow their noses and make work as
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zamanda birbirlerinden 6grenebilecekleri
deneysel bir mekan olmasi bakimindan da

benzeyecekti.

Kala’da insanlari aksam altida eve
goéndermek istemiyorduk. Bunca yildir hala
7/24 acik olmasinin sebebidir. Ayrica daha
genis ve daha cok isik alan iyi bir calisma
ortami olsun istedik. Onca yildir gelistirmeye
calistigimiz bir sey bu. Ne zaman yeni bir
ekipman eklense ya da sanatcilarin uygulama
becerisine sahip olmak istedikleri yeni bir
teknik icin techizatin gelistiriimesi gerekse
mekanin yeniden diizenlenmesi gerekiyordu.
Hayter, Atelier 17°yi cukur baski islemi icin
kurmustu ve ondan ibaretti. Tabii ki cok
katmanl renkli gravdr icin silindirler ve

gerekli diger seyler de vardi.

BG: Babamla 1980’de Kala’ya geldigi zaman
mi tanistiniz?
AH: Galiba 1980’di.

BG: Babamin Kala’dan nasil haberdar
oldugunu hatirhyor musunuz?

AH: Eminim Atelier 17’i yoneten Krishna
Redi ya da Hayter’le bir baglanti dolayisiyla
Kala’dan haberdar olmustu. Bliyuk olasilikla
Hayter’le iyi arkadas olan graviirci Misch
Kohn’dan duydu. Hayter, buraya geldigimizde
Misch Kohn’u bulmamizi sdylemisti. Biz de
bulduk. Korfez Bolgesi’nde Castro Valley’de
yasiyordu. Adi su anda East Bay State
Universitesi olan Cambridge State’de uzun
yillar hocalik yapmisti. Babanin bu tarafa
geldiginden haberi olduysa Hayter, ona da
Misch Kohn’u bulmasini sdylemistir kesin.
Kaliforniya’da bagka gravirciler icin ismini
verebilecegdi U¢ dort kisi vardi ve Misch

onlardan biriydi.

BG: Nihayetinde annem Los Angeles’ta Art
Center College of Art and Design isimli bir
okulda tasarim programina kabul edildi

ve ben de onun yanina gittim. Babamsa
Korfez Bolgesi’nde kalmaya karar verdi,
clinkii graviir pratigini siirdiirmek icin Kala
gibi bir yerde calismak istiyordu. Bence
Kala onun Koérfez Bolgesi’nde kalmasinda
cok etkili oldu (Resim 5).

.
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1_ Kala Sanat Enstitlisii ders
programi kitap kapad, bir
graviir baskisi esnasinda
Golonii’nin elleri.

Cover of the Kala Art
Institute’s course schedule,
with a photograph showing
Golonii’s hands working on an

engraving (1982)

2_ Sinan-1 Atik, 1974

they wished, and also learn from watching

one another.

It was different than Atelier 17 in that we
didn’t want to send people home at six
o’clock in the evening. We wanted to be
open 24/7 as it still is after all these years. We
also wanted a better workspace, with more
space and light. This is something we have
worked on improving for decades. The space
has had to be reconfigured every time a new
piece of equipment was added, or facilities
developed for a new technique that artists
wanted to practice. Hayter founded Atelier

17 on the intaglio process, and that was it. Of
course, he had the rollers and everything for

multi-level color printing.

BG: Did you meet my dad when he came to
Kala in 19807

AH: | believe it was 1980 when we met.

BG: Do you recall how he may have heard
about Kala?

AH: | am sure it was some connection to
either master printmaker Krishna Reddy, or
to Hayter. He had probably heard about us
from the printmaker Misch Kohn who was
good friends with Hayter. Hayter told us to
look up Misch Kohn when we got here, and
we did. He was living in the Bay Area, in
Castro Valley. He taught for many years at
Cambridge State, now it’s called the East Bay
State University. | am sure Hayter probably
also told your dad to look up Misch Kohn

if he knew your dad was coming this way.
There were three or four people he would
name in California for other printmakers to

meet, and Misch was one of them.

BG: In 1980 my mother was accepted into
the design program at Art Center College of
Art and Design in Los Angeles and took me
with her. But my father decided to stay in the
Bay Area because he wanted to continue his
printmaking practice by working at Kala.

| think Kala had a lot to do with his decision
to stay in the Bay Area (Figure 5).

AH: Nakano and | were delighted that here

was somebody who had been trained as we

AH: Tipki bizim gibi, Krishna ve Hayter’in
yaninda egitim gormus biriyle karsilastigimiz
icin Nakano ve ben ¢ok sevinmistik.
ABD’de kapimiza gelen pek ¢cok baska
gravir sanatg¢isinin sahip olmadigi tirden
oldukca derin bir gravur bilgisi var demek
oluyordu bu. Gravir sanatinda ylksek
lisans yapmis olsalar bile kagidin nasil
islatilmasi gerektigini ya da neminin nasil
kontrol edilecegini bilmiyor olabiliyorlardi.
Ne olup bittiginin fizigine dair belli bir
anlayistan yoksun gibiydiler. Malzemenizi
gercekten anladiysaniz ki, rnegin
Krishna murekkeplerin kimyasi ve isin
nasil yurudugunu bize saatlerce anlatirdi,
bir baskiya bakarak tim yiizeyde esit
sekilde basiimadigini gordugintzde
problemin kagidin bir kdsesinin yeterince
nemli olmamasindan kaynaklandigini
anlayabilirdiniz. Bunlar, yeterince uzun
zamandir cukur gravir yaplyorsaniz sizin igin
bariz olan seyler. isi iyi anlamis birinin bize

katilmasi ¢ok glizeldi (Resim 1).

BG: Babamin Kala’ya gelmeden 6nce
yaptigi isler daha figiiratif. 1960’lar ve
1970’lerde yaptigi daha erken islerinde
daima motife vurgu yapiyordu, 6rnegin
dalgalarina isledigi renk ve isik oyunlar
gibi. Ancak Kala’da yapmaya basladigi isler
daha soyut. Mesela “Sinan-1 Atik” (1974)
gibi bir isine mukarnasin birbirine gecen
geometrik formlari gibi islam mimarisinin
detaylarindan esinlenmis motifler dahil
ettigi siiphesiz (Resim 2; bkz sayfa

59). Sonraki islerinde tamamen motifi
olusturmaya kapiliyor. Ornegin, Emanation
(1982) cukur baskisl, saf soyut geometrik
motif ve renk kompozisyonlaridir. Sanki
Korfez Bolgesi’ne yerlestikten sonra daha
once calistigi figiiratif lisliptan cok daha
farkl bir sekilde tamamen soyutlamaya
merak sarmis gibi (Resim 3).

AH: Dusuncelerinin biyuk bir kismi
motiflerle ve bunlarin donltstimuyle ilgiliydi
saninm, ama zaman zaman figUratif isler
yapma ihtiyaci da duymustu. Yillar icinde
cok cesitli meyvelerin portrelerini yapti. O
kadar 6zel islerdi ki isildiyorlardi. Meyveler
ve sebzeler onun icin diinyaya dair spesifik

3_ Emanation, 1982

4_ Evolution / Involution, 1984

were, with Krishna and Hayter. That meant he
had a very deep knowledge of printmaking that
many other printmakers in the United States
didn’t seem to have when they arrived at our
door. They could be MFA’s in printmaking

and still not know how to wet their paper
properly or how to control its moisture, for
example. They just seemed to lack a certain
understanding of the physics of what was going
on. If you really understood your materials—
and Krishna for example, would lecture us for
hours about the chemistry of inks and how
things worked. We could look at a print and

see that unevenly printed, and understand that
the problem was that the paper wasn’t damp
enough in one corner. Those are just some
things that are obvious if you’ve been doing
intaglio printing for some time. It was so nice to
have somebody who had clarity on how things

worked (Figure 1).

BG: The work my father made before
coming to Kala is much more figurative. In
works from the 1960s and 70s there was
always an emphasis on pattern, such as

the plays of color and light he worked into
his waves, but the work he started making
at Kala became much more abstract. For
example, in a print such as “Sinan-1 Atik”
(1974) he incorporates patterns inspired by
the detailing of Islamic architecture, like the
interlocking elements of the mugarnas, into
a figurative form (Figure 2; see page 59).
But the later work, such as the intaglio print
“Emanation” (1982) for example, completely
gives way to geometric pattern (Figure 3).

It is as though after he relocated to the

Bay Area he became interested in focusing
purely on abstraction in a way that was so
different than figurative manner in which he
had worked before.

AH: | thought a lot of his ideas were related to
pattern and transformation of patterns, but he
also had a need to be figurative at times. Over
the years he made portraits of various pieces
of produce. They are so special they glowed.
The vegetables became a way for him to be
very figurative and specific about the world.
But then he would fit them into some kind of a

transitional pattern (Figure 4; see pages 90-93).

ARCHANA HORSTING iLE ROPORTAJ INTERVIEW WITH ARCHANA HORSTING
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ve figuratif olmanin bir yolu olmustu. Ama
bir yandan da onlari bir ¢cesit gecis motifine
dondstirtyordu (Resim 4; bkz sayfa 90-93).

BG: Acaba Kala’da ya da Korfez Bolgesi’nde
onu daha fazla soyut kompozisyonlar
yapmaya itecek, yeni etkilerle karsilasmis
olabilir mi?

AH: Bir anda parlak bir fikre kapilarak
motifler ve bunlar arasindaki gecislerin
calismalarinin ana odagi olabilecegini
anladi. Motifleri figuratif bir kompozisyonun
stisleme elemanlari olarak kullanmaktansa
kompozisyonun ana 6gesi olarak gelistirdi.
Olcek olarak da daha bilyiiktiiler. Bence ¢ok

guclu islerdi onlar.

