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Kadri Ozayten
Kelebek Btkisi

Marcus Graf

Kadri Ozayten
Butterfly Effect

Marcus Graf

Kelebek Etkisi, Kadri Ozayten kiilliyatinin
retrospektif analizidir. 1970’lerden 2000’lerin
basina kadar uzanan ve desenleri, baskilarinin yam
sira kolajlar1 ve video calismalarinindan 6rnekler
sunan sergi, estetik ve diislinsel meseleleri giiclii
bir sekilde dengeleyek sanat ve politikay1 birbirine
iligkilendirmeyi bilen 6nemli bir sanat¢inin
calismasina dair bir anlayis sunuyor.

Milli Reasiirans Sanat Galerisi’deki sergi ve ona
eslik eden kitap kronolojik diizende kurgulandi.
1970’lerin bagindan itibaren Kadri Ozayten’in
caligsmasi esasen kendi hayat hikayesine dayanan
resim ve baskilarla belirlenir. Burada, duygu giidiilii
figliratif parcalar kisisel hayatini yansitir. Ayrica bu
siire zarfinda, sanat¢inin Anadolu ikonografisine
olan ilgisi, geleneksel motiflerin modern estetikle
kombinasyonu ile taninabilir. Daha sonra,
1980’lerde iirettigi isleri sosyo-politik olaylarin
neden oldugu kisisel travmalarla sekillenir. Burada,
oldukca karanlik bir renk araliginin yani sira
isimsiz, gozleri bagh figiirler genellikle genis ve

anonim manzaralarda kargimiza ¢ikar. Ozayten’in

kompozisyon algis1 ve bagkahramanina uyguladig:
resimsel yaklagimi yalinlagtirma, mimalize etme
ve soyutlamaya yoneliktir. Bu asama, sanat¢inin
erken donem c¢alismalari ile daha sonra 1990’larda
yapti81, Balkan ve Korfez Savaslar’’nin yani sira
sosyal ve politik ulusal ¢catismalara dogrudan tepki
gosterdigi, genellikle disiplinlerarasi calismalar:
arasinda bir ara durak olarak da anlagilabilir. Bu
aym zamanda Kadri Ozayten’in resimlerinin yan
sira kolaj, zaman ve mekana 6zgii yerlestirmeler ile
Fluxus ve onun siirec odakl iiretim metodlarindan
etkilenmis eserlere agirlik verdigi bir donemdir.
Bu dénemde nesnesiz sanat ve video sanati tizerine
yaptig1 deneyler de bulunmaktadir. Ote yandan
1990’lar Ozayten’in kiilliyatinin ana sembollerinin
ortaya ciktig1 bir slirectir: Kelebekler, cakil taglari,
kagittan ucaklar ve kamuflaj dokusu onun umut

ve savasg karsiti kisisel ikonasi haline gelmistir.
Nitekim, savas ve krizin sanat¢inin etrafindaki
diinyay1 sarstig1 bu son derece gergin dénemde,

Butterfly Effect is a retrospective analysis of the
oeuvre of Kadri Ozayten. Spanning from the

1970s to the beginning of 2000s, and exemplary
presenting drawings, prints, paintings, as well as
collages and videos, the exhibition gives an insight
into the work of a remarkable artist who knew how
torelate art to politics through a brilliant balancing
of aesthetic and intellectual matters.

The show at Milli Reasiirans as well as the
accompanying book are structured according

to a chronological order. Starting in the early
1970s, Kadri Ozayten’s work is characterized by
paintings and prints that are mainly based on his
own biography. Here, emotionally driven figurative
pieces reflect on his personal life. Also during this
time, the artist’s interest in Anatolian iconography
can be recognized through the combination of
traditional motives with modern aesthetics.
Later, the works of the 1980s are characterized

by personal traumata caused by socio-political
incidents. Here, besides a rather dark range of
colors, nameless blindfolded figures often appear
in vast and anonymous landscapes. Ozayten’s
notion of composition and the painterly treatment
of his protagonists aim towards simplification,
minimalization and abstraction. This phase can
also be understood as an interstation between the
early pieces and the later, often interdisciplinary
works of the 1990s, in which the artist directly
reacts to the wars of the Balkan and the Gulf Area
as well as to social and political national conflicts.
It is also this time, when Kadri Ozayten besides
his paintings focuses on collages, time- and site-
specific installations as well as on pieces that were
influenced by Fluxus and its process-oriented
production methods. Also experiments with non-
objective art and video art can be found during
this period. The 1990s mean also the phase, where
the main symbols of Ozayten’s oeuvre appear:
Butterflies, pebble stones, paper airplanes and
camouflage textures became then his personal
icons of hope and anti-war. Indeed, in this highly




giiclii sosyo-politik ilgisi ve samimi insancil gérev
duygusu isini ileriye tasiyan ana giiclerdir. 2000
sonrasinda sanatci tekrar resime odaklanir ve 40
senelik aragtirma ve yogun ¢alismasinin sanatsal
cabalarinm 6zetledigi, biiylik eserlerden olugan
onemli bir seri iretir.

Kiiratoryel aragtirmam i¢in kapsamli bir argiv
incelemesi yapmanin yam sira Kadri Ozayten’i
taniyan pek ¢ok sanatci ve is arkadasi ile goriistiim.
Tamami onun hakkinda ii¢ nemli 6zelligini ortaya
koydu: Cok nazik bir insan ve akademide ¢ok iyi
bir egitmen olmanin diginda, Ozayten yeniligin

ve aragtirmanin 6nemini bilen zeki ve ¢caliskan bir
sanatclydl. Yasam ve sanata yonelik elestirel ama
hiimanist tutumu, siirekli bir merak ve deneyleme
sevgisi ile karsilagtirildiginda, Ozayten’in kiilliyat1
Tiirkiye’deki giincel sanat tarihi icinde biiyiik bir
onem kazaniyor.

Milli Reasiirans Sanat Galerisi, islerini goriiniir ve
ulasilabilir kilmak iizere hayatta olmayan 6nemli
bir sanatciya mekanlarini bir kez daha acti. Sanat
tarihcisi olarak bu cabay: cok degerli buluyorum
ve Ayse Giir ile Elvan Tekcan’in vizyonunu

ve cesaretini takdir ediyorum. Bir de serginin
kiiratorliigiinii tistlenmem adina yaptiklari: davet
icin tesekkiir ederim. Ayrica Kadri Ozayten’in
ailesine, 6zellik oglu Giiney Ozayten ve esi Ipek
Senel Ozayten’e bu projenin arastirilmasinda ve
uygulanmasinda aldiklari aktif rol icin sonsuz
tesekkiirlerimi sunarim. Onlarin bilyiik ¢caba ve
0zeni sayesinde sergi ve kitapta yer alan arsiv
materyallerini ve eserleri sunmak miimkiin oldu.
Timucin Unan + Crew ekibine giizel kitap tasarimi
ile galerinin girisindeki ve biyografi odasindaki
tasarim ¢oziimleri icin tesekkiir ederim. Sevgili
meslektaslarim Derya Yiicel, Evrim Altug, Beral
Madra ve Serhat Kiraz kitaba muazzam katkilarda
bulundular. Hepinize ayirdiginiz zaman ve enerji
icin tesekkiir ederim. Benim giris yazimdan sonra,
Derya Yiicel’in harika yazis1 Kadri Ozayten’in
caligmalarina dair bakis sunuyor. Devaminda, Evrim

tensed period, when wars and crisis are shaking the
world around him, a strong socio-political interest
and sincere humanist engagement becomes the
main forces that propels his work. After 2000,

the artist again shifts his focus onto painting, and
creates an important series of large pieces, in which
he summarizes the artistic efforts of 40 years of
intensive research and hard work.

For my curatorial research, besides doing an
extensive archival investigation, I also spoke

with many artists and colleagues who knew Kadri
Ozayten. All exposed three characteristics about
him: Besides being a very kind man, and a very
good teacher at the academy, Ozayten was an
intelligent and hard-working artist who was open
to innovation and knew the importance of research.
His critical yet humanist attitude towards life and
art, compared with a constant curiosity and love of
experimentation give his oeuvre an extraordinary
importance in the history of contemporary art in
Turkey.

The team at Milli Reasiirans has once again opened
its gallery space to an important deceased artist in
order to make his work visible and accessible. As art
historian, I value this effort alot, and I appreciate
Ayse Giir’s and Elvan Tekcan’s vision and courage.
I also thank them for the invitation to curate this
exhibition. A big thank you belongs also to Kadri
Ozayten’s family, especially his son Giines Ozayten
and his wife Ipek Senel Ozayten, as they actively
took part in the project’s research and execution.
Thanks to their huge effort and great care it was
possible to present the archival material and

the pieces presented in the exhibition and in the
catalogue. I thank Timurcin Unan + Crew for the
nice catalogue design as well as for the brilliant
design solutions in the entrance of the gallery and
in the biography room. Also, my dear colleagues
Derya Yiicel, Evrim Altug, Beral Madra and Serhat
Kiraz immensely contributed to the catalogue. I
thank you all for your time and energy. After my

Altug’un sanatciy1 yakindan taniyan ve kendisi

ile cokca calismig Beral Madra ve Serhat Kiraz

ile gerceklestirdigi soylesi, gecmisin baglamsal
meselelerine de egilerek, sanatcinin sanatsal iiretim
aligkanliklarini gosteriyor. Dénemdas bir sanatci
olmanin yan sira Ozayten’in yakin arkadas1 olan
Serhat Kiraz tiim bu proje i¢in ¢cok 6nemli bir

figiire doniigtii. Sanatcinin kiilliyatin1 anlamamda
gostedigi bityitk yardim icin tesekkiir etmek isterim.
Son olarak, projenin kiiratoryel aragtirmasinda

ve uygulamasinda 6nemli rolii olan kiiratoryel
asistanlarim Melike Bayik, Oykii Demirci ve Beyza
Demircioglu'na tegekkiirlerimi sunmak isterim.

introductory text, Derya Yiicel’s excellent essay
gives insight in the life and work of Kadri Ozayten.
Then, Evrim Altug’s interview with Beral Madra
and Serhat Kiraz, who knew the artist very well,
and who have worked with him alot, illustrates his
artistic working habits as well pressing contextual
matters of the past. Especially Serhat Kiraz
became an important figure in the whole project,
as he was not only a fellow artist, but also a close
friend to Ozayten. I want to thank him for being
abig help in understanding the artist’s oeuvre.

In the end, I would like to thank my curatorial
assistants Melike Bayik, Oykii Demirci and Beyza
Demircioglu who were substantial parts of the
curatorial research and execution.






Kadri Ozayten
ve Vaktinden

Once Olen
Kelebekler...

“Ars Longa, Vita Brevis™

Derya Yiicel

Kadri Ozayten
and Butterilies
Died Ahead of

Their Time...

“Ars Longa, Vita Brevis™

Derya Yiicel

Sanatci, diisliniirken ve yapit liretirken, o giine
kadar yapilanlardan sonra iirettiginin bilincinde
olmak ve her adimin hesabini vermek zorundadir...
flk kez 1999 yilinda, bu ciimleyi girisine tagidig1 ve
ogrencileriyle paylastig1 ders notlariyla tanistigim,
sonrasinda kendisini yakindan tanima ve ¢aligsma
sansi1 yakaladigim Kadri Ozayten’i anlatmak
yalnizca sanat tarihine bir katki sunmak degil,
layikiyla kayda alinamayanin geri cagirilmasi, telafi
edilmesi ve hafizaya aktarilmasi gibi daha derin

bir sorumlulugu da hissettirmektedir. Ne yazik

ki ayn1 simdi’de yasamiyor olmanin her zaman

icin aktarimda eksiksiz bicimde doldurulmasi

giic bosluklari beraberinde getirme riski vardir.
Ancak, “hafiza/hatirlama” dinamiginde de oldugu
gibi farkh “simdiler”i ve farkh “uzamlar1” isgal
etmis olmanin getirdigi dolayisiyla senkronize
olmayan farkhiliklar: cok yonlii bir bakis acisiyla
degerlendirme 6zgiirliigii de elimizde saklidir.
Gecmisin hic durmadan gelecege dogru yonelen bir
uc¢ ve simdiyi olusturan bir tortu oldugunu akilda
tutarak ve kimin hafizasindan 6te neyin hafizasi,
hatirlayanin kim oldugundan ziyade hatirlananin
ne olduguna vurgu yaparak Kadri Ozayten’i
anlatmak, kendi climleleriyle de kendi “simdisi”nin
izini siirmek miimkiin gériinmektedir.

“Sanat insanin bir gereksinmesi, diinyay: tanimasi,
kendini asmast, daha anlamli bir ¢evrenin

olusmasina katkida bulunmasidir. Insanin diinya ile

iliski kurabilmesi, tiim insan olmak istemesi, yalniz
us yoluyla, diisiincelerle degil, duygularla, sezgilerle
de gelisir.”

Tipki tarih, bellek ve gecmisin nesnel ve sabit
kavramlar olmadig gibi sanat da icinde yasamakta
oldugumuz simdinin politikasi cercevesinde
tizerinde salt zihinsel, diistinsel, felsefi ya da
varolugsal degil etik, estetik, ekonomik miicadeleler
ylriitiilen kavramlardan biridir. Sanat iretmek ne

2  Kadri Ozayten, MUGSF Resim Boliimii 6grencileri icin hazir-
ladig1 ders notlarindan, 1996

An artist must be aware of the fact that she/he
creates afterwards of what has already been created
by this day and she/he must account for their
every step when she/he thinks of or creates an
artwork... Speaking about Kadri Ozayten, whom I
first got to know through his seminar notes which
he wrote the earlier sentence on the preface and
shared with his students, whom I later got the
chance to know better and work with, not only does
it contribute to art history but also carries a more
profound responsibility to recall, compensate and
recollect what has not been properly recorded.
Unfortunately, not living the same “now” always
carries the risk of blanks difficult to fill entirely.
Thus, we reserve the freedom to examine the
unsynchronised varieties resulted from the
invasion of different “nows” and different “spaces”
in the same way in the dynamics of “memory/
recollection.” By keeping in mind that the past

is a frontier steadily pointing towards the future
and a residue that piles up the now; and focusing
on the memory-of-what rather than the memory-
of-whom, what-is-recollected rather than who-
recollects; it seems possible to talk about Kadri
Ozayten and trace his words back to his “now”.