BG: O soyut kompozisyonlardan bazilarini
Kala arsivinde bulmak beni cok mutlu etti.
Bu islerin edisyonlarini yapmis olabilir,

ama sonra kitap yapmaya basladiginda

o baskilar keserek akordeon biciminde,
hatta daha uzun olabilecek diziler icine
yerlestirdi. Baskilardan geriye pek fazla
kalmadi ciinkii hepsi kesilerek bu kitaplarda
kullanildi.

AH: Baskilar satiyor olsaydi onlari
kesmeyebilirdi, ama 6te yandan eger
satilsalardi elinde kitaplar yapacak malzemesi
olmayacakti. Bence o hep bir fikrin pesinden
gidiyordu. ilham kaynagi beklemiyordu ya da
islerinin satmasini beklemiyordu. Tamamen

aklina gelen fikirlerle hareket ediyordu.

Ayrica Dogu ve Batr'ya ait meseleleri

BG: Do you know if he encountered new
influences in Kala or in the Bay Area that
sent him on a trajectory toward making
more abstracted compositions?

AH: He had a brainstorm and realized that
the patterns and their transitions could be
the main focus of his work. Instead of the
patterns being ornamental elements of a
figurative composition, he developed them
into the main element of the composition.
They were larger in scale too. | think they

were very strong pieces.

BG: | was delighted to discover some of
these abstract compositions in the Kala
archive. He may have made editions of
these works but then when he transitioned
into making books, he cut up these prints
and placed them in a sequence, in an
accordion style format, that could be

much longer. There aren’t that many of the
prints left because they all got cut up and
collaged into these books.

AH: If he’d been selling the prints, he may not
have cut them up, but then again, if the prints
had sold, he may not have had the material
to make the books. | think he was always
following an idea. He wasn’t waiting for
inspiration, and he wasn’t waiting for things
to sell. He was very much driven by his ideas.
He was also balancing things East and West.
He was inspired by the most amazing Islamic
patterns that he knew well, but he also felt

very much like a Western artist, and he

5_ Sanatci Kala Enstitlisii’'nde calisirken (1982).

The artist working at the Kala Art Institute (1982).

de dengeliyordu. Cok iyi bildigi islam
motiflerinden esinleniyordu, ayni zamanda
kendini Batili bir sanatci gibi hissediyordu ve
bu etkileri iyi bir sekilde harmanlayabilecek bir
dil bulmak istiyordu. Boylece deneyimlerinin
iki yonunu de birlestirebilecekti. Soyut
kompozisyonlari ve ilk kitaplarini, islam
sanatinin detayli motiflerine dair deneyimlerini
Batili soyutlamayla daha buyik dlcekte
kaynastirma girisimi olarak gorlyorum. Bence
farklh yonlerdeki deneyimlerini harmanlamaya
calistyordu, Ustelik belki ikiden de fazla yon
vardi. Aslinda daha ¢ok bir prizma gibiydi.
Tiurk ve Osmanli etkisi altindaydi, Paris’'te
Atelier 17°de calistigi donemdeki deneyimleri

vardi, Amerikan etkisi vardi...

BG: Kala Stiidyosu oldukga uluslararasi bir
camia ve ¢evre sunuyordu ayrica (Resim 6).
AH: Evet, mesela 1984’te babanizin Kala’daki
kisisel sergisini diizenlememe yardimci olan
ve serginin basin bultenini yazan Ferdinand

Pencker Avusturyaliydi.

BG: Basin biilteninde kitaplarindan
bahsediliyor.

AH: Evet, cunkl bence kitaplardan ve tek
tek baskilarin bu uzun akordeon seklinde
katlanan kitaplara dontisme biciminden
cok etkilenmistik. Kala’da her zaman kitap
yapimina bir ilgi olmustur, hala da var.

BG: Akordeon biciminde kitap yapmayi

Kala’da mi1 6grenmisti? Kitaplara olan ilgisi

burada mi dogdu?

wanted to find a language that could blend
these influences well. So that both sides of
his experience could be integrated. | see the
abstract compositions and the earlier books
as an integration of Western abstraction at
a bigger scale, with his experience of the
intimate patterning of Islamic art. | think he
was trying to blend different sides of his
experience, and perhaps there were more
than two sides. It was actually more like a
prism. There was the Turkish and Ottoman
influence, there were his experiences
working at Atelier 17 in Paris, there was the

American influence...

BG: The studio Kala also offered a very
international community and

environment (Figure 6).

AH: Yes, for example, Ferdinand Pencker, the
person who helped me organize your father’s
solo exhibition at Kala in 1984 and wrote the

press release for the exhibition was Austrian.

BG: The press release talks about his
books.

AH: Yes, because | think we were very
impressed with the way the individual prints
morphed into these long, accordion fold
books. There was always an interest in book

making at Kala, and there still is.

BG: Did he learn how to make the
accordion style books at Kala? Is this where

his interest in these books was spurred?

6_ Archana Horsting (solda), Gélénii (ortada) ve
Masaki Aoki (sagda), Kala’da bir acilis resepsiyonuna
hazirlanirken (1982).

Archana Horsting (left), Golonii (center) and

Masaki Aoki (right) preparing for an opening
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AH: ilk ddnemlerde “Ardisik Arzu” baslikli

bir sergi yapmistik ve yaptiklari bir dizi
imgeyi bir kitapta toplamaya karar vermis
gravir sanatcilariyla ilgiliydi. Bu kitaplarda
metin, olsada olmasada ikinci plandaydi.
Dans, tiyatro ya da muizik gibi zamana

dayall biitlin sanatlar ardisiktir. Bence

gorsel sanatcilar da bazen zaman icinde
benzer sekilde algilanabilir olmak istiyorlar.
Elbette ki, bir resme dikkatlice bakarken
gozleriniz bir gezintiye ¢ikiyor, yapiti bir anda
algilamiyorsunuz. Ama anlati yine de zamana
dayall sanatlardaki kadar ardisik degil.
Performans sanatcilarinin bazen bir resim ya
da heykelin ona iyi baktiginiz stirece varligini
devam ettirebilmesi 6zelligine imrendigini
biliyorum. Bir dizi goriintiinin mekan ve
zaman icinde bir anlati ortaya cikarmasi fikri
o sergiden gelmis olabilir. Ya da sergideki
sanatgilara Golonu esin kaynagi olmus

olabilir. Bence iki yonde de etkilesim oldu.

1984 yilinin Ekim ve Kasim aylarinda
gerceklestirilen kisisel sergisinin basin
bllteninde kitaplar ve gravirleri icin soyle
yazmisiz: Golénd, bu kitap ve graviirlerde
islam sanatindan kavramlar kullaniyor,

ancak onlara ¢cagdas bir bakisla yaklasiyor.
Yapitlari tizerine konusurken soyle diyor:

“Son dénemde yaptigim isler sayesinde
anladim ki Islam sanatinin temel kistasi isik
kullaniminda ve o i1sigin ylizeyler lizerindeki
yansimalari olan geometrik motiflerde

yatiyor. Bu bence minyattirtin baslangi¢c
noktasini olusturuyor ve ben islerimde bu
fikirleri cesitli modern yaklasimlar ve gravdir
teknikleriyle birlestirerek kullaniyorum. Islam
minyatdrlerinde 1sigin dagihminin kullaniminin
analizini yapmak bana motif ve gridlerin
temel kullanimina dair zengin bir kaynak
sundu. Bunun 6tesinde benim islerim islam’da
tasavvuf dlistincesine ait birlik ve ¢esitlilik
kavramlarinin felsefi yénleriyle ilgili. Sanatta
ifade edilmis halleriyle tasavvuftaki madde ve
yasamin birligine dair fikirler benim basarmak
istedigim seyin temelini olusturuyor. Bir
resmin nihaf sonucu olabilecek birligin
arkasinda evrenin molekdiler dogasi yatiyor
gibi hissediyorum. Sanatginin amaci, tipki

tasavvuf felsefecileri gibi, en basit birim ya

AH: We did have an early show titled

“The Sequential Desire” and it was about
printmakers who decided to make a series
of images that were contained in a book.
There may or may not have been text in
these books, but the text was secondary,

if there was any. All of the time-based arts
like dance, theater or music are sequential. |
think visual artists sometimes wish they could
be perceived through time in that way. Of
course, when you look at painting carefully,
your eye is going on a walk, you’re not taking
in the work in an instant. But the narrative

is still not as sequential as the time-based
arts. | know that performance artists are
sometimes envious of the fact that a painting
or a sculpture is still there, if you take good
care of it. So this idea of a series of images
unfolding in a narrative over space and

time may have come from that exhibition.

Or he may have inspired the artists in the

exhibition. | think it went both ways.

In the press release for his solo exhibition,
which was held in October and November
of 1984, we write about his books and prints:
In these books and prints, Mr. G6l6ni uses
concepts from Islamic art, approached
however in a contemporary spirit. When
discussing his work he has said the
following... ‘my recent work convinced me
that the fundamental criterion of Islamic art
lies in the use of light and the geometrical
patterns that are the reflection of that light
on surfaces. This, | believe, forms the starting
point of the miniature, and | use it in my work
by combining these ideas with a variety

of modern approaches and printmaking
techniques. Analyzing the use of the
dispersion of light in Islamic miniatures has
given me a rich source of this fundamental
use of patterns or grids. Beyond that my
work is concerned with the philosophical
aspects of the Islamic Sufi concepts of unity
and variety. Sufi ideas of the unity of matter
and life as expressed in their art form the
basis of what | wish to accomplish. | feel
that behind the unity that may be the final
result of a picture, lies the molecular nature

of the universe. The artists’ aim, like the Sufi

da isaretle baglayarak, bir biitiine ulasmak
lizere bunlardan pek cok sayida kullanarak
o birligin dogasini yaratmak ve iletmektir.
Hem 6gretmenligimin hem de sanatimin
gelisiminde her zaman fark ettim ki, en basit
motifler paradoksal olarak karmasik fikirlerin

ifadesi icin en zengin araci sunuyor.”