“Art is a need, a way of understanding the world

by the humans and how they transcend themselves,
contribute to the making of a more meaningful
context. That humans can relate to the world, their
wish to become whole does not develop only through
mind or reason but also through emotions and
intuition.”®

Just like history, memory and past are no objective
and steady notions, the art, too, is a notion
challenged not only mentally, intellectually,
philosophically or existentially but also ethically,
aesthetically, economically within the frame of the
current politics of the now that we live in. Though

2 Kadri Ozayten, from the seminar notes prepared for the students
of MUGSF Painting Department, 1996




Pamuk Isgileri
Gravur / Etching
45.5x33.5 cm, 1980

kadar bireysel olursa olsun, toplumsal olarak da
sahip oldugumuz bir diisiinceler kiimesiyle iligki
icindedir. Dolayisiyla, sanat {iretimi bir parcasi
oldugumuz -veya parcasi edildigimiz- toplumlarin
maddi ve manevi tiim kiiltiirel mirasi/bellegi/
tarihi ile birlikte gerceklesir. Bireysel hafiza ile
kolektif hafiza arasindaki bag nasil i¢sel, ickin ve i¢
iceyse, sanat liretimi de tamamen kendi icselligiyle
kusatilmamus, kolektif bellege baglanmisg bir
eklemlenme durumudur.

“Her cagda degisen yasama bicimi, begenileri de
degistirir. Bilimin, kiiltiirel yagamin gelismesi bir
dizi yeni degerler olusturur. Her sanat dalinda yeni
duyarliliklarin getirdigi yeni yaratilar ortaya ¢ikar.
Uzunca bir siire ‘eski’ile “yeni’ ¢atigir... Sanatla
sosyal yapt arasindaki iligkiler, toplumun kendine
0zgii tarihsel kosullart iginde degderlendirilebildigi
olciide yeni bilegsimlerin olusacag actktir™

Bu bilegimlerin izleri, Kadri Ozayten’in ilk

dénem caligmalarinda kendini gdstermistir.
Sanatc1, Sanatta Yeterlilik tezi icin aragtirma ve
incelemelerde bulunmak tizere Agri, Van, Bitlis ve
Hakkari’yi kapsayan genis Dogu Anadolu gezisinde
halk resmi, geleneksel mimari ve tekstil motifleri
iizerine incelemeler ve gozlemler yapmigtir.
Ozayten’in 1970’li yillardan 1980°li yallarin ilk

8 Kadri Ozayten, “Cevrede Resmin Sagliksiz Degisimi-Yozlagma”,
IDTGS Yeterlilik Tezi, 1982
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Gurbet Siirer El Kapilarinda II
Litografi / Litography
50x35 cm, 1980

creating art may be individual, it is in relation to
the society’s cluster of thoughts. Therefore, artistic
creation takes place together with the material or
spiritual, cultural heritage/memory/history of the
societies of which we are a part of -or were made a
part of. In the same manner that the bond between
individual memory and collective memory is
internal, inherent and interwoven, artistic creation,
too, is articulated to collective memory and is not
absolutely encircled within its own internality.

“In every age, the changes in lifestyle bring changes

in artistic taste. Progress in science, cultural life
suggests a new set of values. In every artistic
discipline, new creations emerge as a result of the new
sensitivities. For a long while ‘the new’ and ‘the old’
stay in conflict... It is clear that new combinations will
form ifthe relation between art and social structure is

»3

assessed within their historical context..

The traces of such combinations are evident

in Kadri Ozayten’s early works. During his
comprehensive Eastern Anatolia trip including
Agr1, Van, Bitlis and Hakkari that he set off to
research for his proficiency in arts thesis and during
which he made observations and examinations on
folk painting, traditional architecture and textile
patterns. The images in his works from the 1970s to

3 Kadri Ozayten, “Cevrede Resmin Sagliksiz Degisimi - Yozlasma”
(The Unhealthy Changes of Art in the Environment -Corruption),
IDTGS Proficiency in Arts Thesis, 1982

Sahmeran
Litografi / Litografphy,
41x40 cm, 1982

yarisina kadar tirettigi eserlerinde, figiirler,
portreler, kuslar, taslar ve agaclardan sokaklar,
evler, elbiseler ve kostiimlere kompozisyonlarinda
kullandig1 imgeler, halk resmi geleneginden aldigi
referanslarla, geleneksel nakis ve motifin yenilikci
yaklagimla ele alinig1 olarak yorumlanmigtir.
Sanat¢inin bu yaklagimi, merakl bir ¢egitleme
iceren dekoratif bir yontem olarak degil, aragtirma
ve bilgiyle ortaya cikan organik bir dil biitiinliigii
yakalama kaygisidir. Sanatci, Pamuk is¢ileri dizisi,
Go¢ Yollar1 Tikadi, Gurbet Siirer El Kapilarinda
gibi ¢caligmalarinda yerel cografyanin toplumsal ve
sosyo-politik olgularini ele alirken Diigiin Alay,
Adak Agaci, Gelin, Sahmeran, Edremit Pazari gibi
ilk donem iiretimlerinde folklorik ve mitolojik
konulara giincel gozlem ve 6znel anlatimiyla
deginmistir. Anadolu'nun kiiltiirel ve gorsel
birikiminin, inanclarin, mitolojilerin, etnografik
ve folklorik mirasinin yansimalar ve gelenegin
icinde giincel olanaklar1 arastirmasi, sanatcinin
ozellikle ilk donem baski resimlerinde kendini
gostermistir.

“Anadolu halki sanatsal etkinliklerde sorunlarina
0z yasamuindan kaynaklanan ¢6ziimler bulmus,

15

Pazarda
Gravur/ Etching,
39.5x64.8cm, 19758

Goger Gelini
Gravir / Etching,
32xR6 cm, 1983

the early 1980s varying from figures, portraits, birds,

rocks as well as wooden streets, houses, clothes to
costumes are interpreted as an innovative approach
to the traditional embroidery and patterns with a
reference to the folk painting. This approach of the
artist is not a decorative method involving a curious
variation, but rather a concern, arisen from his
researches and knowledge, for acquiring an organic
integrity of language. The artist deals with the social
and socio-political notion of the local geography in
his works such as Cotton workers series, Go¢ Yollar
Tikad: (Migration Blocked the Roads), Gurbet Siirer
El Kapilarinda (Homesickness at the Gates of an
Alien Land), whereas, in his early productions such
as Digiin Alay1 (Wedding Regiment), Adak Agaci
(Wish Tree), Gelin (Bride), Sahmeran (Shahmaran),
Edremit Pazari (The Bazaar of Edremit) he touched
on folkloric and mythological topics through

a contemporary observation and subjective
expression. The reflections of Anatolia’s cultural
and visual accumulation, beliefs, mythologies,
ethnographic as well as folkloric heritage, and

the exploration of the contemporary possibilities
within the tradition are manifested especially in his
early period paintings.



teknikler gelistirmigtir. Béylece yerel ve evrensel
diizeyde geleneksel halk sanatlart ortaya ¢citkmstir...
Halk sanatinin tiriinlerinde yasamla uyum siirekli
vardir, canlidir, islevseldir...™

Anadolunun bellegini olugturan tarihsel katmanlar:
arastirmak, Anadolu arkeolojisi yapmak, gorsel-
kiiltiirel mirasin verilerini farkli perspektiflerden
degerlendirmek, resmi tarihle hesaplasmak,
toplumsal/kiiltiirel bellegin ve gelenegin kodlarim
cozerek yap1 bozumuna ugratmak sanat alaninda
ozellikle 1960’11 y1llardan itibaren giindeme
gelmistir. Farkindalik olmadan tekrarlamak
miimkiin degildir ve tekrarlayarak anlamlandirma,
gecmisin yiikiinii hem degerlendirmek hem de
hafifletmek icin elzemdir. 1960’lardan itibaren
Tiirkiye’de de sanatcilar, ddnemin yogun toplumsal
doniistimiiyle paralel olarak yeni ifadelerin,

yeni malzemelerin ve yeni anlamlarin pesinde
dinamik arayislar stirecine girmiglerdir. Bu

kimlik aray1511960 6ncesinde tanimlanan sekliyle
yalnizca “ulusal/milli” ya da “k6kensel” olmaktan
cikarak “kiiltiirel”, “toplumsal”, “bireysel”
arayiglar: kapsamaya baslamis, resmi sdylemin
yoOnlendirici etkisine mesafe alarak daha 6zgiil

bir karakter kazanmaya baglamigtir. 1960’1ardaki
bu sanatsal doniisiim siirecinin en belirleyici

yonii, devlet eliyle yerlestirilen modernizmin
kirilmasi ve daha bireysel ifadelerin ¢ikigina zemin
olusturacak sanatsal sdylem ve tavirlarin ortaya
konmasi olmustur. Kadri Ozayten’in de 1970’li
yillarda tirettigi yapitlarinda gecmisle kurulan

bag, tarihselcilik, nostalji, bellek ve gelenek gibi
kavramlarda yansimasini bulmus olsa da sanat¢inin
tavr1 kendi dénemine ait bir sanatsal tutumun
gostergesidir. Bu tutum, yalmizca Ozayten’in degil
donemin sanat¢ilarinin kendi simdisinde, tarihten,
hafizadan ve gelenekten beslenme, yeni bir gézle
degerlendirme, sahip ¢cikma ya da inkér etme gibi
farkl egilimleri ve bu egilimlerin ¢cagdas sanata

4 Kadri Ozayten, “Cevrede Resmin Sagliksiz Degisimi - Yozlagma”,
IDTGS Yeterlilik Tezi, 1982
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“In artistic activities, Anatolian people found
solutions and developed techniques based on their
authentic life. Thus, traditional folk art arose on both
regional and universal levels... Folk artworks are
always harmonious with life, alive, functional...”*

Investigating the historical layers that constitute
the memory of Anatolia, making Anatolian
archaeology, evaluating the data of visual-cultural
heritage from different perspectives, confronting
with official history, deciphering the codes of social/
cultural memory and tradition, and disrupting

the structure have been brought on the table,
especially in the art field, since the 1960s. Repeating
is impossible without awareness and signifying via
repetition is essential to both assess and mitigate
the burden of the past. Since the 1960s, artists

in Turkey have entered the process of dynamic
pursuits in seek of new expressions, new materials
and new meanings in parallel with the intense
social transformation of the period. This quest for
identity began to include not only “national /civic”
or “fundamental”, as it was defined so prior to the
1960, but also “cultural”, “social” and “individual”
pursuits, and began to gain a more specific character
by taking distance from the manipulating influence
of official discourse. The most decisive aspect of this
process of artistic transformation in the 1960s was
the shattering of the modernism conditioned by the
state, and the introduction of artistic discourses
and attitudes that would form the basis for the
emergence of more individual expressions. Even
though the bond established with the past in the
works Kadri Ozayten in the 1970s finds its reflection
in the notions such as historicism, nostalgia,
memory and tradition; the artist’s approach is also
an indication of an artistic attitude of his period.
This attitude sheds light on a broader perception of
the different tendencies such as relying on history,
memory and tradition, reviewing them from a new

4  Kadri Ozayten, “Cevrede Resmin Sagliksiz Degisimi - Yozlasma”
(The Unhealthy Changes of Art in the Environment -Corruption),
IDTGS Proficiency in Art Thesis, 1982

nasil tagindiginmi gosteren daha genis bir algiya da
151k tutmaktadir.

“Insanmimiza 6zgii duyus, yorumlama ve kavram
ozellikleri vardir. Bunlar son derece soylu ve ilging
anlatim olanaklaridir. Yiizde yiiz kigisel 6zgiin
yaratilarla resim sanatimizin 6zIi érnekleri
buglin uluslararasi sergilere katilmakta, édiiller
almaktadir. Tiirk resminin gelecege dontik yolunda
bati kékenli egilimlerin kosullandirici yansimalarin
tiirk resmi i¢inde yararsiz hatta zararli olarak
nitelemek gereklidir. Cagdas tiirk resminin
gelisimine katkida bulunacak sanatcinin igleri bu
konuda énem kazanmaktadir... Cagdas tiirk resmi,
0z kaynaklarindan beslenmedigi, batili bir bicimin,
akimin ya da kisiligin objektifinden kurtulamadigt
stirece eklektik bir yapiyt stirekli yineleyecektir.™

Ozayten’in, Anadolu insanini ve onun kendine
0zgii gercegini giindelik yasam sahneleri icinde
kurguladigy, kent yagami, sorunlari ve go¢ olgusunu
da kapsayan toplumsal doniistimlerin izlendigi
yapitlari zaman ilerledikce geleneksel simge ve
mistik motiflerden daha fantastik ve simgeci
diisiinsel egilimlere yonelik baglantilar kurmaya
baglamigtir. Toplumsal-gercekei bir tavirla gorsel
kiiltiirel mirasi 6znel bir tutumla ele alirken,
psikolojik unsurlar1 da resimlerine dahil etmeye
baglamistir. Anadolu gorsel kiiltiiriiniin geometrik
soyutlamaci bicim diline de uygun olan baski
tekniklerini agirlikh olarak kullanan sanat¢inin,
litografi, monografi, graviir ve serigrafilerinde insan
ve doga cizgisel dokularla, tonlama ve dokunun
illiistratif anlatimiyla somutlagir. Baski resmin
giiclinii ¢izgiden almasi kimi yénden {iretim dilinin
cercevesini belirleyerek sinirlandirsa da leke ve
dokularla zenginlesen bicimin sanatcinin teknik
yetkinlik ve formsal donanimi dogrultusunda
ortaya ciktig1 gozlemlenebilir.

8  Kadri Ozayten, 27 Subat 1984, Cumhuriyet Gazetesi
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perspective, acknowledging or denying them, and
how these notions were carried to contemporary
art in the nowness of not only Ozayten’s but also the

artists of the same period.

“There are sensations, interpretations and concepts
unique to our people. These are extremely noble and
interesting possibilities of expression. True samples
of our painting art participate in international
exhibitions with absolutely original personal works
and receive awards. It is necessary to characterise
the conditioning reflections of Western originated
tendencies as useless or even harmful to Turkish
painting in its way towards the future. The works

of artists who will contribute to the development of
Turkish contemporary art come into prominence in
this matter... Contemporary Turkish painting will
constantly reiterate an eclectic structure as long as
it does not rely on its own sources nor can it escape
Jfrom the lens of the Western form, movement, or

295

characteristic.

Ozayten’s works in which he constructs the
Anatolian people and its unique reality inside daily
life scenes consisting of the social transformations,
life and problems of the urban and migration,
starts to establish connections later towards more
fantastic and symbolic ideational tendencies rather
than traditional symbols and mystical motifs.
While handling the visual cultural heritage with

a subjective attitude in a social-realistic manner,

he begins to include psychological elements in his
paintings. In the lithography, monograph, gravure
and serigraphy works of the artist who used mainly
the printing techniques which are also appropriate
for the language of geometric abstractionist form
of Anatolian visual culture embodies human and
nature with linear, intonation and illustrative
expressions of the pattern. Although print painting
is limiting by defining the framework of the
production language because it takes its power from

5 Kadri Ozayten, 27 February 1984, Cumhuriyet Gazetesi



“Bunlar, insan kadar eski olan halk sanatlart
tirtinlerinin 6ziindeki nakis 6gesinden hareket ederek,
cagdas bir cogkuyla, yer yer de figiiratif kurgularla
evrensel bir kavrayisa gétiirme tasast tagidigim
yapitlardir. “Graviir ve tas baski resimlerimde
yasamin kendisinden kaynaklanip cevreyi ve
insani oziimlemeye ¢alistyorum... Baski resminin,
cogaltilma ve yayginlagsma islevini tistlenmesi
ozellikle son yillarda ¢cagdas sanatgilar arasinda bu
amaclara yénelik calismalarin ¢ok¢a yapilmasini
saglamuigtir...””

Tarih boyunca sanatin belgeleme 6zelligi sadece
sanat¢inin sanatsal ve yasamsal kaygilarinin
disavurumunu belgelemekle kalmamis bir
diislinceyi, bir olay1 bagka zihinlere aktararak

o diigiincenin saklanmasi ve cogaltilmasi

gorevini iistlenmigtir. Baski resmi de yaratici
iiretimlerin ¢ogaltilmasi, dagitilmasi ve genis
kitlelere ulagabilmesi acisindan ayricalikli bir
konumdadir. 1977 yilinda kazandig bir burs
vasitasiyla, Avusturya’da Prof. Werner Otte’yle
baski resim ¢alisan Kadri Ozayten, 6zgiin baskinin
onemini erken kavramisg bir kusaktandir. Kadri
Ozayten’in baski resmin olanaklarini fark

ederek liretiminde bunu 6n plana ¢ikarmasi,
sanat eserinin liretiminden tiiketimine i¢cinde
toplumsal bir sorumlulugu da barindirdigina olan
inanci kendisini baski resmin olanaklar izerine

diislinmeye itmigtir.

“Her ¢agda oldugu gibi giiniimiiz sanati da iginde
yasanilan gerceklerle i ice bir etkiler biittinltigtidLir...
Giderek gelisen ve biiyiiyen iletisim araglarindaki
hizli gelisim, sanat tiirlerinin icinde cogaltim
tekniginden yararlanan ‘baski resim’ olgusunu

da cagimiza 0zgti bir gelismeye yénlendirmistir.
Resmin yayginlagsmasina yonelik bu ¢cabalar

genis halk tabakalarinin sanat¢t ve yaraticiligi ile
karsilagsmasint saglamaktadir. Oznel teknikleri

6 Kadri Ozayten, 17 Nisan 1975, Cumhuriyet
7 Kadri Ozayten, 15 Subat 1979, Cumhuriyet
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lines, thanks to the artist’s technical competence
and the knowledge of the form, it can be observed
that the form is enriched with stains and textures.

“These are works that I concern myselfwith a
contemporary enthusiasm and with carrying
figurative compositions to a universal understanding
by heading out from the embroidery element in the
essence of folk art productions that are as old as
humankind.” “In my engraving and stone printing
paintings, I try to assimilate the environment and the
human being by relying on life itself... The fact that
print painting assumes the function of reproduction
and distribution has enabled a lot of work to be done
for these purposes, especially among contemporary
artists in recent years....””

Throughout history, the documenting feature of

art has not only documented the expressions of

the artist’s artistic and mundane concerns but

also has undertaken the task of preserving and
reproducing an idea by conveying an event, that
idea to other minds. Print painting is also in a
privileged position in terms of creative productions’
reproduction, distribution and accessibility by large
audiences. Kadri Ozayten, who studied on print
painting with Prof. Werner Otte in Austria through
a scholarship he won in 1977, is from a generation
who understood the importance of the original
print early. Kadri Ozayten realises the possibilities
of print painting and put it to the forefront in

its production, and his belief that artwork holds

a social responsibility in its production and
consumption has prompted him to think about the
possibilities of print painting

“Today’s art is, too, an integrity of influences
intertwined with the lived reality just as it has been
in all ages... The rapid development in increasingly
advancing and growing means of communication

6 Kadri Ozayten, 17 April 1975, Cumhuriyet
7 Kadri Ozayten, 15 February 1979, Cumhuriyet

iceren baski resimler, resim sanatinin evrensel
boyutlarinda onemli cagdas uygulamalarin
bildirilerini veren ilging ve 6zgiir 6rneklerdir.”®

“Yapitlarimizin daha fazla insana ulagsmast,
topluma mal olmast, giderek yayginlasmasi, sanatin
amacina ulagsmasinda biiytik ol¢iide etkendir.

Baski resminin ¢ogaltilma veya yayginlasma
islevini iistlenmesi, bu sanatin yukarida séziinii
ettigim amaca uygun bir niteligini oldugunu ortaya
koymaktadir.””

Kadri Ozayten’in sahip oldugu toplumsal bilinci,
diinya goriisii ve ayn1 zamanda egitmen kimliginin
sorumluluguna uygun bir tavirla tiretimine baski
resmin disinda da yeni ifade bicimleri arayis:
1970’ler Tiirkiye’sinde sanat ortaminda yol
ayrimlarinin gériilmeye baslandig, sanatcilarin
bireysel ifadelere yoneldikleri, anlatim dilinin
cesitlendigi cok 6nemli bir gecis donemine

denk gelmektedir. 1980’1lere gelindiginde ise bu
gelismeleri kiiresellesme, gec-modernizm ve
postmodernizm ekseninde toplumsal/kiiltiirel
bellegin tartisilmasi, kodlarininin ¢oziilmesi,
gecmisin/tarihin ve giincel olanin yeni bir bakig
acistyla sorgulanmasi ve yap1 bozuma ugratilmasi
izlemigtir. Daha ¢ogulcu, daha katilimei, daha
ozglrliikcii anlayiglar savunulmusg, bir yanda
siyasi icerikli toplumsal konular 6nemsenirken
diger yanda kavramsal sanat {iretimleri artmus,
siyasallagma siirecinin etkisiyle figiir temelli
yaklagimlar agirlik kazanmis, toplumcu-gercekei
yaklagimlar ve kavramsal sanat, sanat¢ilarin

ele aldiklar1igerik ve bicimin genel ¢ercevesini
olusturmustur. Artik yeni sdylemler, sistemli bir
plan etrafinda olmasa da kendi kendisini iiretmeye
baglamistir. Kadri Ozayten’in de 1980’li yillarin
ortasindan itibaren hem teknik hem resimsel
kurguda doniisen yapitlar, evrensel temalarin
izerine giden, icerikte diisiinsel yonelimin

8 Kadri Ozayten, “Baski Resim Olgusu”, Sanat Cevresi, A§ustos
1981
9  Kadri Ozaytan, Milliyet Sanat, May1s 1985
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resulted in a development unique to our age in

the notion of ‘print painting’ which benefits from
reproduction techniques within the art genres. These
efforts to spread the painting enables many strata

of society to the encounter with the artists and their
creativity. Printed paintings consisting of subjective
techniques are interesting and unrestricted samples
indicating the important contemporary applications
in the universal dimensions of painting.”®

“That our works reach more people, are accepted by
society and become more widespread is a major factor
in achieving the purpose of art. The fact that print
painting undertakes the function of reproduction

or dissemination reveals that this art has a suitable

29

quality for the purpose mentioned above.

Kadri Ozayten’s pursuit of new forms of expression
appropriate to his social consciousness, world

view and his identity as a tutor collides with the
transition period in the 1970s’ Turkey during which
bifurcation in the art scene started to surface, artists
directed towards subjective expressions, narrative
discourse varied. By the 1980s, these developments
were followed by the debates on social /cultural
memory, deciphering of codes, questioning

and deconstructing of the past/history and the
contemporary from a new perspective on the axis of
globalisation, late-modernism and postmodernism.
More pluralistic, more participatory, more liberal
approaches were advocated; while social issues
with political content were regarded, conceptual

art productions increased; at the same time; figure-
based approaches gained weight with the effect of the
politicisation process; socialist-realistic approaches
and conceptual art formed the general framework
of the content and the form the artists dealt with.
Now new discourses began to manifest themselves
albeit not around a systematic plan. Kadri Ozayten’s
works from the mid-1980s that transforms both in

8 Kadri f')zaytcn, “Baski Resim Olgusu” (The Notion of Print
Painting), Sanat Cevresi, August 1981
9  Kadri Ozaytan, Milliyet Sanat, May 1985



isimsiz / Untitled

Tuval Uizerine karigik teknik
Mixed media on canvas
100x120 cm

Ruzgar Gulu

Tuval Uzerine akrilik
Acrylic on canvas
160x130cm, 2000

Déntigim
Gravur / Etching
48x40 cm, 1982

Barig
Tuval Uzerine akrilik
Acrylic on canvas

agirlikta oldugu bir yorum kazandigi, simgesel
anlatimin tagidigl mekansal diizlemden bagimsizlik,
zamandisilik ve gercegin yapibozumunun izlendigi
iiretimleri yeni bir ddnemin habercisi olmustur. 5.
Giinlimiiz Sanatcilar sergisinde (1984) sanatcinin
uzun yillar 6zgiin baski tekniginden boya ve tuvale
gecis yaptigl eserlerinden biri olarak izlenen 6diillii
yapiti “Anilar” ve 1987 yilinda yine bagar1 6diilii
kazandigi 6. Yeni Egilimler sergisinde izlenen
“Doniisiim” adli yapitlar: sanatcinin resimlerindeki
gercekiistiicii mekansalligin ve fantastik gercekligin
ipuclarini vermistir. Soyut ve fantastik anlatima
yaklasan kompozisyonlarda kavramsal ve simgesel
anlatima dogru ilerleyisin ipuglarini veren bu
kurgular, Ozayten’in anlatiminda sabitlenmis bir
iislup kaygisinin aksine siirekli olarak farkh icerik
ve formlar: aragtirdi§ini kanitlamigtir.

“Calismalarumda higbir ekoliin ozelliklerini
tamamen benimsemiyorum, alisilagelmis
degerlendirmelerden kacinmak istiyorum. Onemli
olan, her seyin insan i¢cin oldugu ¢agimizda, cagin
biitiin olumsuzluklarina ragmen, insan icin bir
seyler arayabilmektir. Artik her seyin oldugu gibi
betimlenmesi anlayist yoktur.”"°

Kadri Ozayten’in resimlerinde izlenen bulutlar,
taslar, kum saati, madalyon, riizgar giilii gibi
cagdas ‘vanitas’ simgeleri, icsel gerilimi, hiizni,
melankoliyi, yalnizlasmayi, yasamin gizlerinin
aktarimi 6tesinde ayn1 zamanda anlatimci ya da

10 Kadri Ozayten, 11 Mart 1988, Zaman
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technical and pictorial composition foreshadow
anew period in which works address to universal
themes, the ideational tendencies are prominent

in the content; watches the independence,
atemporality and deconstruction of reality from

the spatial plane suggested by symbolic narration.
The artist’s awarded work “Anilar” (Memories),
considered as artist’s transition from his many years
of original print technique to paint and canvas,
exhibited in 5. Giliniim{iiz Sanatcilar1 Sergisi (5. Artist
of the Contemporary Exhibition) in 1984, and his
work “Doniisiim” (Metamorphosis), received the
achievement award in 6. Yeni Egilimler Sergisi (6.
New Notions Exhibition) where it was exhibited,
hints the surrealist spatialism and magical realism
in his artistic practice. These constructions, which
gave clues to the progress towards conceptual and
symbolic narration in compositions converging
abstract and fantastic narration, proves that Ozayten
constantly explored different content and forms as
opposed to a stylistic concern in a fixed style.

Akdeniz

Tuval Uzerine akrilik
Acrylic on canvas
160x130 cm, 2009

Tuval Uzerine akrilik
Acrylic on canvas
162x130 cm, 2011

Bulutlar

sloganci bir tavra yonelmeden politik gercekliklerin
de birer elestirisini barindirmaktadir. Rilyams:
nitelige sahip ¢aligmalar: diigsel atmosferinin

yani sira fantastik bir gorsellige biiriinmdiistiir.
Sanatcinmin her ne kadar tisluptan bagimsiz bir tavri
olsa da iiretimlerinin degerlendirildigi bir cerceve
olarak fantastik gercekgilik akimi, politik, ontolojik,
zihinsel ve fiziksel sinirlar1 aragtiran, farkh
diinyalari, alanlari ve sistemleri bir araya getirerek
kaynagmasini saglayan, gercekligi sorgulamaya
yonelik olarak parcalanmis ve dagitilmis bir

bagka gercekeiligin uzantisidir. Gercekiistiiciiler,
eserlerinde fantastik veya olaganiistii unsurlari
kullanmiglar ancak bunu gerceklikten tamamen
uzaklagarak ele almiglardir. Oysa fantastik
gercekcilik resim sanatinda kendini doga ve
dogaiistii biitiinleserek kendini gosterir, gercekligin
psikolojik, ruhsal veya ahlaki boyutlarini semboller

Rl

160x130cm, 2008

“I do not entirely adopt characteristics of any
school, I want to avoid common judgments. What
is important in our times, in which everything is for
humankind, despite all negativities of our age, to be
able to seek for something for humans. Now there is

no understanding of depicting everything as it is.”*°

The contemporary ‘vanitas’ images such as clouds,
stones, hourglass, medallion and pinwheel observed
in Kadri Ozayten’s paintings that go beyond the
depiction of the inner tension, sadness, melancholy,
loneliness, the secrets of life reserve a critique of
political realities as well, without turning to an
expressionist or sloganist attitude. His works with
a dream-like quality embodies a magical visuality
along with their dreamy atmosphere. The magic
realism movement, within which frame the artist’s
works are reviewed despite his independent
approach from a style, is an extension of another
reality distorted and dismantled on the purpose of
questioning the reality, and an art movement which
inquires political, mental and physical boundaries;
enables different worlds, spaces and systems to fuse
by bringing them together. Surrealists use fantastic
or extraordinary elements in their works but by
completely drifting away from reality. However,

in the art of painting magical realism manifests
itself by integrating nature and the supernatural,

10 Kadri Ozayten, 11 March 1988, Zaman



Dinmez Karanhklarin Sizis1
Litografi / Litography
B57x46.5cm, 1977

yardimiyla aktarir. Bu tavirda benzetme, mecaz,
miibalaga, tekrarlar ile imgeler, semboller ve
egretilemelerle yaratilmis metafiziksel bir boyut
mevcuttur. Bagkalagimlardan (metamorfoz) sik
sik faydalanir ve mekan/zaman bir akigkanhk
icinde var olur. Somut olanin gizemi gercekei bir
bicimde ama gerceklik sira dis1 ve olaganiistii bir
atmosferle aktariir. Kadri Ozayten’in temsillerin
dogasina ilgisinden dolay1 gercekeiligin bir
uzantisi olarak gordiigii fantastik gercekeilik ayni
zamanda rasyonalizmin temel varsayimlarina
direng gostermis, gerceklik siirsel bir kehanet ya da
olumsuzlama halini almigtir.