BG: Kesinlikle basit motifler kullaniyor; ama
renk, ton gecisleri ve isik araciligiyla onlari
cok karmasik ve zengin bir hale getiriyor
(Resim 7; bkz sayfa 82-85).

AH: Bence 1s1g1n bir formun tzerine
dismesinden bahsedisi ¢cok ilgingti. Tabii

ki yuvarlak bir seyi duz bir ylizey Uzerinde
betimlemeye calisirken gdlgelemeyle

falan 1s1gin yiizeye vurusunu gostermeden
bunu yapamazsiniz. Ayni zamanda Batili
sanatcilarin temsili imgeler yapmayi
ogrenirken calistiklari her seyi kullaniyor. Bu
da onun distinme bic¢iminin bir parcasi. Ama
bence en dnemlisi bir birimle baslayarak

bitlne ulasilan tasavvuf felsefesi.

BG: isin asl, birbirlerinden ayriimalari
imkansiz.

AH: Evet, ayrica birbirinden ayri parcalarin
maddeyi olusturdugunu sdylerken evrenin
temelini olusturan molektler dogasini da

dikkate alyordu.

BG: Bu sozlerini alintilamaniza ¢cok
sevindim. Kitaplarda Japon ahsap baski gibi
pek cok farkh kiiltiirden etkiler gériiyorum.
AH: Kala’da calisan pek ¢cok Japon baski
sanatcisi vardi. Gravir sanatinda cok uzun

bir tarihleri oldugu icin bunu hep ¢ok tesvik
edici buluyordum. Ayrica kompozisyon
anlayislari da cogu zaman Bati estetiginden
cok farkliydi. Sanata dair fikirlerimi, Japon
etkisini, dstelik hem eski Japon baskilarini
hem de Kala’da calismis olan Kazuko
Watanabe ve Seiko Tachibana gibi cagdas
Japon baski sanatcilarini dikkate almadan
distinmem imkansiz. Bunun disinda, Giindiiz,
San Francisco Korfezini her zaman ¢ok
sevdi. Kitaplarinda ve serilerinde sik sik
burayi resmederdi, ¢ciinkii San Francisco

ona fazlasiyla istanbul’u, Bogazici’'ni ve sehri
cevreleyen suyu hatirlatiyordu.

7_ Tale of Trimonia, 1983

philosophers, is to create and communicate
the nature of that unity by starting with the
simplest module or mark and by using many
of these in order to arrive at a whole. Both

in the evolution of my teaching and my art, |
have always found that the simplest patterns
paradoxically offer the richest medium for

expressing complex ideas.

BG: He utilizes these simple patterns but
makes them so complex and rich through
variations in color, gradation and light
(Figure 7; see pages 82-85).

AH: | thought it was very interesting in the
way he talks about the way the light falls on
a form, and of course when you’re trying

to depict something on a flat surface that’s
round, you can’t do it without showing the
way the light hits it, through shading. He’s
also using all of the things that Western artists
studied when they were learning to make
representational images. That’s also part of
his thinking. But | think the Sufi philosophy is
the most important, where you start with the

module and it becomes the whole.

BG: They are inseparable, really.

AH: Yes, and when saying that the individual
parts make up matter, he was thinking about
the underlying molecular nature of the

universe too.

BG: I’'m glad you got that quote from him.
In the books | see a lot of influences from
various different cultures such as Japanese
woodblock prints.

AH: There were many Japanese printmakers
working at Kala, which | always found very
stimulating because they had such a long
history of printmaking. Also because of their
sense of composition, that was often so
different than Western aesthetics. | can’t even
imagine my thoughts about art without the
Japanese influence on it, both early Japanese
prints as well as contemporary Japanese
printmakers such as Kazuko Watanabe and

Seiko Tachibana who worked at Kala.

The other thing is that Glindiz always liked

the San Francisco Bay, which he often depicts
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BG: istanbul ve San Francisco graviirlerine
bakiyorum, aralarindaki benzerlik cok dikkat
cekici. Her ikisinde de kus bakisi gériintliler
sunuyor. Konstantinapol’iin, sehri bir grid
formunda kus bakisi olarak resmeden
Bizans ve Osmanli donemlerinden kalma
haritalarindan esinlenmis, ayni zamanda
onemli yer ve anitlarin cepheden gériintiileri
de var. iki farkl perspektifi bir araya
getiriyor (Resim 8, 9; bkz sayfa 62-67).

AH: Bu sehir manzaralari ve gridlerini, kara
parcalariyla su kutlelerinin karsithgi gibi
onemli bilgileri aktarmak Uzere yine bir tur

motife donustirdd.

BG: Haklisiniz, Kérfez Bolgesi’nin cografya
ve topografyasina bir yorum getiriyordu,
clinkii muhtemelen bu bdlge ona ¢ok
asina geliyordu, ona ¢ok fazla istanbul’'u
hatirlatiyordu.

AH: Los Angeles’a tasinmak yerine Korfez
Bolgesi'nde kalmaya karar vermesinin
sebeplerinden biri de buydu eminim. Mesela
burada i1sigin niteligi benzersizdir. Hava cok
temiz oldugu icin bircok baska yerden daha
berraktir. Golgeler daha belirgindir. Hatta
Isik bazen o kadar parlaktir ki, adeta insanin
gozlnu acitir. Isiga, topografyaya, kara ve
denizin bilesimine bir yorum getiriyordu
bence. Bu ona kendini evinde hissettiriyordu.

Amerikan Donanmasi’na buliylk bir isini satt.

BG: Akordeon formundaki o kitabin
slaytlar var elimde. Adi “Korfez Bélgesi,
12 Ay/12 Manzara.”

AH: Kara kutleleri ile su yollarinin birbiriyle
iliskisine bu derece duyarh bir sanatciyla
karsilasmak donanmada calisanlari memnun

etmisti sanki.

BG: istanbul’da denizin yaninda
oturabilecegi yerler bulmaktan hoslanirdi
hep. En ¢ok dyle vakit gecirmeyi severdi.

AH: Burada da dyle yapiyordu.

BG: 1985’in onun icin cok 6nemli bir yil
olmasindan bahsederdi. O yil Gilgamis
Destani’ni ingilizce olarak okumus ve
hikayedeki isimlerin tiimiiniin ona Tiirkce

gibi geldigini fark etmis. Kadim Siimer ve

8_ My Town, 1970

9_ Bay Area, 1982

in his books and series, because it reminded
him so much of Istanbul, the Bosphorus and

its surrounding bodies of water.

BG: | look at his prints of Istanbul and the
San Francisco Bay and they are remarkably
similar. They both offer bird’s eye views.

He was inspired by Byzantine and

Ottoman maps of Constantinople where
you have a bird’s eye view that shows the
city as a grid, but you also have views of
important sites and monuments that shows
their elevations. It brings two different
perspectives together (Figures 8, 9; see
pages 62-67).

AH: He turned these city views and grids
into another use of patterning to convey
significant information, such as showing land

mass versus water.

BG: You’re right, he really responded to
the geography and the topography of the
Bay Area, probably because it looked so
familiar to him and reminded him so much
of Istanbul.

AH: I'm sure that is one of the reasons he
also decided to stay in the Bay Area rather
than moving to Los Angeles. The quality

of the light is also very unique here. It's
sharper than a lot of other places, because
the air is very clean. The shadows are very
distinct. The brightness can almost be painful
sometimes. | think he responded to the light
and the topography and the mixture of land
and water. It made him feel at home. He sold

a big piece to the U.S. Navy.

BG: | have slides of that accordion format
book. It is called “Bay Area, 12 Months/12
Views”.

AH: It seemed to make the people at the
Navy happy because here was an artist
who was so responsive to the way the land

masses and the waterways fit together.

BG: In Istanbul he always loved to find
places to sit by the water, that was his
favorite pastime.

AH: He did that here in the Bay Area too.

Akad dillerinin dogasina dair neredeyse
otuz yil siiren bir arastirmayi baslatti bu.
Bu eski dilleri okuyabilmeye ve onlar ile
bugiin konusulan diller arasindaki iligkileri
kurabilme iizerine ciddi bir sekilde kafa
yordu. 1985’te kitaplarinin yazi ve heceye
dair nitelikler kazandigini, semboller ve
hiyeroglifler icermeye basladigini ve bu
karakterleri motiflerin icine dahil ettigini
gorirsiiniiz. Bu eski dillere tutulmasiyla ilgili
anlattigi seyler var mi aklinizda kalan?

AH: Sanirim dillerin akademik ¢evrelerdeki
kisilerin fark ettiginden daha yakindan
iliskili olduguna dair dilsel bir sezgisi ya da
bir kesfi vardi. Farkli dilleri karsilastirmaya
karar verdiginde hem kesfettigi seyle gurur
duyuyordu hem de hassas biri olmasindan
dolayi teorilerinin ¢trttilmesini istemiyordu.
Ben dilden anlayan bir kimse degilim ve
eski dillere dair bilgim, onun fark ettigi seyin
ne kadar dogru oldugunu anlayabilmeye
yetmez. Sanirim bir haklilik payi var, ama
konuyu biraz abartmis da olabilir. Kendimi
Uzerine yorum yapabilecek donanimda
hissettigim bir konu degildi. Bunun ¢ok
onemsedigi ve hassasiyet duydugu bir
mesele oldugunu biliyordum. Sanki evrenin
bir anahtarini bulmus gibiydi. Harf bicimleri
guzel, ifade edilen iliskiler glizel; tamamen
dogru ya da hakikate uygun olmasalar da
ya da onun i¢in dogru olan bir yerlerden
buldugu benzesmeler ya da ¢agrisimlardan
ibaretlerse de bunun kime ne zarari var,
diye dustintiyordum. Belki bir glin onlari
degerlendirmeye uygun daha fazla temeli
olan birileri o fikirlere yeniden dénecek.

Onun gortslerinin o zamanki akademik bakis

acisina pek de uymadigini biliyordum sadece.

Ama dil biliminde bazi teorilerin zaman i¢inde

degisebildigini de biliyorum.