“Gdrsel gercekcilik icin nesne, 0zne, konu, perspektif,
renk, derinlik ya da benzeri égeler kacinilmaz olarak
kullanulir. Diistinsel ya da kavramsal gercekgilik,

dis diinyaya oykiinmek ya da kopya etmek yerine
-sanat¢inin amact algiladigi dis diinyayt vermek de
olsa- algilama ile anlama, duyma ile sezgi arasindaki
ayrunlardan yola ¢ikarak yaratir, goriinmeyeni
goriintir kilar.”"

11 Kadri Ozayten, MUGSF Resim Boliimii 6grencileri icin hazir-
ladig1 ders notlarindan, 1996

2

Doga ve Ozgiirlik
Gravur / Etching
31x26.5cm, 1980

conveying the psychological, spiritual or moral
dimensions of reality with the help of symbols. In
this attitude, there is a metaphysical dimension
created by analogy, simile, exaggeration, repetitions
as well as images, symbols and metaphors. It

often makes use of metamorphosis and space/
time existing in a state of fluidity. The mystery of
what is concrete is conveyed in a realistic form but
with an abnormal and extraordinary atmosphere.
Magical realism, which Kadri Ozayten regards

as an extension of realism due to his interest in
the nature of representations, resists the basic
assumptions of rationalism; reality has already
turned into a poetic prophecy or negation.

“In the name of visual realism object, subject, topic,
perspective, colour, depth, or other elements as

such are inevitably used. Ideational or conceptual
realism, instead of imitating or copying the external
world, - even though the artist’s aim is to present the
external world he/she perceives- creates through the
distinctions between perception and understanding,
perception and intuition, and makes the invisible
visible.”"

Kadri Ozayten’s canvas paintings, on which he
concentrated from the 1980s onwards, not only
from a purely visual experience but also without
leaving the social practice, embrace the implicit
criticism of institutional devices without being

caught between discourses of visualist autonomy

11 Kadri Ozayten, Kadri Ozayten, from the seminar notes prepared
for the students of MUGSF Painting Department, 1996

Kadri Ozayten’in 1980’li yillardan itibaren
yogunlagtig1 tuval resimleri, salt gorsel deneyim
zemininden degil, toplumsal pratikten ayrilmadan,
gorselci 6zerklik ile ikonografik bicem sdylemleri
arasina sikismadan kurumsal aygitlarin ortiilii
elestirisini de kucaklamaktadir. Sanatci, kimligin
toplumsal ingasini toplumsal tarihle iligki icinde,
bilin¢ disinin katmanlarini gercegin icinde iist

iiste getirmektedir. Ozayten, bilin¢ disinin gorsel
tasvirinde resmin fazlasiyla dolayli oldugunun
bilincinde kalarak riiya, hayal giicii ya da bilin¢ dis1
bir imgelemin yarattigi fantezileri degil, sarsintili
bir varolugun yankisin1 tutmaya ¢aligmaktadir.
Resimlerdeki metafiziksel mekan, alisilageldik
resimsel uzami ve nesne iligkisini dagitirken
imgeler, iyilestirici mi yoksa yikici1 mi1 oldugu
belirsiz bir deneyimin kalintisi olarak bicim
almaktadir. Tekinsiz, bastirilarak yabancilagtirilmis
tamidik bir fenomenin geri déniisiiyse, Ozayten’in
resimlerindeki figiirler, 6zneyi kaygili kilan

tekinsiz birer varlik olarak ortaya cikmaktadir.
Yasam, 6liim ve yabancilagsma olgulari tekinsizin
yarattifl mekanizmalarda, kapitalist seylestirmenin
imgesi olarak yabancilasmis figiirde, sembolik
nesnelerde, uzam ve zamanin muglakliginda,
6znenin biitiinliigiine dair yliceltici algiya mesafeyle
yaklagmaktadir.

“Ressam, ¢cagdas yasami ve cagdas yasamin
bireysellestirilmis insanint incelerken, neredeyse

3

Isimsiz / Untitled

Oil on hardboard
70x70cm, 1980

isimsiz / Untitled

Kagit izerine karigik teknik
Mixed media on paper
29x26cm, 1983

and iconographic style. The artist overlays the
construction of the identity in relation to history
and the planes of subconscious into reality. While
keeping the awareness of the fact that painting is
too indirect when it comes to visual description of
the subconscious, Ozayten attempts to hold on to
the echo of a cataclysmic existence but the fantasies
created by the imagination or the subconscious
imagery. While the metaphysical space in the
paintings disperses the usual pictorial space and
the object relation, the images take shape as the
remnants of an experience uncertain in being
healing or destructive. The return of an uncanny
familiar phenomenon alienated by suppression is,
then, the figures in Ozayten’s paintings manifesting
themselves as uncanny entities making the subject
anxious. The notions of life, death and alienation
approach the glorification of the totality of the
subject in the mechanisms created by the uncanny,
the alienated figure as an image of capitalist
reification, symbolic objects, the ambiguity of space.

“The painter, while inquiring contemporary life and
individualised human being of contemporary life,
can often find him or herselfin position to solve an
almost deliberately tangled mess of relationships.
Because the development that reduces a social being
to the individual by keeping the social element alive
re-relates the part that it had carefully abstracted
from the whole, namely the individual, to the

Duralit tizerine yagliboya



kasitl olarak diigiimlenmis bir iligkiler yumagini
¢6zmek durumunda kalabiliyor ¢cogu zaman. Ciinkii
toplumsal bir varligi, toplum 6gesini ayakta tutarak
bireye indirgeyen gelisim biitiinden biiyiik bir 6zenle
soyutladigi par¢ayt yani bireyi yeni ve ¢cok daha
karmasik iliskiler kanaliyla tekrar biitiine iligtiriyor.
Fakat artik insan toplum iliskisini saglayan baglar
biiytik ol¢iide insanin uyum yetenegine baglidir. Yeni
degerleri ve verileri algilamasina baglidir. Cokluk
icinde teklik, kalabalik iginde yalnizlik gibi.”?

Insanin yikim giiciiniin simgesel bir yap1 icinde
verildigi bu resimlerde izlenen figiirler, gelecek
insanina dair karamsar bir 6ngoriiyii de tasir.
Tiirkiye siyasi tarihinde asker-sivil miicadelesi,
kuvvetler ayriligi prensibinin zedelenmesi,
ideolojik ve etnik ayristirmalar, 1960 ve 1980
darbeleri ile 1971 muhtirasinin ortaya ¢ikmasi
sonrasi tutuklamalar, durusmalar, idamlar izleri
yillarca siiren biiyiik siyasi depremlerin arkasindan
gelmistir. Toplum yapisinda i¢ ve dig dinamiklerin
etkisiyle nemli sosyal olay ve olgularin yasandig1
yillari izleyen bir siirecte ortaya ¢ikan bu resimlerde
Ozayten’in ele aldig1 insan ve bu insanin tuval
iizerinde kurulan imgesi siddetle yalnizdir. Bu
cinsiyetsiz figiirler, yikim ve parcalanmamnin bir
metaforu olarak mekandan kopuk, boslukta,
hapsedilmis ve soyut bir diizleme ¢ekilmistir.
Gozleri baglanmus figiirler, salt giincel ve evrensel
bir temanin tuvale aktarimi degil, baskic1 siyasi
siireclere dair donemin elestirisinin ve sosyo-
politik hafizanin da gorsel birer tutanagidir.

“Resimlerimde kullandigim anlatim dilinde,
imgeler, nesneler, semboller, isaretler yasamin
icerisinden ¢ekip ¢ikarilmis birer igsaret gibidir.
Bunlar, insanla direkt ya da indirekt baglantili
olan seylerdir. Son resimlerde yaptigim, ytizeye
dagilmis parcalanmalar, anitsal gévdeler ve yiizeye
hakim olan simgesel bulutlar, hatta geometrik
formlar; insanin varolusunun, bunun gizlerinin,

12 Kadriye Ozayten, Hiirriyet Gosteri, Aralik 1984, S48
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whole through new and more complex relations.
But the bonds that now provide the human-society
relationship depend largely on the human ability to
adapt. It depends on the perception of new values
and data. Like oneness in a plurality, loneliness in a
crowd.”™

The figures seen in these paintings, in which the
power of humankind’s destruction given within a
symbolic structure, also bear a pessimistic vision

of humanity in the future. They came after the
major political earthquakes in Turkey of which
effects lasted for years; the military-civilian struggle
in Turkey’s political history, the damage of the
separation of powers, the ideological and ethnic
divisions, and the arrests, hearings, executions after
the military coups 0of 1960 and 1980 and the 1971
memorandum. In these paintings which emerged
in a period following the years when important
social events and phenomena took place in the
society, Ozayten’s human being and the image of
this human on the canvas is alone with the violence.
These sexless figures are detached from space as a
metaphor of destruction and fragmentation, in a
void, imprisoned and drawn into an abstract plane.
The blindfolded figures are not merely a transfer

of a current and universal theme onto the canvas,
but also a visual record of a critique about the
oppressive political processes of the time and the
socio-political memory.

“In the narrative language I use in my paintings,
images, objects, symbols and signs are like signs
drawn out of life. These are things that are directly
or indirectly connected to human beings. The
Jfragmentations spread over the surface, monumental
bodies and symbolic clouds claiming the surface,
even geometrical forms found in my latest works

aim at questioning the existence of human beings,

its mysteries, and the mysteries of our age. At times

12 Kadriye Ozayten, Hiirriyet Gosteri, December 1984, pg.48

Tuval Uizerine akrilik / Acrylic on canvas
130x160cm, 2000

yasadigimiz ¢cagin gizlerinin sorgulanmasina
yéneliktir. Kimi zaman tepki, kimi zaman umut ya
da hiiziin bir aradadir.”*

Ozayten’in 6zellikle 2000’]i yillara dek iiretimlerinde
tepki, umut ve hiiziin, resimsel atmosferin
degismeyen iklimi olmustur. 1990’11 yillarda I. Korfez
Savasi, Balkanlardaki i¢ savas gibi yakin cografyada
siiren yikimlar, katliamlar, soykirimlar ve travmalara
taniklik etmis olan sanatcinin iiretimlerinde

toplum, doga, insan diginda savag ve barig temalar
ayricalikh bir yer tutmaktadir. Sanat¢inin savagin
simgesi olarak ele aldig1 u¢aklar, savag toplari,
flamalar, bayrak direkleri, kum torbalari, uyku
tulumlari, militar tiniformalar ve madalyonlar gibi
semboller hem aciklayic1 hem de ortiilii bir anlatim
barindirmakta, daha ¢ok anlama yonelik betimsel

ve tanimlayici bir imgelemle ortaya cikmaktadirlar.
Savas kavramu ile iligkili olarak, 6liim ve yasam, iyilik
ve katiiliik, bilgelik ve sonsuzlukla iliskilendirilen,
genel olarak yasamin kendisini titketen ve yenileyen
giiclerinin simgesi olarak yilan gibi ayni anda hem
olumlu hem de olumsuz ¢agrisimlarin sembolii

olan kelebek, Ozayten’in sikca ele aldig1 bir imge
olmustur. Kelebek, dirilisin, umudun, déniistimiin
ve siiriip gitmekte olan yasamin semboliiyken ayni
zamanda umudun ve yasamin kirilganligini da
animsatir.

13 Kadri Ozayten, 11 Mart 1988, Zaman

25

Gulleler
Tuval Uizerine akrilik / Acrylic on canvas
130x162 cm, 2000

reaction, at times hope or grief stand together.”?