BG: Noam Chomsky, dili kullanisimiz ve
beyin gelisimimiz lizerine yazmistir.

AH: Evet, ayni zamanda Dr. George

Lakoff gibi Noam Chomsky’nin dille ilgili
soylediklerini ¢cliritmek icin cok fazla enerji
tuketmis insanlar da var. Birbiriyle rekabet
eden bir¢ok teori oldugunu biliyorum ve
farkli diller arasindaki iliskiler hakkinda
yorum yapabilecek kadar bilgi sahibi olan

BG: He talked about 1985 being a pivotal
year for him. This was the year he read

the Epic of Gilgamesh in English, and he
realized that all of the names in the story
sounded Turkish to him. It launched this
almost 30-year long quest into the nature of
ancient Sumerian and Akkadian languages.
He became concerned with being able to
read these ancient languages and drawing
out relationships between them, and
modern languages that are spoken today.
In 1985 you see his books acquiring textual
and syllabic characters, symbols and
hieroglyphs, and him incorporating these
characters into the patterning. Can you
recall him talking about his early infatuation
with these ancient languages?

AH: I think he had a linguistic insight or flash
that languages were more closely related
than people in academia had realized. So he
was both proud of what he had discovered
when he decided to compare different
languages, while at the same time being
sensitive, like he didn’t want his theories to
be bashed. I'm not a linguistics person and

| don’'t know enough about early language

to know how much truth there is in what he
realized. | think there is some truth there,

but he may have also exaggerated it a bit. It
wasn’t anything | felt equipped to comment
upon. | knew this issue was very near and
dear to his heart. It was as though he had
discovered some key to the universe. |
thought, the letter forms are beautiful, the
relationships implied are beautiful, what harm
does it do if it’s not completely accurate or
factual? If these are just correspondences
and connotations that he has picked up, that
are true for him? Maybe someone will come
back to those ideas later with more of a basis
for judging them. | just knew that his view
was not necessarily the academic view at the
time. But | also know that in linguistics certain

theories change over time.

BG: Noam Chomsky writes about the
relationship between our use of language
and brain development.

AH: Yes, | also know of people such as Dr.

George Lakoff, who have devoted much

ARCHANA HORSTING iLE ROPORTAJ INTERVIEW WITH ARCHANA HORSTING
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yeterince insan yok gibi. Her hallikarda, bu
dil calismalarn Gunduz’i on yillarca cezbeden

bir merak konusu oldu.

BG: Dile olan bu takintisi yaraticilik
bakimindan da onu ¢ok iiretken kiliyordu.
Bu teorilerin dogruluguna inansam da
inanmasam da bu konuda onu tesvik ettim.
Sizce bu dil calismalari onun kariyerini
nasil etkiledi? 1985’ten sonra odaklandigi
konuyu degistirmesiyle dil bilimciler
tarafindan taninmak onun icin sanat
ortaminda taninir bilinir olmaktan daha
6nemliydi.

AH: Bana kalirsa kadim dillere dair bilgisi
olmayan kuratorler onun yapmaya calistigi
seyi buyuk oranda kaciriyordu. Ve evet,

bence odak noktasi oldukca degismisti.

BG: Bu dil calismalarinin bir kismi akordeon
kitap formatinda ortaya ¢ikti. Ama sonra
seriler yapmaya basladi. Bu serilerde
“banyo”, “miizik”, “dans” ya da “zaman”
gibi bir tema secerek farkl dil ve kiiltiirlerde
bu temalardaki anlamlar tasiyan pek cok
kelimeyi yan yana yerlestiriyordu (Resim
10-11; bkz. sayfa 124-129). Bazen de bu
graviir yapraklarini, kendi motif baskilariyla
kaplanmis el yapimi kutularda bir araya
getirirdi.

AH: Ve farkli dillerden bu kelimeler arasinda

cesitli baglantilar bulmaya calisirdi.

BG: Evet, bana gore bu kendi koklerinden
ayrilmasini ve farkh kiiltiir ve kokler arasinda
baglar bulma arzusunu ifade ediyor.

AH: Bu bir kopus, ayni zamanda kendi
deneyiminin farkli yonlerini sentezleme
arzusunu da gosteriyor. Bence bu o sirada
onun dilleri sentezlerken bir seviye daha ileri
tasima yoluydu. Kavramsal ve pop sanat tlirl
isler yapan Ed Ruscha gibi bir sanatci icin
kelimelerin imgeler kadar 6nemli olmasi gibi

neredeyse.

BG: Bence bu dil arastirmalari onun calisma
tarzini da degistirmisti. Tek edisyon bir
baski yapmakla ilgilenmiyor, farklilastiriimis
edisyonlar yaparak sonra onlari bir kolaj
halinde birlestirmeyi tercih ediyordu. [13]

10_ Time serisinden “Epoque”

“Epoque” from the series

Time, 1996

energy to disprove what Noam Chomsky

has said about linguistics. | know that there
are various competing theories, and there
don’t seem to be enough people who know
enough about the relationships between
different languages to be able to comment
on them. In any case, these language studies
proved to be a fascination for GuindUz for

decades.

BG: This fixation with language was also
very generative for him from a creative
standpoint. That’s why | encouraged it,
whether or not | believed his theories to

be true. How do you think these language
studies affected his career? He shifted his
focus after 1985 so that it became more
important for him to be acknowledged by
linguists than by contemporary art curators.
AH: | think the curators who didn’t have
knowledge of ancient languages missed a lot
of what he was trying to do. And yes, | think
his focus shifted quite a bit.

BG: Some of these language studies
unfolded in the accordion book format.
But then he started working in series,
where he would choose a theme such as
“Bath” “Music” “Dance” or “Time” and he
would place side-by-side the many words
from different languages and cultures that
carried the meanings of these themes.
And sometimes he would make these
handmade boxes covered in his patterned
prints, where he would assemble the
individual sheets of these folios (Figures 10-
11; se pages 124-129).

AH: And he would try to find various

links between these words from different

languages.

BG: Yes, and that, in my mind, indicates

a departure from his own heritage, and a
desire to find the links between different
cultures and heritages.

AH: It’'s a departure, but it’s also a desire to
try and synthesize the different sides of his
own experience. | think it was him trying to
go another level at that point, where he also

was synthesizing the languages. It’'s almost

AH: Hicbir seyi hafife almazdi.
Arastirmalarinda sinirlan zorluyordu. Ornegin,
bir Zodyak burcunu yapacaksa tim burclari

birden yapardi.

BG: 1990’larda ve 2000’lerin baslarinda
kagt lizerine suluboya ve guaj boya

ile bir dizi resimler yapmaya basladi.

Bu resimlerde miizikal enstriimanlar,
sesler ve kelimeler arasindaki iligkileri
inceliyordu. Farkli kiiltiirler arasi iliskileri
de arastiriyordu. “Dans” serisinde 6rnegin,
Hindu, Cin, Japon ve Yunan geleneksel
dans formlari bir araya geliyordu (Resim 12;
bkz sayfa 130-131).

AH: Omriiniin sonlarina dogru neler

yapiyordu?

BG: Anlatiya bir doniis var. Dil calismalarini
bliylik olcekli yagh boya resimlere dahil
ediyordu. Kiiglik, kismen figiiratif, kagit
tizerine karisik teknik isler de yapiyordu.

Kesinlikle cok gtizeller.

29 Aralik 2016, Emeryville, Kaliforniya

11_ Bath Serisi Kapak
Cover page from the series

Bath, 1996

P P

-

12_ Dans serisinden “Mana”
“Mana” from the series

Dance, 2001.

like the work of a conceptual and pop artist
such as Ed Ruscha where the words are as
important as the image.

BG: | think these language studies also
changed his style of working, where he
wasn’t interested in making an edition of
one print, but making varied editions that
he could then collage together.

AH: He didn’t toy with things. He pushed his
explorations to their limit. If he was going
to do a zodiac sign, for example, he would

make all of the zodiac signs.

BG: During the 1990s and early 2000s

he started painting series of images

in watercolor and gouache on paper.

In these series he explored the
relationships between images, pictograms,
sounds, words, and even architectural
forms. He also explored the relationships
between different cultures. In a series such
as “Shelter” or “Dance” for example, he
brings Hindu, Chinese, Japanese and Greek
forms and traditions together (Figure 12;
see pages 130-131).

AH: What was he making towards the end of

his life?

BG: There is a return to narrative. He was
incorporating his language studies into

a large-scale oil paintings. He was also
making these small, partially figurative,
mixed media works on paper that are

absolutely beautiful.