In Ozayten’s creations especially up to the 2000s
reaction, hope and grief become the unchanged
climate of the pictorial atmosphere. In the
productions of the artist who witnessed the
destructions, massacres, genocides and traumas
that took place in the near geography such as the
Gulf War and the Balkan civil war in the 1990s,

the themes of war and peace besides from society,
nature and human hold a privileged position.
Symbols such as planes, cannons, pennants,
flagpoles, sandbags, sleeping bags, military uniforms
and medallions, which the artist treats as images of
war, bear both an explanatory and implicit narrative
and manifest with descriptive and explanatory
imagery mostly directed towards meaning. In
relation to the concept of war, the butterfly; which is
a symbol of both positive and negative connotations,
just like the serpent, associated with death and life,
good and evil, wisdom and eternity, as a symbol

of life-consuming and renewing powers of life

itself; became an image Ozayten frequently used.
The butterfly is a symbol of resurrection, hope,
transformation and continuous life as well as a
reminder of the fragility of hope and life. The notion
of war, whether primitive /ceremonial, political/
passionate, epic/glorifying, sacred/in the name of

13 Kadri Ozaytcn, 11 March 1988, Zaman



Bayraklar
Tuval Uizerine akrilik / Acrylic on canvas
162x130 cm, 2000

Savas olgusu, Ilkel /torensel, siyasi/ihtirasl,
epik/yiiceltici, kutsal /tanr1 adina, savunmaci/

bir grup ya da iilkeyi korumaci olsun, sosyo-
tarihsel olarak son 13.000 yildir toplumsal

bir organizasyon ve planlanmis bir eylemdir.
Kadri Ozayten icin, toplumsal, ekonomik ve

siyasi sarsintilarin 6tesinde insani trajedilerin,
travmalarin, kayiplarin ve acilarin kaynagi olan
savas olgusu sanatc¢inin resimlerinde kendini
kamuflaj leitmotifi ile gosterir. Kamuflaj, dogadan
esinlenilmis bir dokudur. Kamuflaj desenleri
goriindiikleri kadar gelisi giizel lekeler degil, belli
bir standardizasyona tabidir ve her iilkenin kendi
siyasi tarihi oldugu gibi kullandiklar: kamuflajlarin
da belirli bir tarihi vardir. Tipki harita gibi bir

‘yer’ olarak kurgulanabilir olan kamuflaj, sinirin,
6lciiniin ve standardizasyonun olmadig1 dogal
mekani bilgi/iktidar cercevesinde yeniden kurar,
olctilendirilebilir ve dolayisiyla bir iktidar mekani
yaratir. Kamuflajin simgeledigi “gizleme” bir
bozma eylemidir. Burada gizlenen, nesne/formun
ve ifadenin var-olan asina anlamidir. Yagama

ait olanin 6liimle sarmalanmasi gibi, sanatci da
hakikatin acik varliginin rtiilmesi ile gizlenmenin
kugkulu gerilimini ortaya koyar. Kadri Ozayten’in
taglari, bayraklari, ucaklari, bulutlari, yilanlar

ve kelebekleri sarmaladigi kamuflaj dokusu,
militarist imgeleri kutsal ikonlara doniistiirmeden
savas zamanlarinda yalnizca insanin fiziksel ve
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Tutsaklar
Tuval Uizerine akrilik / Acrylic on canvas
130x160 cm, 2000

God, defensive/a group or a country protectionist,

is socio-historically a social organisation and
planned action for the last 13,000 years. The
phenomenon of war which is the source of human
tragedies, traumas, losses and suffering beyond
social, economic and political quakes according to
Kadri Ozayten shows itself in the artist’s paintings
with a camouflage leitmotif. Camouflage is a
pattern inspired by nature. Camouflage patterns
are not beautiful stains as random as they appear
but are subject to a certain standardisation, and

as each country has its own political history,

the camouflages they use also have a distinctive
history. Camouflage which can be constructed as
“place” just like a “map” reconstructs and is able
to measure, standardise natural space where there
are no borders within the frame of knowledge/
powers; it creates a space that can be designed, and
thus, that of power. The “concealment” symbolised
by camouflage is an act of disruption. What is
hidden here is the familiar meaning of the object/
form and existing expression. Just as what belongs
to life is wrapped in death, the artist exposes the
suspenseful tension of concealment by covering the
open existence of truth. The camouflage pattern
with which Kadri Ozayten’s warps rocks, flags,
planes, clouds, snakes and butterflies reminds the
symbolic meaning carried by not only humans
physically and psychologically but also the

psikolojik olarak degil, kiiltiiriin tahribatinin da
tasidig1 sembolik anlami hatirlatmaktadir. Sanatci,
bircok elestirel imkani barindiran sembolik
anlatim araciligiyla milliyetciligin, militarizmin

ve hegemonik erilligin ihtisaml gosterenlerini
tersyiiz etmektedir. insandan bir iz olmadan insani
aktardigi son donem tiretimlerinde ‘var-olan’,
tanidik, glivenilir ve acik olarak kendini ele vermez;
gercek, ne perdeleri acilmig hareketsiz bir sahne, bir
oyun ne de nesne/ifadenin mevcut olan 6ylesi bir
ozelligidir.

“Biitiin resimlerim ¢ok 6nceden kaynaklanan
birikimin sonucudur. Belli bir olgunlagma stireci
gereklidir. Figiirii seviyorum, zaman zaman
kurtulmayt istiyorum. Kurtuldugum zaman dahi
resmin konusuyla ilintili olan, temelde insani iceriyor
resimlerim... Figiir yok ama var™*

Sembolizmin anlam ve diisiinceye 6nem veren
yapis1 bicimselligi asarak kavramsal sanata giden
yolun acilmasina sebep olmustur. Kadri Ozayten de
cagdas1 anlatim metodlarini ve bi¢imleri aragtirma
ve denemekten ¢ekinmemis bir sanat¢idir. 1990’
yillarda 6zgiin baskilarindan, giiniin ¢cogaltma
tekniklerinden olan fotokopilerle gerceklestirdigi
diizenlemelere, tuval resimlerinden digari ¢ikarak
uzamda konumlanmaya baglayan ti¢ boyutlu ucak
ve kelebeklerini kullandig1 yerlestirmelerine,
leitmotifi olan kamuflaj dokusunu tiniformalar,
kum torbalari, uyku tulumlar: ve bayraklari
kullanarak biitiinlestirdigi ses ve video iiretimlerine
disiplinler arasi anlatim olanaklarini ve yeni
medyumlar: da kullanmigtir.

“Disiplinler arasi sanatin tek bir konusu vardir: Birey.
Ne bilimler, ne sanat, varliklar: genel yanlarina gére ele
almazlar. Onemli olan, olay ve olaya yaklasan sonsuz
bakis acilaridir: Birey disiplinler arast caligmanin
gercek ‘ara’ sidwr: Sanat eylemi, disiplinler arast

14 Kadri ﬁzayten, Nisan 1984, “Benim Sanatcilarim” i¢inde, Onder
Senyapili, Sanat Yapim Yayincilik, 1989, Ankara, s. 290
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destruction of the culture in times of war without
turning militarist images to sacred icons. Through
symbolic narration, which holds many critical
possibilities, the artist reverses the magnificent
signifiers of nationalism, militarism and hegemonic
masculinity. In his late works in which he depicts
human without a trace of human, the ‘existing’

does not reveal itself as familiar, reliable and open;
the truth is neither a still stage or a play with
curtains open nor a casual present feature of object/
expression.

“All my paintings are outcomes of an accumulation
from a long time ago. We need a certain period of
maturation. I like figure, time to time, I want to get
rid of it. Even though at the times I get rid of it, even
then, what is related to the object of the painting still
essentially includes human... The figure is not but is.”*

The quality of symbolism which put significance to
meaning and thought paved the path to conceptual
art by exceeding formalism. Kadri Ozayten was not
an artist who abstained himself from researching
and trying contemporary modes of narrative. From
his original prints in the 1990s to his arrangements
he made with photocopies, one of the modern
reproduction techniques; stepping out from

his canvas painting to his installations with 3
dimensional planes and butterflies; to his sound
and video productions with which he blended his
leitmotif camouflage pattern, and used military
uniforms, sandbags, sleeping bags and flags; he
practised interdisciplinary narrative possibilities
and new mediums.

“Interdisciplinary art has one subject: the individual.
Neither the sciences nor the arts treat entities
according to their general characteristics. What
matters is the instance and the endless viewpoints
approaching the instance. The individual is the

14 Kadri Ozaytcn, April 1984, included in “Benim Sanatcilarim”
(My Artists) icinde, Onder Senyapili, Sanat Yapim Yayincilik, 1989,
Ankara, pg. 290



calismada 6grenmenin égelerini icerir. Disiplinler arast
calismalar diyalogun 6nemini gosterir... Giiniimiiz
diinya toplumlarinda bilim, teknoloji, ekonomi ve
politika birbirine senkronize olmus durumdadir: Sanat,
bu senkronize diinya gercedi icinde digerleri kadar
actmlayict ve biitiinleyici olmasina karsin, belirleyici
olamamaktadir. Bugiin sanatin yeni mitolojilere karst
kavram tiretmekle yetinmeyip temsil ettigi eneryji ile
hedeflerini yeniden saptamast, ona gereksinim duydugu
belirleyici rolii kazandiracaktir.™®

Kadri Ozayten ve Darmstadt Multikultur biirosu
bagkani Edwin Herrmann’in baglattiklar: “Xample-
disiplinlerarasi kiiltiirel diyalog ve sanat” projesi
Frankfurt-istanbul-Darmstadt kentlerinde
gerceklesen bir etkinlik dizisi olarak 1992

yilinda tasarlanmistir. Almanya ve Tiirkiye’den
sanatcilarinin kiiltiirel diyalogunun yani sira
sanatin farkl tiirlerinin de etkilesimini amaclayan
Xample (afis) projelerinin ilki 1994 yilinda
Frankfurt’'da ikincisi 1995 yilinda istanbul Atatiirk
Kiiltiir Merkezi’nde ti¢iinciisii de 1996 yilinda
Darmstadt kentinde hayata gecmistir. Fluxus
akiminin metodolojilerini tagiyan, sanatcilarin
once bir araya gelerek fikir ahigverisi yaptiklar:
atdlye caligmalarinin yine sergi mekanlarinda
ortak ve kolektif iiretimler olarak ortaya ¢iktig1 bu
sergiler, desenler, resimler, sesli ve hareketli nesne
enstalasyonlari, video filmler ve performanslardan
olusmaktadir. Kadri Ozayten de savag, oliim,
insanhk dramlar: ve kisisel mitolojilerin ele alindig:
bu sergilerin her birine farkl diizenlemelerle

dahil olmustur. Sanat¢i resimlerinde kullandig:
kamuflaj dokusunu nesne yerlestirmelerine
tagimus, liniforma, siperlerde kullanilan kum
torbalari, askeri uyku tulumlari icinde savag
sahnelerinin yer aldigi gorseller ve video
diizenlemeleri gerceklestirmistir. Sanatci, savas ve
savastaki insanlarin imgelerinin oldugu buluntu
fotograf diizenlemelerini, kelebek ve ucaklariyla

15 Kadri Ozayten, MUGSF Resim Boliimii 6grencileri icin hazirla-
dig1 ders notlarindan, 1999
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true holder of the ‘inter’ in interdisciplinary

study. The activity of art includes the elements

of interdisciplinary learning. Interdisciplinary
studies show the importance of dialogue. In today’s
world societies the science, technology, economics
and politics are synchronised. Although art is as
explanatory and complementary for the world’s
reality as the others, it cannot become decisive. If art
redefines its goals with the enerqy it represents by not
contenting itself with only producing new concepts
against new mythologies, it will gain the decisive role

215

it needs.

The “Xample-interdisciplinary cultural dialogue
and art” project initiated by Kadri Ozayten

and Edwin Herrmann, head of the Darmstadt
Multikultur bureau, was designed in 1992 as a series
of events taking place in the cities of Frankfurt-
Istanbul-Darmstadt. The first of the Xample
projects, aiming at the interaction of different types
of art as well as cultural dialogue of artists from
Germany and Turkey, was realised in Frankfurt in
1994 and the second in Istanbul Atatiirk Cultural
Centre in 1995 and the third in Darmstadt in 1996.
These exhibitions; which were produced together
and collectively at the venues after the artists came
together and exchanged ideas at the workshops
based on the methodologies of Fluxus movement;
comprised patterns, paintings, sound and moving
object installations, video films and performances.
Kadri Ozayten was also involved with different
arrangements in each of these exhibitions that
handled with war, death, human dramas and
personal mythologies. The artist carried the
camouflage pattern he used in his paintings to the
object installations and made visuals and video
arrangements consisted of uniforms, sandbags
used in trenches, military sleeping bags and war
scenes. The artist arranged his found photography
arrangements with images of the war and the

158 Kadri Ozayten, Kadri Ozayten, from the seminar notes prepared
for the students of MUGSF Painting Department, 1999

gerceklestirdigi yerlestirmesi, firlatilmisg fiizeler

ve bombardiman gériintiilerinden olusan video ve
ses enstalasyonlarini etkinlikte birlikte calistig:
bagka sanatcilarin iiretimleriyle diyalog halinde
diizenlemistir. Bunlardan birinde, Insan Haklar
Evrensel Bildirgesi’nin tiim maddelerini kendi
sesiyle aktarirken, Bildirgenin Almanca versiyonu
da duvarda yerini almisg, ayrica projenin odak
noktalarindan kolektivite ve etkilegim amacinin
yansimasl olarak ve icerik baglaminda birbiriyle
diyaloga gecen bagka ortak calismalara da dahil
olmustur. Sergi sanatc¢ilarindan Wener Cee’nin
Berlin’de terk edilmis bir evden geriye kalanlara
dair nesne enstalasyonu dahilinde, Kadri Ozayten
de icinde kimliksiz asker fotografinin oldugu zarif
bir kadife kutuyla sanat¢inin anlatisini yiiklii

bir hale getirirken, Ozayten’in metal oyuncak
ucaklarin dia goriintiisiinii yansittig1 duvarda da
Werner’in yazi tahtalari ucaklarin iizerinde siyah
golgeler olusturmustur. Kadri Ozayten’in son
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Xample sergisinden,
1994, Almanya /
Xample Exhibition,
1994, Germany

people in the war, the installation he made with

the butterflies and planes, his video and sound
installations comprising the launching missiles and
bombers, in dialogue with the production of other
artists. In one of these, while he conveyed Universal
Declaration of Human Rights with his own recorded
voice, the German version of the declaration was
displayed on the wall; he also took part in other
joined works in dialogue with each other within

the context as a reflection of principles such as
collectivity and interaction among the focus points
of the project. Within the scope of Wener Cee’s
object installation of the remains of an abandoned
house in Berlin; Kadri Ozayten added a richness to
the artist’s narrative with an elegant velvet box with
aphoto of an unidentified soldier in it, at the same
time, on the wall that Ozayten projected the dia
images of metal toy planes Werner’s chalkboards
formed black shadows over the planes. When

Kadri Ozayten’s images of recent wars in the



birkac y1lda diinyada yapilan savaglardan fotokopi-
kurgu ile yansittig1 goriintiiler ve goriintiilerin her
karesinden izleyiciye yansiyan dehset sahneleri,
bu isin hemen yakinindaki bir ses aygitindan
yiikselen ve siirekli “sevgi” sozciigiinii yineleyen
Charles Neuweger’in sesiyle birlesince, Xample
sergisinin tiim amaclarim icinde barindiran bir
nitelik kazanmistir. Sanatgi, 1995 yilinda 4.Istanbul
Bienali ile es zamanl olarak Kadikdy Anarat
Higutyun Okulu'nda Beral Madra tarafindan
diizenlenen “Somut Ongoriiler” sergisindeki
enstalasyonunda ise yine savas olgusunu ele almis,
sinif pencerelerinden birine (gokyiiziine) kiiciik
F-16 savas ucaklari yerlestirmistir.

“Her sergi ressamin ulastigt yeni bir asama olmalidir.
Ciinkii sanatsal tiretim ve resim yalniz kendisiyle var
olan bir ugras ve diisiince olgusudur. Insan bugiini,
gecmisi ve gelecedi ile diyalektik iliskiler icinde
olusumunu siirdiirtir. Yagsamin yinelenmesi, insandan
yana gelismesi ve onun gelecegi kurma yeteneginin
gliclenmesi yaratici-ilerici-cagcil sanatsal ¢cabalarla
olasidir... Iginde bulundugumuz ¢agin en énemli
ozelligi, yogun kitle iletisimi sonucu, yasadigimiz

ant bize stirekli duyumsatabilmesidir. Bu yeni zaman
kavraminda giiniimiiz sanatinin temelini olusturan
tiim dgeler, 6zgiirce bir zaman evresinden digerine
gecmektedir. Kisaca tiim ilkeler ve insan degisime
ugramaktadir. Sanat, bilin¢lilik iceriginde uzayla
zamanin goreceliginde, aklin egemenliginde ve tiim
etkilenmelere acik olarak ayri ayri iglevleri iistleniyor
giiniimliizde.”*

Kadri Ozayten yalnizca sanatci kimligi ile degil
yenilikei bir akademisyen olarak 1990’11 yillarda
yetisen ve glinlimiizde de pratigine aktif bicimde
devam eden bir nesil sanatci kusagini etkilemis,
onlari cagdas sanat pratikleriyle karsilastirmis,
postmodern diisiinme, giincel, kavramsal ve
elestirel iiretme yoniinde cesaretlendirmistir.
1990’1 yillarda, iletisim kanallarinin sinirh

16 Kadri Ozayten, Milliyet Sanat, Say1197, Agustos 1988, s. 35
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world projected a photocopy-composition and the
scenes of horror of each frame were reflected to the
audience, they were combined with the sound of
Charles Neuweger’s rising from a sound device near
this work and constantly repeating the word “love’,
thus, they gained a character that embodied all

the aims of the Xample. In 1995, in the installation
for “Somut Ongoriiler” (Concrete Predictions)
exhibition realised by Beral Madra at Kadikdy
Anarat Higutyun School, concurrently with the 4th
Istanbul Biennial, the artist also worked with the
notion of war and placed small F-16 fighter planes in
one of the classroom windows.

“Each exhibition should be a new phase for an

artist. Because artistic production and painting is a
practice and a notion of thought existing only in itself.
Human beings continue to evolve within dialectical
relations between their present, past and future. It

is possible with creative-progressive-contemporary
artistic efforts to renew life, improve it in favour of
human beings and strengthen their ability to build
the future... The most important characteristic of our
age is its capability to make us live the moment we
experience as due to intensive mass communication.
In this new concept of time, all the elements that
form the basis of today’s art freely trespass from one
time phase to another. In short, all principles and
humankind are in a state of change. Today art takes
on distinctive separate functions under the relativism
of space and time within the content of consciousness,
under the dominance of the reason and being open to
all interactions.”

Kadri Ozayten influenced a generation of artists
raised in the 1990s and still active in their artistic
practices today not only with his identity as

an artist but also as a progressive academic; he
introduced them to contemporary art practices,
and encouraged them toward postmodern thinking,
producing in contemporary, conceptual and critical

16 Kadri Ozayten, Milliyet Sanat, Issue 197, August 1988, pg. 35

oldugu bir donemde uluslararasi sanat alaninda
dolasimda olan yayinlar, makaleler, ceviriler,
kayitlar, kataloglardan olusan muazzam arsivini
ogrencilerine acarak comertce paylagsmigtir.
Bireysel sanat pratiginde ‘kariyerist’ bir tavirdan
hep uzak kalarak miitevazi bir minvalde {iretmeyi
tercih eden Kadri Ozayten, 6grencilerine yalnizca
akademisyenlik siirecinde degil aydinlatici
destegini yasami boyunca siirdiirmiistiir. Sanatci,
bu paylasim ve katkiy: yalnizca comert kisiligi,
alcak goniillii karakteri ve akademisyen kimliginin
getirdigi sorumluluk bilinciyle degil cagdas sanatin
diisiince ve {iretimine yonelik giiclii inancinin
etkisiyle ve ictenlikli bir dnciiliik refleksiyle
gerceklestirmistir.

“Sanatcinin tek giivencest kendi kisiliginde yatar.
Kendine 0zgii bilgi birikim ve deneyimlerinin
Oziimlemesini bize bir kisisel diinya olarak sunar.””

Kadri Ozayten’in 6grencilerine sikca tekrarladig:
gibi “sanatci, en genel ifadeyle caginin tamgidir”.
Cagdas sanatcl ise gecmise oranla ¢cok daha gelismis
bir siyasal ve toplumsal bir bilin¢ i¢indedir,

boyle olmakla yiiktimliidiir. Ne var ki, bugitiniin
‘simdi’sinde insan ne kadar 6zgiirdiir, sanat ne
kadar cesur? Kadri Ozayten’in resimlerinde 6zgiir
ama vaktinden 6nce 6len kelebek ruhlar hala
ucmaktadir, kendinden sonra gelenlerin de kisacik
bir 6zgiirliige sahip olacagini bilerek... Ciinkii sanat
uzun ama yasam kisadir.

17 Kadri Ozayten, MUGSF Resim Boliimii 6grencileri icin hazir-
ladig1 ders notlarindan, 1996
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practices. In the 1990s when communication
channels were limited, he generously shared with
his students his enormous archive of publications,
articles, translations, recordings, catalogues that
were in circulation in the international art field.
Kadri Ozayten, who preferred to produce modestly
by staying away from a ‘careerist’ attitude in his
individual art practice, continued his illuminating
support to his students not only during his
academic years but also for the rest of his life.

The artist realised this sharing and contribution
not only because of his generous personality,
humble character and his sense of responsibility
brought by his academic background but also his
sincere pioneering reflex under the influence of
his strong belief in the thought and production of
contemporary art.

“The artist’s only assurance lies in his or her own
personality. It presents us with the internalisation of
our unique knowledge and experiences.””

As Kadri Ozayten frequently mentioned his
students that “the artist is, in the most general
terms, a witness of his era”. The contemporary
artist, on the other hand, is and have tobeina
political and social consciousness that is much
more advanced than in the past. However, in today’s
‘now’ how free is human, how brave is art? The souls
of the butterflies, free but died ahead of their time,
in Kadri Ozayten’s paintings are still flying knowing
that those who come after them will also have
fleeting freedom... Because life is short and art long,

17 Kadri Ozayten, from the seminar notes prepared for the stu-
dents of MUGSF Painting Department, 1996






Tirtil,
koza,
kelebeKk:
Gelecek...

Evrim Altug

Caterpillar,

pupa,
buttertly:
Future...

Evrim Altug

Yapitlarinda savagin icinde barisi duyumsatabilme
duyarhig ile ireten, miitevazi, emektar ve hatta,
sosyalist ruhlu bir akademisyen. S6z ettigimiz
egitmen, Kadri Ozayten.

Bu sdylegide, sanat¢inin kariyerini sekillendiren
sosyal, kiiltiirel ve entelektiiel iklime kiirator ve
sanat elestirmeni Beral Madra ile Sanat Tanim
Toplulugu eski iiyesi Serhat Kiraz’in Ozayten ile
olan dostluk ve isbirlikleri iizerinden bakmaya
calistik.

Gordiik ki ‘Kadri Hoca’, tipki siirekli kullandig:
‘Kelebek’ imgesindeki gibi, egosunu eseri icine
biiyiik bir olgunlukla kamufle edebilmis, bastirirken
onu miithis bir ahlaki tutarhlikla, géstermeyerek
var kilabilmis bir figiir olarak calismist.

Bir yaniyla akademisyenligin kendisine ikram
ettigi biirokratik ve estetik sinirlarla nezaket ve
zekasi ile carpisirken, bir yandan da diinya sanat
ve siyasetinin sismik zeminine olanca onciiliigiiyle
ayak uydurmaya calisiyor ve yeni nesilleri de
yaklagan bu cok biiyiik sarsintilara, miithis insancil
ve gorev bilinci yiiksek bir tavirla hazirlamaya
ozen gosteriyordu. Ozayten, 6ncii bir sanatg1 ve
oldugunca bagarili bir koordinatérdii de.

Emekte itinasina bakinca Batili, ama estetik
sempatiye baktigimizda ise Dogulu biriydi Kadri

Ozayten ve bundan da gocunmak s6yle dursun,

cok biiyiik kazanimlar elde etti.

Plastik kariyerinde tirtil, koza, kelebek ve sonsuz
imge (agkinlik) mertebesini tadabilmig bu nadide
figiiri, gelin simdi, 6teki hocalarimizdan, Sn.
Madra ve Sn. Kiraz’in kelimeleri refakatinde
anmimsayalim...

He is who creates a sense of peace inside a war in his
artworks; a humble, veteran academic with a spirit
of a socialist. The person in question is no one other
than Kadri Ozayten.

In this interview, we tried to look at the social,
cultural and intellectual climate that shaped
the artist’s career through his friendship and
collaborations with curator and art critic Beral
Madra and the artist, Serhat Kiraz, a former
member of The Definition of Art Group.

What we saw was that ‘Kadri Hoca’ was able to
camouflage his ego, with great maturity, into his
works just like the ‘Butterfly’ image he frequently
used and studied as a figure. He kept the ego alive by
not revealing while suppressing it with great moral
consistency.

On the one hand, with his elegance and intelligence
he challenged the bureaucratic and aesthetic
boundaries offered to him by his position as an
academic, on the other hand, as a pioneer; he tried
to keep up with the seismic background of World art
and politics, and in an amazingly humane and duty
conscious manner he concerned himself to prepare
the next generation to the impending quakes.

Kadri Ozayten was Western in his meticulous
attention to the work; at the same time, he was
Eastern in his aesthetic sympathy. It did not offend
him, on the contrary, he gained a lot thanks to this
combination.

Together with our other masters Ms Madra and
Mr Kiraz, let us now reminiscence this rare figure
who enjoyed the stages of being a caterpillar, pupa,
butterfly and infinite image (transcendence) in his
plastic career...




Evrim Altug (EA): Hatirladigimiz ve sanat
ortam, elestiri diinyasinin hatirladig: Kadri
Ozayten, kimdi?

Beral Madra (BM): Kendisi kuskusuz,
1970’lerin sonundan itibaren, 1980’lerde gelismekte
olan post-modern / kavramsal sanat siireci

icinde 6nemli ve 6nderlik eden sanatcilardan
biriydi. Akademisyen olmasi, onun bircok geng
kusak sanatciy1 da egitmesini ve bu kisilerin,
modernizmin tikal iretiminden ¢ikip, cok farkl
malzemeler ve disiplinlere ait konularla, araclarla,
degisik yapitlar tiretmelerini sagladi. 1990’1
yillarin ortasindan sonra, kiiresellesme siirecinde
Tiirkiye’deki sanat iiretimi uluslararasi kriterlerde
goriinmeye basladiysa, bunlarin arkasinda birkac
egitmenin katkisi var.

Bunlarin basinda hi¢ kuskusuz, Altan Glirman
geliyor. Onun Fransa’'da yeni gercekcilik (Nouveau
Realisme) ile karsilasip, gelip Akademi’de Temel
Egitim Boliimiinii kurmasi 6nemlidir. Giirman, bir
miras birakt1. Kavramsal diisiinme ve iiretim yapma
mirasiydi bu. Bu mirastan, ondan sonra gelen
kusagin bir béliimii yararlanmasini bildi. Bunu
bilen Serhat Kiraz, Siikrii Aysan, Ahmet Oktem ve
Kadri Ozayten gibi birkac kisi daha... Onlar dabu
bilgiyi daha ileriye aktardilar.

Yine kadin sanat¢ilardan Fiisun Onur’u da
sayabiliriz. Ornegin Onur, diyelim ki ABD
doniisiinde bir Eva Hesse’nin, bir Anna
Mendiata’nin iretiminin mi farkinda oldu? Buraya
geldiginde cok farkl bir liretime girdi. Nil Yalter

de boyledir. Yine, esim oldugu icin demiyorum,
ama Teoman Madra da, Fluxus gosterileri

yapiyor. Danscilari, pandomimecileri davet ediyor,
151k fotograflari cekiyor. Aslinda bu, zamanin
ruhunun patlamasi demek. Buradaki asil bosluk,
yanlislik surada: Biz sanatcilarimizin birikimlerini
goremiyoruz. Miizelerimizde, bunlarin, 6zellikle de
6lmiis sanatcilarin mirasi sergilenmiyor; ailelerin
elinde veya depolarin icindeler. Simdi 6rnegin
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Evrim Altug (EA): Who is Kadri Ozayten
that you and the art scene, the critics
remember?

Beral Madra (BM): He was, without a doubt,
one of the prominent and leading artists during the
development process of post-modern/conceptual
art from the late 1970s to 1980s. That he was an
academic allowed him to teach many generations
of young artists and enabled these individuals to
break through the limited production capacity of
modernity by creating diverse works with a variety
of materials, topics of different disciplines and
means. After the mid-1990s, if the art production in
Turkey had received recognition in international
criteria during the process of globalisation, the
contributions of a few academics were behind it.

Altan Giirman is definitely the leading figure
among them. It was important that he founded

the Department of Basic Education at the

Academy after he returned from France where

he encountered with New Realism (Nouveau
Realisme). Giirman left a legacy. This was the legacy
of conceptual thought and production. Some artists
of the next generation knew how to take advantage
of this legacy such as Serhat Kiraz, Stikrii Ayran,
Ahmet Oktem and Kadri Ozayten as well as a few
more... They relayed this information further on.