December 29, 2016, Emeryville, California
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Basaklar

Renkli viskosite, graviir Color viscosity, intaglio

50x32 cm (20x19,5 cm), 1968
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Sinan-1 Atik

Renkli viskosite, graviir Color viscosity, etching

37,5x26 cm (26,5x17 cm), 1974
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What is an Original Print

Space Ark

Renkli viskosite, graviir Color viscosity, etching

Renkli viskosite, gravir Color viscosity, etching

66,5x50 cm (44,5x30 cm), 1981

75,5x57,5 cm (60,5x32,5 cm), 1974
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istanbul’da Lodos

Renkili viskosite, graviir Color viscosity, etching

50,5x67,5 cm (33,5x49,5 cm), 1969
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istamboul

Renkli viskosite, gravir Color viscosity, etching

51x65,5 cm (35,5x41,5 cm), 1969

Minneapolis Skyway
Renkli viskosite, graviir Color viscosity, etching

53,5x42,5 cm (35x34,5 cm), 1974
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San Francisco Bay

Bay Area

etching

Renkli viskosite, graviir Color viscosity,

Renkli viskosite, gravir Color viscosity, etching

62,5x47 cm (49x35,5 cm), 1983

54x44,5 cm (30x45 cm), 1982
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Dissemination

Sun

Renkli viskosite, graviir Color viscosity, etching

Renkili viskosite, graviir Color viscosity, etching

76,5x56 cm (45x32 cm), 1982

1983

76x57 cm (60x44 cm),

69
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» Transition

Transition

Renkli viskosite, gravir

Gravdr Etching

Color viscosity, etching

57x76 cm (43x59 cm), 1982

76,5x56 cm (60x32 cm), 1982
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Triptych, Water

Gravir Etching with surface roll

76x57 cm (60x45 cm), 1986

Triptych, Land
Gravir Etching with surface roll

76x57 cm (60x45 cm), 1986

Triptych, Sun
Gravir Etching with surface roll

76x57 cm (60x45 cm), 1986
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Transfiguration 1

Akordeon kitap Accordion-fold book
Karisik teknik Mixed-media with intagl
15,5x11cm (15,5268 cm), 1983

io and hand-stamp
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Transfiguration 2

Akordeon kitap Accordion-fold book

Karisik teknik Mixed-media with intaglio and hand-stamp
11,5x16 cm (16x271 cm), 1983
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Transitionalism

Akordeon kitap Accordion-fold book
Karisik teknik Mixed-media

with intaglio and surface color, leather binding
38,5x29 cm (38,5305 cm)

1983
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Evolution/Involution

Akordeon kitap Accordion-fold book
Karisik teknik Mixed-media with intaglio and chine collé, leather binding

37x30 cm (37x570 cm), 1984
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Waves
Akordeon kitap Accordion-fold book

Karisik teknik Mixed-media with intaglio

24x29,5 cm (29,5x452 cm), 1985
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Sonata

Akordeon kitap Accordion-fold book

Karisik teknik Mixed media with intaglio

32x31cm (32x659 cm), 1984
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The Green Book

Akordeon kitap Accordion-fold book
Karisik teknik Mixed-media with intaglio
47x62,5 cm (62,5x505,5 cm), 1985
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The Universal Breath:

The Interaction of Chaos & Order,
Akordeon kitap Accordion-fold book
Karisik teknik Mixed-media with intaglio
45,5x35 cm (45,5x436 cm), 1984
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Eser Artwork 27,5x19,5 cm, 1985
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Karisik teknik Woodblock print in box hand-bound with intaglio prints and hand-made paper

Kutu icinde eser Artwork in the box
Kutu Box 31x22 cm (63x67 cm

The Book of Wood



The LL Book
Akordeon kitap Accordion-fold book

Karisik teknik Mixed-media with intaglio and hand-stamp

19,5x11,5 cm (11,5x334 cm), 1986
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Deduction-Addition
Akordeon kitap Accordion-fold book
Karisik teknik Mixed-media with intaglio

16,5x24,5 cm (16,5x383 cm), 1986
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Fire Air Water Earth
Akordeon kitap Accordion-fold book
Karisik teknik Mixed-media with intaglio and surface color

56,5x38 cm (56,5x558 cm), 1985

.‘*‘

o
¥
o
B

/

%

-

%

1

| B |
X

e




“Alem” from the series Sphere “Saturn” from the series Sphere

Viskosite baski ve el yapimi kagit ile kolaj Viscosity prints and collage on hand-made paper Viskosite baski ve el yapimi kagit ile kolaj Viscosity prints and collage on hand-made paper

Kutulu muhafazada, 24 parcadan olusan folyo icinden. Folyo, deri, el yapimi kagit ve viskosite Kutulu muhafazada, 24 parcadan olusan folyo icinden. Folyo, deri, el yapimi kagit ve viskosite
baskilardan yapilmis, elde ciltlenmis kutu icinde sunulmaktadir. baskilardan yapilmis, elde ciltlenmis kutu iginde sunulmaktadir.
One of a 24 piece folio in a case hand-bound with viscosity prints, hand-made paper and leather. One of a 24 piece folio in a case hand-bound with viscosity prints, hand-made paper and leather.

59x48 cm, 1996

59x475 cm, 1996
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“Mercury” from the series Sphere

“Zodiac” from the series Sphere “Venus” from the series Sphere
Viskosite baski ve el yapimi kagit ile kolaj Viscosity prints and collage on hand-made paper Viskosite baski ve el yapimi kagit ile kolaj Viskosite baski ve el yapimi kagit ile kolaj
Kutulu muhafazada, 24 pargadan olusan folyo icinden. Folyo, deri, el yapimi kagit ve viskosite Viscosity prints and collage on hand-made paper Viscosity prints and collage on hand-made paper
baskilardan yapilmis, elde ciltlenmis kutu icinde sunulmaktadir. Kutulu muhafazada, 24 parcadan olusan folyo icinden. Folyo, deri, el Kutulu muhafazada, 24 parcadan olusan folyo icinden. Folyo, deri,
One of a 24 piece folio in a case hand-bound with viscosity prints, hand-made paper and leather. yapimi kagit ve viskosite baskilardan yapilmis, elde ciltlenmis kutu el yapimi kagit ve viskosite baskilardan yapilmis, elde ciltlenmis
59x48 cm, 1996 icinde sunulmaktadir. kutu icinde sunulmaktadir.
One of a 24 piece folio in a case hand-bound with viscosity prints, One of a 24 piece folio in a case hand-bound with viscosity prints,
hand-made paper and leather. hand-made paper and leather.
57x47 cm, 1996 59x47,5 cm, 1996
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Eser Dosyas! Portfolio of Artworks, 28 eser 28 pieces .
Viskosite baski ve el yapimi kagit ile kolaj Viscosity prints and collage on hand-made paper '

Kutulu muhafazada, 28 parcadan olusan folyo icinden. Folyo, deri, el yapimi kagit ve viskosite
baskilardan yapilmis, elde ciltlenmis kutu icinde sunulmaktadir.
One of a 28 piece folio in a case hand-bound with viscosity prints, hand-made paper and leather.

Kutu Box 34,5x39 cm, Eserler Artworks 32x37 cm, 1996
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Bath Serisi Kapak Cover page from the series Bath “Yikanan” Bath serisinden From the series Bath

Viskosite baskili ve el yapimi kagit Gizerine kolaj Viscosity prints and collage on hand-made paper Viskosite baskili ve el yapimi kagit tizerine kolaj Viscosity prints and collage on hand-made paper
12 parcadan olusan folyodan bir eser One of a 12 piece folio 12 parcadan olusan folyodan bir eser One of a 12 piece folio
57x48 cm, 1996 57x47 cm, 1996
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Dans serisinden seckiler Selections from the series Dance
21 parcadan olusan folyo, kagit Gizerine karisik teknik 21 piece folio, mixed media on paper

36x41cm, 2001
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“Hurafelerden Hikayeler” serisinden From the series “Hurafelerden Hikayeler”
Kolaj, karisik teknik Mixed-media collage
31,5x48 cm, 2006
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1937: Dogumu ve ¢ocuklugu (Resim 1-2)
1937 yilinda Canakkale’de dogan Giindiiz

Goloniu cocuklugunun ilk yillarini burada ve

imroz Adasr’'nda gegirmistir. Glimiishane’de
dogan babasi Rusen Celal Golond, Ege’ye
goc¢ edip, ziraat memuru olarak calisir ve 1_ Giindiiz G6l6nii’niin anne
annesi Fatma ile Canakkale’de evlenir. ve babasi, Fatma ve Rusen
Babasi, oglunun sanat egilimini geng Celal, yeni evliler (1936).
yasta fark edip onun sanatci olmasini hep Giindiiz G616nii’s mother and
destekler. father, Fatma and Rusen Celal,
as newlyweds (1936).
1954-1961: Akademi egitimi ve folklor
oyunlari (Resim 3-4)
1954’de Gunduz Golonl dénemin tek sanat
egitim kurumu olan Devlet Giizel Sanatlar
Akademisi’nin lise bolimuine kabul edilip
sanat egitimine baslar. Bu donemde Orhan
Peker, Turan Erol, Omer Kalesi ve Ergin
Kolbek gibi isimlerle birlikte egitim gorur.
Glindiz Goloni’niin bu donemde Urettigi
islerde Eyuboglu'nun etkisi dikkat ¢ceker.
Golond, 1961 yiinda Bedri Rahmi Eyliboglu
Atolyesi’nden mezun olur. Ayni yillarda
Anadolu folklor sanatlarina yonelerek Turk
Folklor Kurumu’nun diizenledigi folklor

oyunlarina katihr, folklor ekibinin gosteriler

yaptigi Balkan ve Anadolu sehirlerini
gezerek, Turk halk sanatini yakindan
inceleme olanagi bulur. Bu dénemin etkileri 2_ Giindiiz Gélonii gencliginde,
sanatcinin yasami boyunca farkl tekniklerde annesi Fatma Hanim,
uretilmis eserlerinde kendini gosterir. Anneannesi Cemile Hanim ve
kiz kardesi Giiler ile. (1941)
1965-1967: istanbul Yillar

Askerligini Demirkdy’de (Trakya’da)

Gilindiiz Golonti in his youth,
with his mother Fatma,
tamamlayarak istanbul’a dénen Giindiiz grandmother Cemile and
Golond, 1965 yilinda Akademi’de calismaya
baslar. 1966’da Yildiz Oker ile evienir ve
1967’de “Eski Misir Sanatindaki Dekoratif

Elemanlar” baslikli tez calismasini bitirir. Bu

younger sister Giiler (1941).

BIOGRAPHY

1937: Birth and childhood (Figures 1-2)
Born in Canakkale in 1937, Giindiiz Golonu
spends his early childhood years living
between Canakkale and nearby Imbros
Island (Gokgeada). Originally from the region
of GliimUushane, his father Rusen Celal GolonU
moves to the Aegean coast to work for the
state agriculture industry, where he meets
and marries Golonu’s mother Fatma. Having
witnessed his son’s talent for drawing at a
young age, Golonu’s father encourages his

son to make a career in the arts.

1954-1961: Education at the State Academy
of Fine Arts, and exposure to folklore
(Figures 3-4)

Golonu starts to receive his artistic training
when he is accepted into the State Academy
of Fine Arts in Istanbul (now the Mimar Sinan
University of Fine Arts) at the high school
level. After completing his undergraduate
degree in fine arts between the years 1954-
1958, Golonl continues his graduate-level
training at the same academy by entering the
studio of Bedri Rahmi Eytiboglu. He forms
close friendships with studio colleagues
such as Orhan Peker, Turan Erol, Omer
Kalesi and Ergin Kolbek prior to receiving

his graduate degree. Eyliboglu’s influence
can be witnessed in Golonu’s early works
from these years. In the late 1950s and

early 1960s, Golonu joins a folklore dance
troupe affiliated with the Turkish Folklore
Association and performs with them in
various cities across the Balkans and
Anatolia. Goloni’s exposure to the folklore,
music and dance of these regions will leave a

significant imprint on his future work.

3_ Golénil, istanbul Giizel Sanatlar
Akademisi’ndeki 6grencilik yillarinda
(1960’larin basi)

Golonl during his years as a student at the
State Academy of Fine Arts in Istanbul (circa

1960).

4_ Golonii (ikinci sirada dizlerinin Gizerinde
olan), Giizel Sanatlar Akademisi’nde okul
balosu icin diizenlenen bir yarismada, 6grenci
arkadaslarinin ve hocalarinin bir kismi ile
(1965)

Golonii (kneeling, second row) with some

of his colleagues and professors during a
competition for the ball at the State Academy

of Fine Arts (1965).

5_ Golonti, Dostlar Tiyatrosu’nun sahneledigi
Analik Davasi (Brecht’in The Caucasian Chalk
Circle adl eserinden uyarlanan) adli oyunun
sahne dekor ve kostiimleri lizerinde calisirken.
Soldaki fotograf; soldan saga: Zeliha Berksoy,
Mehmet Akan, Arif Ekin, Genco Erkal ve
Golonii (1972).

Golonii working on the costumes and stage
décor for the Dostlar Theater Group’s play
Analik Davasi, an adaptation of Brecht’s play
The Caucasian Chalk Circle. Left photo, left to

right: Zeliha Berksoy, Mehmet Akan, Arif Ekin,

Genco Erkal and Gol6nii (1972).
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donemde inceledigi Piri Reis’in haritalari ve
Matrakgl Nasuh’un minyaturleri Golonu icin
esin kaynagdi olur. Eserlerinde tasarladigi
farkll elemanlari kugbakisi perspektifine
yerlestirerek bir bltlin olarak ifade etmeye

gayret eder.

1967-1968: Paris yillar ve Atelier 17
1967’de V. Paris Bienali’ne istanbul
tablolarindan iki tanesi secilir ve sanatci ayni
sene devlet bursu ile Paris’e gider. Paris’te
gecirdigi 1967-1968 yillari Golond igin bir
donum noktasi olur. Burada Nurullah Berk’in
araciligiyla Stanley William Hayter ile tanisan
Golonu’ye gravir sanatinin kapilari acilir.
Hayter’in Rue Daguerre’deki “Atelier 17”
uluslararasi sanatcilarin viskosite (viscosity)
teknigini 6grenip baskilar Urettikleri bir
ortamdir. Vistosite (viscosity) teknigi
uygulamasi cok zor olan ve c¢esitli renkleri
bir plakta bir araya getiren baski turtdur.
Golond, bu teknik ile hayati boyunca pek ¢ok

eser uretir.

Paris’'te kaldigi stire boyunca JM.W. Turner,
Pierre Bonnard, Hercules Seghers, Jan
Vermeer vb. gibi Avrupa Resim Sanati’'nin
onde gelen sanatcilarinin eserlerini inceleme
olanagini bulan Giindiiz Golonu, gosteri
sanatlarina da ilgi gosterir. Bu ilgi, onun
ileride Dostlar Tiyatrosu’nun sahneye
koydugu Bertholt Brecht’'in Analik Davasi
(Kafkas Tebesir Dairesi) oyununun dekorlarini

tasarlamasinda da kendini gosterir (Resim 5).

1968 yilinda Bibliotheque Nationale de
France’in koleksiyonuna Goloni’nlin
baskilari girer. Bu durum Guindiiz Golonu’ye
muzenin tim bolimlerinde rahatca calisma
ve eserleri inceleme imkanini tanir. Paris’te
yaptigl bu arastirmalar Gundiiz Goloni’niin
hazirlamakta oldugu tezi “Rénesans Oncesi
ve Ronesans Donemi Avrupa resmindeki

Dekoratif Elemanlar”in on hazirlklari olur.

1968-1972: Uluslararasi sergiler (Resim 6)
1968 yilinda istanbul’a dénen Giindiiz
Golonu, Akademi’deki gorevini stirdirerek
1970’de tezini verir ve Akademi’nin Dekoratif

Sanatlar Bolimui’nde dogent olur. Bu

6_ Goloniu’niin, Sao Paulo

Bienali’nde sunulan istanbul
adli resminin reprodiiksiyonu
(1967)

A reproduction of Gélonii’s
painting of Istanbul displayed
at the Sao Paulo Biennial

(1967).

1965-1967: Istanbul Years

Having finished his military service in
Demirkdy (Thrace), Golonu returns to Istanbul
in 1965 and starts working as an Assistant
Professor at the State Academy of Fine

Arts. He marries Yildiz Oker in 1966 and
finishes his thesis, “Decorative Elements in
Ancient Egyptian Art” in 1967. During these
years he produces paintings of Istanbul that
take inspiration from the sixteenth century
maps of Ottoman cartographer Piri Reis and
the miniatures of Matrak¢i Nasuh to bring
together varying perspectives including
bird’s eye views and elevations of significant

buildings and sites.

1967-1968: Paris and Atelier 17

Two of Golonid’s paintings of Istanbul are
chosen for display in the Fifth International
Paris Biennial (1967), and he is granted a
scholarship by the Turkish government to live
and work in Paris between the years 1967-68.
His years in Paris will prove to be a turning
point in GOlonU’s career. After receiving

an introduction to the noted printmaker
Stanley William Hayter by Turkish artist

and professor Nurullah Berk, Golonu starts
studying viscosity printmaking at Atelier 17.
Hayter’s Atelier 17 printmaking workshop on
Rue Daguerre serves as a destination for
printmakers from around the world. Viscosity
is a difficult technique which entails using
different color inks of different viscosities

on the same plate. Golonu will utilize the
viscosity technique on countless intaglio

prints produced over the course of his life.

During his time in Paris, Golonu gains first-
hand exposure to European painting and
printmaking, being inspired by the works of
artists such as JJMW. Turner, Pierre Bonnard,
Hercules Seghers and Jan Vermeer. He will
also frequent Paris’s theater offerings which
will influence the stage designs he will create
in the 1970s for some of the productions of
the Dostlar Theater company in Istanbul,
including their adaptation of Brecht’s The
Caucasian Chalk Circle (1972) (Figure 5).

In 1968 the Bibliotheque Nationale de France

yillarda uluslararasi sergilere graviirleri ile
katilir. Eserleri, 1967 Sdo Paulo Bienali ile
1968 ve 1970’de olmak Uzere iki kez British
Uluslararasi Baski Bienali’'nde gdsterilir.
Eserleri 1971'de iskenderiye ve Buenos

Aires Baski Bienali, 1971 yilinda ise Paris
Bienali’nde (Fisun Onur, Tamer Basoglu ve
Oya Katoglu ile birlikte) sergilenir. 1972’de de
ibiza Bienali Ibizagrafic ‘72’ye katilir.

1969: Ankara’da Smithsonian Uluslararasi

Gezici Baski Atolyesi

1969 yilinda Smithsonian Enstitlist ve
Turk Amerikan Derneg@i’nin Ankara’da 7_ G&lI6nii’niin Yunus
hazirladigi Smithsonian Uluslararasi Gezici Emre’nin dliimiiniin 650. Yil
Baski Atolyesi’nde calisma olanagdi bulan déniimii miinasebeti ile PTT
Gunduz Golonu’nln bu atdlyede urettigi pul koleksiyonu igin hazirladig
baskilari Smithsonian Miizesi Gezici illustrasyon (1971).
Sergisi’ne dahil edilerek ABD’nin cesitli Golonii’s illustration for the
sehirlerinde sergilenir. Turkish Postal Service’s stamp

commemorating the 650th
1969-1972: Palme D’Or 6diilii ve sonrasi
1969-1971 yillari arasinda International Arts

anniversary of poet Yunus
Emre’s death (1971).
Guild’in Monte Carlo’da uluslararasi baski
yarismalarindan oddller alir. 1970 yilinda bu
yarismanin birincilik 6dulu Le Grand Prix
International de Gravure Palme d’or des
Beaux Arts’tir. Odiiliin ardindan Roche sirketi
istanbul’daki ofisinin girisi icin Gélénii’den
dort biiyiik istanbul tablo siparis eder. 1971
yilinda Yunus Emre’nin 6liminin 650. yil
donlmiini nedeniyle Tirkiye Cumhuriyet
Devleti GoloniU’ye pulun tzerine basilacak
resmin siparisini verir. (Resim 7) Golonulerin

tek cocuklari Berin 19717de dogar.

1971-1973: Kisisel sergiler (Resim 8)
Ayni yillarda sanatc¢i pek cok is uretip,

Kaptana Sanat Galerisi ve Taksim Sanat

8_ Bizim Dagarcik adl

Galerisi’'nde sergiler acar. siireli yayinin kapaginda,

Golonii’niin natiirmort
1973-1974: ABD’ye davet
1973 yilinda ABD’nin Minnesota eyaletindeki (1973).

ciceklerinin reprodiiksiyonu

The Ben and Abby Grey Foundation Giindiiz Cover of the magazine
Golonu’yud St. Paul sehrindeki Hamline Bizim Dagarcik, featuring a
University’ye bir senelik misafir 6gretim reproduction of one of the
Uyesi olarak davet eder. Goloni’nlin pek ¢ok Go6lonii’s still-life paintings of
baski eseri Grey’in sanat koleksiyonunda flowers (1973).
mevcuttur ve bugiin New York University,

Grey Art Gallery arsivinde bulunmaktadir.

purchases six of GolonUl’s viscosity prints for
the library’s collection, offering Golonu full
access to its archives and collections for his
research. The research Golonu conducts in
Paris will form the foundation for completing
his tenure thesis, Decorative Elements in

Medieval and Early Renaissance Painting.