Among woman artists, Fiisun Onur can be
mentioned here. For example, upon her return
from the USA, did Onur recognise the productions
of Eva Hesse or Anna Mediata? She entered a much
different production process. The same goes for
Nil Yalter. Again, the reason I mention his name is
not because he is my husband, but Teoman Madra,
too, made Fluxus shows. He would invite dancers,
mimes and take light painting photos. Actually, this
meant a burst in the zeitgeist. The real gap, the real
mistake is this: We cannot see the heritage of our
artists. The works of these artists, deceased ones,
are not exhibited in our museums, they are either

Mimar Sinan Universitesi’nin yeniden agilmaya
hazirlanan Resim ve Heykel Miizesi'nde ya da Ko¢
Miizesi’'nde (Arter) bunlar1 gormeye baglayacagiz.
Iste 6niimiizdeki kusak bundan yararlanacak ve
daha saglikh diisiinmeye baglayarak, belleksizlikten
kurtulmus olacagiz.

Yine, Kadri Ozayten’in, Marmara Universitesi’ndeki
akademik kariyeri gercekten uzun ve herhalde

iki kusak sanatciy1 da etkilemistir. Akademisyen
sanatcilar, kendi gorev ve sorumluluklari acisindan,
sanatlarini gostermekte biraz zorluk cekiyorlar.
Belki orada biraz etik bir mesele de isin icine
giriyor. Kendini yiiksek ego ile 6ne ¢ikarmak gibi
bir durum {izerinden olusan ¢ekingenligi olabilir.
Ancak biliyorduk ki, Ozayten son derece kendine
6zgii ve hemen, ‘Bu Kadri Ozayten yapitidir;
diyebilecegimiz resim, baski ve bazi sergilerinde de
yerlestirmeler yaptigini gordiik. Kendi kariyerini
olusturmakta daha miitevazi davranmig bir sanatci
olarak gorityorum. Ortaya koydugu diisiince, ki
daha cok 1990’larin basinda iirettigi, ‘savag’ ve
‘barig’ lizerine yapitlari cok ilginctir benim i¢in...

Serhat Kiraz (SK): Kadri Ozayten ile
Uluslararasi Plastik Sanatcilar Dernegi'nde
tamigmustik. Kadri Ozayten, “ici dis1 bir’ bir insandu.
Ogrenciye 6zgiirlitk alanin gayet serbest birakan ve
bu alanda ¢alismalar yapmasini saglayan bir yapiya
sahipti. Zaten o calismalarin bir uzantisi olarak,
Xample grubu ile herkesin katilabilecegi deneysel
calismalar yaptik birlikte. Ozayten’in daha ¢ok
tizerinde durdugu konu, sanatta “disiplinler aras1”
bir bakisa sahip olmakti.

EA: O dénemin sanat¢ilar: resmin
Tiirkiye’deki soyut, simgesel, kavramsal
karin agrilarini gekti mi?!

BM: Tiirkiye’'de Modernizmin kirilma noktasi
veya doneminde, kariyerlerinin belli bir noktasini
yasayan sanatcilarin bircogu biiyiik zorluk
cekmistir. Birincisi, bu degisimi, yani modernizmin
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owned by their families or stored in the warehouses.
Now soon, we will see these works at Painting and
Sculpture Museum planned to reopen at Mimar
Sinan University or at Ko¢ Museum (Arter). So,

the next generation will make use of it and begin
thinking saner, thus, we will get rid of oblivion/
memorylessness.

Again, the academic career of Kadri Ozayten at
Marmara University is really long and probably ran
through two generations. Because of their duties
and responsibilities, academic artists generally
have difficulties in showing their own works. Maybe
ethics also play a part in that. However, we knew
that Ozayten was unique. And his works; paintings
and prints, and even sometimes installations at
some of his exhibitions; were immediately spotted
as “a Kadri Ozayten”. I reckon him as an artist
humble in building his career. The thought he put
forward, his works on ‘war’ and ‘peace’ especially
which he produced in the early 1990s, is very
interesting for me...

Serhat Kiraz (SK): I met with Kadri Ozayten
at International Association of Plastic Arts. Kadri
Ozayten had his heart on his sleeve. He had a
disposition which gave his students a free space
and let them work within this space freely. In
fact, as a continuum of these studies, with the
Xample group, we made experimental works
open for everybody to take part. The main topic
Ozayten paid the most attention was to hold an
“interdisciplinary” view.

EA: Did he suffer from the abstract,
symbolic, conceptual pains of painting in
Turkey?!

BIM: Most of the artists who were going through a
certain stage in their careers during the modernism
or breaking point of modernism in Turkey

suffered from great difficulties. First, the artists
active during this change, during the transition of



evrilip post-modernizme ve hatta onu da asan
giincel liretimlere gecisi sirasinda ¢alisan sanatcilar,
kendilerini kabul ettirmek icin agir1 bir caba
gostermek zorunda kaldilar.

Bu, 1990°’larin sonuna dek yaganan bir zorluk
donemidir diyebiliriz: Birincisi, bu iiretimi hemen
anlayip degerlendirecek kiirator ekibi, uzman veya
elestirmen ekibi yoktu. Onlar da ayni sanatcilar
gibi bu zorluklar1 asarak ilerleyebildi. Tkincisi bu
yapitlar1 anlayacak genis bir kitle s6z konusu degil.
U(;l'incﬁsﬁ, Istanbul’daki ‘infrastructure’ / (altyapi),
yani sanat kurumlari, galeriler veya mevcut sanat
yapma olanaklar1 veren kurumlarin sayisi, bir elin
parmaklarini gecmeyen bir konumda.

Tiim bu altyapisizlik ve alg1 ortaminin heniiz
olusmamis olmasi, tabii ki bu sanatcilarin 6niindeki
en biiyiik zorluktu. Bunlarin nasil 6ne ¢cikmasi
gerekliydi? Bu ancak, Birinci ve Ikinci Istanbul
Bienali’ndeki sergilerle goriilebildi... Tlirkiye’de
maalesef birtakim bilgi ve belgelere bakmadan
karar verme yanlishig1 yapiliyor. Eger ilk iki bienalin
sergileri izlenirse, bunlarin getirdigi kriterlerin
gercekten, Ozayten ve onun kusagindaki gibi farkli
sanat goriisii ortaya koymak isteyen sanatcilar icin
bir arka plan olusturdugu ve en azindan yapmak
istedikleri yapitlarin hangi uluslararasi kriterlere
dayandigim gosterdigi anlagilabilir.

Bienaller sonrasinda da, yurt disina davet

siireci bagladi. 1990’larda bienaller de siirdiikge,
yabanci kiiratorler de geldikce, Ozayten gibi
bircok sanat¢1 da yurt disina gidebildi. Tabii bir
sanat¢inin kendine giivenini kazanmasi ve yaptigl
isin nasil degerlendirildigini gérebilmesi icin,
kuskusuz sinirlarin disina ¢cikmak gerektigini
gormesi gerekiyordu. Sunu da unutmayalim:
Bildiginiz gibi 1990’1ar, giineydogu Avrupa’nin
sozde demokratiklesmeye gecis donemiydi. Tito
Yugoslavya’si bitmekteydi. Ama ayni zamanda
da ne vard1? Biiyiik bir Balkan Savasi. Bunu da
unutmayalim. Tiirkiye bu savastan etkilendi
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modernism evolving into post-modernism and even
into the contemporary productions beyond it, had
to make an extreme effort for recognition.

One can say that this was a period of difficulty until
the late 1990s: First, there was no team of curators,
experts or critics to understand and evaluate this
production immediately. They, too, could only move
forward by overcoming these challenges, just like
the artists. Second, there was not a large audience to
understand these works. Third, the ‘infrastructure’
in Istanbul was in such a state that the number of
art institutions, galleries or existing, art-making
institutions was only a handful.

That all this infrastructure and environment

of perception had not yet been formed was the
biggest challenge for these artists. How were these
supposed to come forward? This became visible
only through exhibitions at the first and second
Istanbul Biennial... Unfortunately, Turkey has a bad
habit of deciding without considering certain pieces
of information and documents. When we see the
exhibitions of the first two biennials, it is clear how
the international criteria proposed by them formed
abackground for the artists, such as Ozayten and
his peers, who wanted to put forth a different view
of art and also according to which international
criteria they wanted to base their works.

After the biennials, the international invitation
process started. As biennials continued in the
1990s, as foreign curators arrived, many artists such
as Ozayten could travel abroad. Of course, for an
artist to gain self-confidence and see how his work
isjudged, he undoubtedly needed to understand the
necessity to go out of borders. And let’s not forget:
as you know, the 1990s were a period of transition to
the so-called democratisation of Southeast Europe.
Tito’s Yugoslavia was over. But what was also there?
A great Balkan War. Let’s not forget this as well.

Was Turkey affected by this war? Why did Ozayten
make these ‘butterflies ‘and’ planes’ and focus on

mi? Ozayten nicin bu ‘kelebekler’ ve ‘ucaklar’y
yapip, savas ve barisa odaklanmist1? Tabii ki
Avrupa cografyasindaki bu biiyiik gercegi, bu
travmayi goriiyordu. ki kutuplu diinyanin bitisi
de bu bicimde olmada, savasla, katliamlarla oldu
diyebiliriz.

SK: Kadri Ozayten’in zaten politik bir yani vardi.
Onun eserlerine dikkat ederseniz, olusturdugu
caligma dosyalarinda farkli yapilanmalar oldugu
goriiliir. Insan ister istemez, Tiirkiye’de belli
kurumlarda farkl yapilarin icine girip, ¢cikabiliyor.
Ama, Kadri Ozayten’in samimiyeti, aciklig1,
bunlarin hepsinin eserlerinde var olabilirligini
beraberinde getiriyordu ve o, biitiin hepsini
birlestirmeye ¢alisiyordu. Ozellikle Xample gibi
cabalarinda benim anladigim kadariyla boyle. Bir de
kendi, gecmiste yaptiklariyla hesaplagan biriydi.

Ozayten, 6zverili, yardimsever bir insandu. Bir sey
soylendigi zaman dinlerdi, kabul etse de etmese

de acikt1, diiriisttii. Uzerinde tartigilabilecek olan
hakkinda konusulabilir bir kisiligi vardi. Ben de,
kendi acimdan {i¢ asag1 bes yukar1 6yleyimdir.
Anlasma noktalari onlar. Oturup, tartisabiliyorduk
uzun uzadiya mesela. Hani, yapmamak konusunda
da tartismak gerekiyor. Neyin yapilmasi
gerekiyorsa, neyin yapilmamasi gerektigi de o kadar
6nemli. Bana sorarsan, yapilmamasi gerekenleri
birakirsak, yapilmasi gerekenleri bulabiliriz.

EA: Ozgiin bask: bi¢cimine gosterdigi 6zeni
neyle acikliyorsunuz? Erken 1980’lerde
bir¢ok baski resim bienaline davet alan bir
kigilik, Ozayten.

BM: Modernizmin resim yoluyla kitlelere ulagsmas,
en kolay yol. Ancak resim, bir sekilde farkl piyasasi
olan, belli asamalardan sonra koleksiyoncuya
ulasan bir yapit tiirii. Halbuki Kadri Ozayten

de bir toplumsal biling var. Sosyalist diyebiliriz.

O donemin sosyalistligi ne ise, ben o nitelikleri
kendisinde gordiim. Ayni1 zamanda 6zgiin baski
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war and peace? Of course, he saw this huge reality,
this trauma in European geography. The end of the
bipolar world did not happen in this way, we can say
that it happened with war, with massacres.

SK: Kadri Ozayten already had a political side to
him. If you pay close attention to his works, you

can see there are different formations in the work
dossiers he made. In Turkey, either way, one finds
himself in and out different organisations. However,
Kadri Ozayten’s sincerity and openness brought the
possibility of them to exist side by side in his works,
and he would try to unite them all. Especially, to my
understanding, Xample sets an example of such an
effort. In addition, he was a self-reflective person.

Ozayten was a selfless and caring person. He was
open. He would listen if one spoke to him, either

he would accept it or not, he was alwayws frank

and honest. He had a personality which enabled to
talk to him about anything. I would like to consider
myself as such a person, too. These were our
common grounds. We could sit down and discuss
for hours on, for example. Well, one needs to discuss
what not to do as well. What-needs-not-to-be-done
is an important topic as what-needs-to-be-done. To
my opinion, if we can leave behind the what-needs-
not-to-done, we can find what-needs-to-be-done.

EA: How do you explain the reasons behind
his attention to the mode of production

of making original prints? He was a
personality invited to many lithography
biennales.

BM: The painting is the easiest way for modernism
to reach masses. However, painting is an artwork
that has a different market and after certain stages,
it arrives at the hands of a collector. On the other
hand, Kadri Ozayten had social awareness. We could
say he was a socialist. Whatever the socialism of that
period was, I saw those qualities in him. In addition,
when we talk about the subject of original prints,



deyince, bu konunun Tiirkiye’deki gelenegi
meselesine de girebiliriz; tas baski, halk resminden
gelen, Osmanlrdan beri zaten var olan bir arac.
Niye halk resmi deniyor buna, bilginin halka
ulastirilmasi icin olusturulmus bir aract tag basku...
Daha sonra, zaten Avusturya ve Almanya dediginde,
orada da bunun en {istiin bi¢imleri ve son teknoloji
ile yapilmus olanlar1 amilabiliyor. Ozayten’in bunu
one cikarmasi, kendi diinya goriisii ve toplumsal
sorumluluguna uygun bir durumdu. Bir de tabii,
genc kusaklara iiniversitede egitim verebilme
acisindan, 6zgiin baski ¢ok elverigli bir tiretim
bicimi. Desen yapma ve desenin ¢cogaltilmasi adina,
egitim sistemi icerisinde de 6zgiin baskinin 6nemini
kavramisg bir sanat¢1 diyebiliriz.

SK: Baski resim o dénemlerde fazlasiyla yaygindi.
Baski resim bir cogaltma araciydi. Daha sonralari
cogaltma, fotokopi ve farkli teknolojilerle gelisti.
Son dénem calismalarinda da kendisi zaten bu
farkli teknolojileri kullaniyordu.