1968-1972: Inclusion in various International
Biennials and tenure (Figure 6)

Returning to Istanbul, G6loni receives
tenure in 1970, becoming an Associate
Professor in the Department of Decorative
Arts at the State Academy of Fine Arts. His
work is selected for numerous international
competitions and exhibitions during these
years, including the 1967 Sao Paulo Print
Biennial; the First and Second British
International Print Biennials in Yorkshire,
(1968 and 1970); the Seventh International
Paris Biennial (1971) and the Ibizagrafic Print
Competition in Spain (1972).

1969: The Smithsonian Institute’s
Printmaking Studio in Ankara

In 1969, Golonu travels to Ankara to
participate in a new printmaking studio
established jointly by the Smithsonian
Institution and the Turkish-American
Association. A number of the prints that
Golonl produces in this studio are included
in an exhibition organized by the Smithsonian
Institution that travels to various cities across
the United States.

1969-1971: First place in the Palme D’Or
competition

Between the years 1969-71 Golonu
repeatedly wins high honors in the
international print competitions organized by
the International Arts Guild in Monte Carlo.

In 1970, he wins this competition’s first prize,
Le Grand Prix International de Gravure Palme
d’or des Beaux Arts. This honor will pave the
way for new career opportunities. The Swiss
multi-national healthcare company Roche
Holding will commission four large paintings
from Golonu to decorate the atrium of their
office building in Istanbul. The Turkish State

Postal Service will commission Golont to
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Minnesota’da gecirdigi bir yil siirecinde
Golond, St. Paul ve Minneapolis’in
universitelerinde viscosite baski teknigi

ile workshoplar, atolye calismalari ve
seminerler gerceklestirir. Ayni yil University
of Minnesota’nin litografi profesoért Zigmund
Priede’nin atdlyesinde misafir sanatci olarak
calisir. 1974 yilinda ise Minnesota Museum of

Art'da kisisel sergisini acar.

Glnduz Golond, ayni yil San Diego State
University sanat bolimunun yaz somestrinde
ders vermek icin davet edilir. Burada

Space Ark, Dream, Flamingos ve Summer
Rain gravirlerini yapar. O yaz, yeni yaptigi
viscosite gravirlerini San Diego State
University, Casa Real Gallery’de sergiler.
Sonbahar aylarinda Pratt Graphics Institute
tarafindan verilen bir bursla New York’a davet
edilir ve ipek baski deneyimlerini aktarir.

1974-1979: Kazi Resim kitabi

1974 yilinda istanbul’a, Akademi’ye dénen
Glindlz Golond, profesorlik tGnvanini alir.
Bu donem Goloni’niin Gretimi agisindan
cok verimli gecer. 1975 yilinda Kaptana
Sanat Galerisi’nde, 1977°de Cumali Sanat
Galerisi’nde ve 1979°da Macka Sanat
Galerisi’nde kisisel sergiler acar. 1977 yilinda
sanatcl, American Institute of Nautical
Archaeology’nin kurucusu ve Texas A&M
University Sualti Arkeoloji Bolumi’nin
baskani George F. Bass'in Serce Limani kazi
projesine katilr. Ekip Uyesi olarak batiktan
ctkan 11. ylzyil Bizans cam objelerin teknik
cizimlerini yapar! (Resim 9) Ayni zamanda
Golond, tez calismasini yayima hazirlar.

Tum baski tekniklerini kapsayan ve Paris’te
ogrendigi viscosite teknigini dahil eden
Kazi Resim baslikl bir kitabi kaleme alr. Bu
calismayi sanatci, kendi cizdigi illustrasyon
ve diyagramlarla olusturur (Resim 10). Kazi
Resim, Turkce basilan ilk baski teknikleri
kitabi olarak Devlet Guizel Sanatlar Akademisi
tarafindan 1979 yilinda yayimlanir.

1 Bu teknik gizimler Serce Limani: Volume Il
The Glass of an Eleventh-Century Shipwreck baslikli

ciltte yayimlanmistir (2009).

9_ Go6l6ni Marmaris Sahili

Serce Limani su alti kazisindan
cikarilan 11. Yizyila ait
objelerin arkeolojik cizimleri
tizerinde calisirken (1977).
Golonii drafting an
archaeological sketch of
one of the eleventh century
objects retrieved from the
Serce Limani shipwreck off
the coast of Marmaris (1977).
Fotograf Photo by

Robin Piercy.

design a stamp commemorating the 650th
anniversary of poet Yunus Emre’s death
(Figure 7). Yildiz and Giindiiz Golonu’s only
child Berin is born in 1971.

1971-1973: Solo exhibitions in Istanbul
(Figure 8)

These are prolific years in which Golonu
produces prints and paintings for a series
of solo exhibitions held at the Kaptana
Art Gallery, Taksim Art Gallery and at
Darlissafaka.

1973-1974: First stay in the United States

In 1973 Golonl receives a one year artist-in-
residency appointment at Hamline University
in St. Paul, sponsored by The Ben and Abby
Grey Foundation in Minnesota. Abby Weed
Grey acquires many of Goloniu’s works for her
extensive collection of Turkish and Iranian art,
which is now housed in the archive of New

York University’s Grey Art Gallery.

Golonu teaches classes and workshops on
the viscosity technique at various universities
in St. Paul and Minneapolis. He is invited to
work as a guest artist in the workshop of
printmaker Zigmund Priede at the University
of Minnesota. In 1974 he opens his first
museum-based solo exhibition at the

Minnesota Museum of Art in St. Paul.

In the summer of 1974 he is invited to teach
in the summer session of the Fine Arts
Program at San Diego State University. He
creates some of his most colorful prints

that summer and displays many of these
new works, including Space Ark, Dream,
Flamingos and Summer Rain, in an exhibition
at SDSU’s Casa Real Gallery. In the fall
semester of that same year he receives a
fellowship to learn silk screening techniques

at the Pratt Graphics Institute in New York.

1974-1979: The publication Kazi Resim
Returning to Istanbul at the end of 1974,
Golonl receives the title of full professor at the
State Academy of Fine Arts. These are again
prolific years in which Golonu unveils a string

of solo exhibitions at the Kaptana Art Gallery

10_ Golonii’niin Kazi Resim (1979) isimli
yayin kapag, illiistrasyon sanatci tarafindan
hazirlanmistir.

Cover of Go6l6nii’s publication Kazi Resim

(1979), illustrated by the artist.

11_ Sanatgl, Kaliforniya’ya tasinmasini takiben
intaglio teknigi ile lirettigi kolaj/baski resim
eseri 6niinde (1982).

The artist in California posing with one of his

intaglio collages (1982).

12_ Sanatgl, St. Kate Universitesi'nde,
graviir resmi Minneapolis Skyway adli eseri
ontinde.

The artist at St. Kate’s University,

posing in front of his etching Minneapolis

Skyway.
Fotograf Photo by Jane Katz (1980).
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1979-1980: Minnesota’ya doniis (Resim 11)
Sanatgl, 1979 yilinda The Ben and Abby Grey
Foundation tarafindan tekrar Minnesota’ya
davet edilir. St. Paul sehrindeki St. Catherine’s
(St. Kate’s) University’nde bir senelik

misafir ogretim Uyesi olarak gorev yapar,
viskosite teknigi konusunda dersler verir

ve workshoplar diizenler. Bu donemde
Urettigi isler, Minnesota peyzajlarinin kus
bakisi manzaralari ile yasadigi cevrenin
gorunumleridir. Bu eserler, daha dnce urettigi
yapitlarla birlikte University of Minnesota’nin
Coffman Union Memorial Art Gallery ile St.
Kate’s’in Catherine G. Murphy Gallery’de

sergilenir.

1980: Kaliforniya’ya yerlesmek (Resim 12)
San Francisco, Bay Area’da yasamaya
baslayan sanatci, Kala Institute baski
atdlyesinde sanatini gelistirme calismalarini
surdurdr. Kala Institute’un kuruculari olan
Archana Horsting ile Yuzo Nakano, S.
William Hayter'in Atelier 17’sinden yetismis
sanatcilardir. Her ikisi de Giindliz Golonun’in
bu sehirde yasamaya karar vermesinde etkili
olur ve onun Kala’da calisan uluslararasi
sanatcilarin ortamina girmesine yardim

ederler.

1980-84: Kala Sanat Enstitiisti

Glnduz Goloni’nun calismalart Osmanli
minyatiir sanati ile islam mimarisi
motiflerinden esinlenmis geometrik
calismalar ve soyutlamalardan olusur. Ayni
anda giderek artan bir evrensellik ve farkli
kulttirler arasindaki ortak motifleri ortaya
cikarma cabalarini yansitir. 1984 yilinda Kala
Sanat Enstitlsu Galerisi’'nde son urettigi
baskilari ve akordeon tarzinda diizenlenmis
kitaplarini sergiler. Bu kitaplarin bir bolimu
acildiginda ulastigr uzunluk birka¢ metreye
ulasir ve sanatc¢inin yaratmak istedigi motif,
form ve renk degisimlerine olanak saglayan
genis bir alan olusturur. Transfiguration,
Disintegration/Aggregation ve Evolution/
Involution olarak tanimladigi bu isler, s6zu
gecen degisimlerin zaman ve mekan icinde
nasil olustugunu gosterir. Bu arada Kala
Institute’da baski sanati egitmenligi yapmaya

devam ederken Idywild Arts Academy ve San

(1975), the Cumali Art Gallery (1977) and the
Macka Art Gallery (1979). In the summer of
1977 he joins the archaeological team of
George F. Bass, the founder of the American
Institute of Nautical Archaeology and the chair
of the Archaeology Department at Texas A&M
University. That summer Golonu sketches
many of the eleventh century glass objects
that Bass’s team retrieves from the Serce
Limani shipwreck off the coast of Marmaris!
(Figure 9) In 1979, Golonu prepares his thesis
work for publication. Kazi Resim, published
by the State Academy of Fine Arts in 1979, is
illustrated with Golonu’s own drawings and
diagrams and combines his research into the
history of printmaking with a description of

various printmaking techniques. (Figure 10)

1979-1980: Return to Minnesota (Figure 11)
In 1979 Golond is invited back to Minnesota by
The Ben and Abby Grey Foundation. He holds
a one-year visiting artist and instructor position
at St. Catherine’s University (St. Kate’s) in St.
Paul, organizing courses and workshops on
intaglio and viscosity printmaking techniques.
His new works consist of bird’s eye views of
Minnesota landscapes, as well as views of

the St. Paul neighborhood where he lives and
works. He displays his new and pre-existing
works in solo exhibitions held at the University
of Minnesota’s Coffman Memorial Union Art
Gallery, and St. Kate’s University’s Catherine

G. Murphy Gallery.

1980: Building a new life in California
(Figure 12)

Glndiz Golonu settles in the San Francisco
Bay Area where he can pursue his
printmaking practice at the Kala Art Institute,
a printmaking workshop and gallery. Kala,
which was founded by Archana Horsting and
Yuzo Nakano who also studied with Hayter
at Atelier 17 in Paris, will anchor Golont

to the Bay Area and introduce him to an

international community of printmakers.

1 Some of Goloni’s sketches are published in
Serce Limani: Volume Il, The Glass of an Eleventh-

Century Shipwreck (2009).

Diego State University yaz programlarinda da

misafir sanatgi olarak calisir. (Resim 13)

1985: Gilgamis Destani

Sanatcl, Berkeley sahaflarindan Gilgamis
Destanrnin ingilizce yazilmis bir kopyasini
bulur ve kitabi okurken Enkidu ile

Utana-istim gibi isimlerin Turkce’ye olan
benzerligini gorur. Bu durum Galénd’nin
Gilgamis Destani’'nin yazildigi eski
Mezopotamya dillerini arastirmaya iter ve
sanat yasami boyunca Stimer ve Akad dilleri
ile ugrasir. Bu dilleri incelemeyi surdurur

ve hepsinin kokeninin “Turki” dillerine
dayandigina inanir. 1985’den itibaren bitlin
sanatini piktograflarla sézctiklerin iliskisine
ve eski Mezopotamya dilleri ile diinyanin her
yerinde yazilan ve konusulan diller arasindaki
baglantly1 resimleme cabasina adar. 1985’den
sonra akordeon bicimindeki kitaplari bu

tutkunun yansimasidir.

1990’lar: Ornament, Sembol ve Dil

Glnduz Golonu, akordeon bicimindeki
kitaplari Uretmeyi birakir; mimari yaplilar,
muzik enstrimanlari, dans, tiyatro, zaman ve
kure gibi temalari isleyen seriler yapmaya
baslar. Bu temalarla ilgili degisik dillerden
alinan sozcuklerin anlamlarini resimleyerek
s6zl gecen temalari uluslar ve kiilturler arasi
acilardan inceler. Kimi kez bu sézctkleri

civi yazisi ile karsilastirir. Kagit katmanlari
seklinde karisik malzeme ile calisarak kolaj
formunda yapitlar Uretir. Bunlari seri halinde
duzenleyerek el yapimi kagit ve kumaslardan
hazirladigi islerini kutulara yerlestirir. Bu on
yil onun en 6zgtin islerini ortaya cikardigi

bir donemdir. Bu surede toplam 173 farkli
yapittan olusan 12 seri Uretmistir.

2001-2005: istanbul’a doniis (Resim 14)
2001 yilinda sanatcl, 1979’dan sonra

ilk kez Istanbul’u ziyaret eder. 2005

yilinda ise Istanbul’a yerleserek Yeditepe
Universitesi'nin Giizel Sanatlar Fakiiltesi’nde
profesor olarak calismaya baslar. Bu yillarda
Golonu, figuratif islere geri donerek dykusel

(narrative) eserler Uretmeye baslar.

1980-1984: Kala Art Institute

Golonu’s figurative studies give way to a
focus on abstraction and on geometric
studies inspired by the patterning of Ottoman
miniature paintings and Islamic architecture.
His work also displays increasing focus on
internationalism and a search for common
universal motifs among various cultures. In
1984, Golonu unveils a solo exhibition of

his new prints and accordion-format books
produced at Kala. His accordion-fold books, 141
some of which stretch out to several meters —
in length, allow him to experiment with the
transformation of pattern, form and color
over a long surface area. The titles he gives

to these works, such as Transfiguration,
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Disintegration/Aggregation and Evolution/
Involution, reflect his interest in tracking these
transformations over space and time. Golonu
teaches printmaking classes and works as a
master printmaker at Kala while also accepting
part-time teaching positions at institutions
such as the Idyllwild Arts Academy and at San
Diego State University. (Figure 13)

1985: Epic of Gilgamesh

In one of Berkeley’s used bookstores, Golonu
finds a copy of the Epic of Gilgamesh written
in English. While reading this book, he
realizes that all of the names in the epic, such
as Enkidu and Utana-ishtim sound like Turkish
words. The Epic of Gilgamesh piques his
interest in ancient Mesopotamian languages
and he devotes himself to studying Sumerian
and Akkadian written in the cuneiform script.
After teaching himself to read cuneiform he
becomes convinced that Turkic languages
are linked to ancient Mesopotamian
languages. From 1985 on, he will devote his
artistic practice to illustrating the relationship
between pictographs and words and the
connections between ancient Mesopotamian
languages and languages that are written
and spoken around the world today. Starting
in 1985, he will incorporate these language

studies into his accordion-fold books.

1990’s: Ornament, Language, Sign
Golonu gradually abandons the accordion-

fold book format and starts producing
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13_ Golonii, San Bernardino’daki Idyllwild
Giizel Sanatlar Akademisi Ozgiin Baski
Atolyesi’nde bir 6grenci ile calisirken (1983).
Goloni working with a student at the
printmaking studio of the Idyllwild Arts

Academy in San Bernardino (1983).

14_ Sanatgl, Isik Universitesi Giizel Sanatlar
Fakiiltesi’ndeki atolyesinde tual bir eser
tizerinde calisirken, istanbul (2009).

The artist working on a canvas in his painting
studio at Isik University, Istanbul (2009).

Fotograf Photo by Berin Golonii.

15_ Sanatgl istanbul’da (2012).
The artist in Istanbul (2012).

Fotograf Photo by Berin Golonii.
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2005-2014: istanbul’da Son Yillar

(Resim 15)

Golond, kagit tzerine uyguladigr karisik
teknik calismalarinin yanisira buyuk
boyutlarda yagli boya resimler de Uretmistir.
Bu yagli boyalar sanat¢inin en buytk boyutlu
yapitlari olduklarn gibi konu agisindan da
cesitlidirler. Konular, Goloni’'niin 1960

ile 1980 arasindaki islerinde gorilen
figuratif calismalar, mitoloji, Turk folkloru,
islam mimarisi, doga ve denizin kus bakisi
gorunumlerine olan ilgisini ve son yillarin
Mezopotamya calismalarina olan

tutkusunu gosterir. Bu yagh boyalardan
Etimoloji/Art 2010 yilinda Ekavart Gallery’de,
Kok Sézciiklerle ise 2012°de Sile’deki

Isik Galerisi’nde sergilenir. Golont, 2007
yilinda Isik Universitesi, Glizel Sanatlar
Fakdltesi’nde profesor olarak ¢alismaya
baslar. Bu dénemde istanbul Grafik Sanatlar
Miizesi’nde ve Pamukkale Universitesi’nde

baski atdlye calismalari diizenler.

Sanatcl, 2014’de istanbul’da vefat eder.

15

works as series, with each series focusing on
universal themes and cultural practices such

as “architecture” “bath” “musical instruments”

” ”

“dance” “theater” “time” and “sphere.” He

explores each of these themes from trans-

national and trans-cultural perspectives

by illustrating the meanings of words from

different languages. Sometimes these words

are juxtaposed against the ancient cuneiform

script. He conceives of each series as a single

study or work with folios of collaged and 143
painted mixed-media works that are housed in —
handmade boxes of printed paper and fabric.
Over the course of this decade he produces
more than a dozen different series comprised

of a total of 173 individual pieces.
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2001-2005: Homecoming

In 2001 Golonu visits Istanbul for the first
time since his move to Minnesota in 1979.

He settles back in Istanbul in 2005, where he
starts teaching in the Fine Arts Department
of Yeditepe University as a professor of
studio art. Golonu’s artistic work at this time is
marked by a return to figuration and a focus

on narrative.

2005-2014: Final Years in Istanbul

(Figure 15)

Golonu continues a steady pace of artistic
production, continuing his mixed media works
on paper, as well as producing some of his
largest canvas paintings. The paintings of

this late period are hybrids that combine the
artist’s earlier interests in figuration, mythology,
Turkish folklore, Islamic architecture and bird’s
eye views of landscapes and seascapes,

with his more recent interest in the study of
ancient Mesopotamian languages. These

new paintings and works are showcased in
the solo exhibitions Etimoloji/Art at EKAV

Art Gallery (2010), and K6k Sozciiklerle at
Galeri Isik Sile (2012). In 2007 he joins the
Fine Arts Department of Isik University as

a full professor. He continues to conduct
printmaking workshops at institutions such as
the Istanbul Museum of Graphic Arts and at

Pamukkale University.

Glndiz Golonu dies in Istanbul in 2014.
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