EA: Dénemin diinya sanat egilimlerine
hassasiyetini, igleri iizerinden nasil
animsiyorsunuz?

BM: Bence Kadri Bey, Tiirkiye’de yagliboya resim
meselesinden bagka bir meseleye adim atan ilk
donem sanat¢ilardan biriydi.

SK: Kadri Ozayten 6zellikle Kunsthalle iizerinden
Almanya’daki sanat faaliyetlerini yakindan takip
ediyordu. Zaten esi Nilgiin Hanim da boyle idi.
Ben Nilgiin Hanim’1 tanidigimda daha Kadri
Ozayten ile heniiz tanismamigtim. Sonra epeyce
birlikte seyahat ettik ve sergi yaptik. Almanya
Darmstadt’ta 6rnegin... Ortak arkadaslarimiz

oldu. Birlikte ortak calismalar gerceklestirdik,
beraber iiretmeye 6grencilerini de tegvik ettik.
Sergi alanlari olarak tanimlanmig mekanlar disinda
iiretip calismalarini gosterebilecekleri yerler
bulmalari icin yonlendirdik. Ardindan 6grenciler
Anemos Zindanlari’'nda sergi yaptilar. Dolayisiyla
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we can also wander into the tradition in Turkey;
stone print has been already a means of production
coming from folk art since the Ottoman Empire...
Why is it called folk painting? Because it was a tool
made to relay for information to the masses... And
then, in Austria and Germany, we can say that there
are the finest and the latest technology productions
of it. That Ozayten emphasised it was appropriate
to his worldview and social responsibility. Of
course, in terms of providing education to young
generations at the university, original printing is
avery convenient form of production. We can say
that he was an artist who grasped the significance
of original print for drawing, reproduction of a
drawing and in the educational system.

SK: The printmaking was very common at the
time. It was a replication tool. Later, replication
was developed with photocopying and different
technologies. In his recent studies, he would use

these different technologies, too.

EA: Through his works, what do you
remember of his receptivity of trends in
world art?

BM: I think he was among the first ones in that
period to step out from the issue of oil painting to
another one.

SK: Kadri Ozayten would closely follow art
activities in Germany, especially through
Kunsthalle. So did his wife, Nilgiin Ozayten. I had
met Nilgiin Hanim before I met Kadri Ozayten.
Then, we travelled a lot and did quite a few
exhibitions together. In Darmstadt, Germany,

for example... We had common friends. We
collaborated and encouraged our students to
produce together. We advised them to find places
where they could produce and show their work
outside of spaces defined as exhibition spaces. Then
the students exhibited at the Anemos Dungeons.
So, they found a place that was a must for everybody

herkesin gérmesi gereken bir yeri bulup, kendileri
ayarladilar. Bu tiir sergileri oralarda yapmanin bir
o0zelligi de ticari metaya doniismeyecek yapitlar
iiretmeye de uygun olusudur. Bu mekanlar,

belli galeri konformizminden uzak (elektrik vb.
olmadigr) yapilardir.

EA: Kendisinin sembol imgesi, ‘kelebek’,
maliim; bu yoniiyle 6zayten’i kendi plastik
tarihinde bir tiir kozadan ¢ikmis biri olarak
tarif edebilir miyiz?

BM: Tabii, kesinlikle! Oncii sozciigii tabii ki
modernizme ait bir sézciik. Onciiliik, meveut
olmayan sanat iiretim sistemlerini ve bu sistemler
icerisindeki yeni diigiinceleri yaratmak. Bu tabii,
yiiz yilin sonuna dogru geldikce bu kelimeyi
kullanmak zorlagiyor, ¢iinkii bu tiir iretimler
cogalinca, bunlar 6nciiliik degil de iiretimin
cesitlendirilmesi gibi diisiinmek gerekiyor.

Kadri C)zayten’in, 4 Istanbul Bienali (kiirator
René Block) esnasinda diizenledigim Somut
Ongoriiler sergisindeki (9 Kasim-9 Aralik 1995,
Anarat Higutyun Okulu, Kadikoy) enstalasyonuna
baktigim zaman, evvela bir okulun sinifina girdigini
goriiyoruz. Sanatci bu sinifta bir degerlendirme
yapmasi gerekiyor. Bu mekani nasil kullanacak?
Bunu ¢ok bagariyla yapiyor. Camlari-gokytiziinii
kullaniyor. Bu ‘gokytizii'ne yerlestirdigi kiiciik
‘F-16’lar var 6rnegin. Bugiinlerde nasil F-35 veya
S-400 deniliyorsa, kendisinin bunlari bir sinifin
icine yerlestirmesi de 6nemlidir. Fiziksel olarak
egitime ayrilmig bir mekana bunlari yerlestirmek
kolay degil. Getirip, savas1 koyuyor.

Fakat onun yaninda miithis bir belge meselesi de
var. Bir arsivi de bu yapitin icerisine yerlestiriyor.
Hem savasi gosteriyor hem de egitime uygun
olarak oraya bir arsivi koyuyor. Tabii, bunun
yapildig: tarihe baktigimiz zaman hem Tiirkiye,
hem Irak, hem Balkanlar maltim. Cok kritik bir

doénemdi. Bunu bence topluma en iyi anlatacak

41

to see and set it up themselves. One feature of
making such exhibitions is that they are suitable for
producing works that will not become a commercial
commodity. These spaces are structures far from

certain gallery conformism (electric, etc. not).

EA: His signature image is “butterfly”,
thus, can we describe Ozayten as someone
who came out of a cocoon in his own plastic
history?

BM: Sure, absolutely! The phrase ‘leading figure’
belongs to modernism. Leading is to create non-
existing art production systems and new thoughts
within these systems. Of course, it becomes difficult
to use this word as it comes towards the end of the
century because when such productions mount up,
itis necessary to think of them as diversification of
production rather than leading it.

When I look at the installation by Kadri Ozayten

at Somut Ongiiriiler exhibition (9 November-9
December 1995, Anarat Higutyun School, Kadikdy,
Istanbul) held during the 4th Istanbul Biennial
(curator René Block), we first see that he has
entered a class inside a school. The artist needs to
make an assessment in this class. How will he use
the place? He does it with great success. He uses the
windows, the sky. These ‘little’ F-16s he placed in
‘the sky’, for example. It was also important for him
to place them in a class, just as it would be for an
F-35 or an S-400 today. It’s difficult to place them in
a place physically devoted to training. He brings and
places war in it.

However, there is the subject of documentation at
the same time. He installs an archive into the work.
There, he both shows war and also places an archive
which keeps up with the education. Of course, when
we take the date of the work into consideration, the
matters in Turkey, Iraq and Balkans are clear. It
was a very critical period. I think, he presented this
in the best possible way as an installation. When



bir enstalasyon olarak sundu. Zaten buradaki
sanatcilara baktigimizda, Avusturya ve Almanya’yl
da goriiyoruz. Bu anlamda senin dedigin gibi, onun
ve benim ‘ag’larimiz 6n planda ve Almanya’nin

da Kuzey-Orta Bolgesi s6z konusuydu. Kadri

ise Avusturya agiyla mevcut oldu. Kendisi hem

bir sanatciydi, ama iyi de bir koordinatérdii de.
Universite kimliginden &tiirii pratik isleri de
becerikli bi¢imle ¢6ziimliiyordu.

Belki bu retrospektif sergi, onun kimligini cok iyi
bicimde gosterecek. Onun 6grencileri, su anda zaten
sahnede olan sanatcilar. Bu iligkileri ydnetmesinin
yani sira, kendisinin esi Nilgiin Ozayten de, Istanbul
AKM (Atatiirk Kiiltiir Merkezi) Sanat Galerisi'nin
yoneticisi idi. Bu igbirligi de cok 6nemli. Kendisi
zamaninda o galeride yapilan sergilerin niteligini
bugiin mumla ariyoruz! Demek ki, orada da esine
cok biiyiik bir faydasi var. Agini esinin hizmetine
vermis ve pratik meselelerin ¢oziimiinde de esine
yardimec1 olmus bir insan diye diisiiniiyorum.

Kelebek meselesinde Kadri Ozayten, bir ikilemi
ortaya koyuyor. Kelebegin lizerinde de kamuflajlar
var, kelebek de bildigimiz masum kelebek degil,
onun iizerinde goriinen daha karanlik bir diinya var.
Ne demek istiyor orada? Her zaman i¢in savagin bir
barig umudu vardir diyor bir bakima. Zaten savag
ve baris meselesi, Tolstoy’dan bugiine hep var, degil
mi? Kelebek, ¢cok kisa dmiirlii bir yaratik ve orada
bir 6liim meselesi de var. Bu kelebek cabuk 6lebilir.
Baris kisa siirebilir. Orada uyar1 da var. Bunu

iyi koruyun mesaji da var. Yine bicim olarak bu
F-16’larin kelebege benziyor olmasi da ¢ok ironik.
Yine, dogadan alinmig bi¢imle yapiliyor bu. Kusla,
kelebekle...

SK: Evet, kelebek ile bag kurabiliriz dediginiz gibi.
Hani ‘Kelebekler Ozgiirdiir’ diye bir film vardur.
Ama kelebeklerin yasami, ayni1 zamanda da ¢ok
kisadir. Kelebekler, insanlara her yerde giizelligini
gosterir ve bu kadar giizel seylerin de olabileceginin
insanlara kanitidir. Tabii, ashinda asamalidur,
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we look at the artists here, we also see Austria and
Germany. In that sense, as you said, his and my
‘networks’ were at the forefront and the North-
Central Region of Germany was prominent. Kadri
was present with the Austrian network. He was an
artist, but also he was a good coordinator. Because
of his academic identity, he could also analyse
practical works.

Perhaps this retrospective exhibition will show his
identity in a very good way. His students are artists
who are already active in the scene at the moment.
Besides him managing these relations, his wife
Nilgiin Ozayten was also the director of the Istanbul
AKM (Atatiirk Cultural Center) Art Gallery. This
cooperation was also very important. We seek for
the quality of the exhibitions held in that gallery
today! So, there was a huge benefit to his wife there,
too. I think he was a person who gave his network
to his wife and helped his wife in solving practical
issues.

With the butterfly, Kadri Ozayten reveals a
dilemma. There are camouflage patterns on the
butterfly, thus, the butterfly is not the common
innocent one we know; there is much darker world
visible on it. What does he mean there? In a way,
he tells that always war hopes for peace. Hasn’t

the deal with war and peace been recurrent since
Tolstoy? A butterfly is also a creature with a short
life span and thus there is also the subject of death.
This butterfly could just die in an instant. Peace can
be short-lived. There is a warning as well. There is
amessage to preserve it well, too. And again, it is
ironic that F-16s resemble butterflies. Their design
was borrowed from nature. Bird, butterflies...

SK: Yes, as you said, we can relate to butterflies.
There is a movie called “Butterflies are Free”. But,
the life of a butterfly is always very short. Butterflies
reveal their beauty to humans everywhere and
prove that beautiful things also exist. Of course,
they have stages, they evolve. Caterpillar, pupa

evrimseldir. Koza devresi, tirtil devresi sonra
kelebek olusu... Bir degisimler kiimesi olusturuyor.
Tabii, Kadri Ozayten’in yaptigi o kelebeklere
bakarsaniz, izerlerinde hem kamuflajlar vardir
hem de daha 6nce yaptig1 kimi unsurlari bunlarin
izerine tagiyor ve kelebek haline getiriyor.

Kendisinin son yaptig1 resimleri gormemistim,
ciinkii Datca’daydu. Nilgiin (Ozayten) Hanim da
orada iyi tirettiginden bahsediyordu. Simdi Milli
Reasiirans Sanat Galerisi'ndeki sergi i¢in son
islerini goriince diisiindiim: Kelebeklerin desenleri
nasil birbirinden farkliysa, Kadri Ozayten biitiin
calismalarini bu kelebeklerin {izerine tasiyip,

sanki biitlin iglerini bir araya getirmek suretiyle,
buisleriyle bir arada, yeni bir bilesime sokmaya
calisiyordu. Hesaplagsmaya ¢aligiyordu denebilir.

EA: Cumhuriyet’te Kasim 1992’de ¢ikan bir
yazida, Ozayten’in de katildigi AKM’deki
sergi hakkinda “Ulkemizde yaygin

bir begeni olan, yabanci sanat¢ilardan
esinlenme tutkusu bu sergide yer alan
yapitlarin tekrarindan anlasilarak, gozden
kagmayacaktir”? denmisti. Bu tespiti
onayliyor musun ve bugiine yansitabilir
misiniz?

BM: Giizel soru. Bu problem, maalesef bugiin

de siiriiyor. Ciinkii sunu goriiyoruz: Giiniimiizde
gazetelerin 6nemini tartismayalim. Ama farkh
bicimlerde bilgilenme olanag1 da var. Sosyal
medyadan da yararlanma konusu, ayrica orasi da
bilinmeyen bir sayiya vardi. Gazetecilerin elindeki
olanaklar ise, su anda kisith. Basili gazetelere
baktigim zaman burada cok fazla kiiltiir ve sanat
yazilar1 gormiiyorum. Gazeteciler, bugiin bile gérsel
sanatlar iiretimi, cagdas sanat hakkinda gercek
anlamda bilgilenmeden yazilar yaziyor. Fakat bu
bilgilerin ¢ogu, bildigin gibi basin biiltenlerinin
verdigi bilgilere dayaniyor, zaman zaman da kendi
goriislerini acikliyorlar.
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and then adult butterfly... It creates a set of
transformations. Of course, when you look at Kadri
Ozayten’s butterflies, you can spot the camouflage
on them; and he transfers his earlier creations on
them and turns them into butterflies.

I didn’t have the opportunity to see his latest
paintings because he was in Datca. Nilgiin
(Ozayten) Hanim also mentioned that he was
working well there. Now, as I saw the latest
paintings for the upcoming exhibition Milli
Reaslirans Art Gallery, it had me thinking: As the
patterns of butterflies are distinctive, by carrying
his all works on butterflies, as if bring all of his
works together, Kadri Ozayten, too, was trying to
put them in a new composition.

EA: In an article published in Cumhuriyet,
November 1992, about the exhibition
that Ozayten also participated in AKM
that, it was proposed that “widespread
appreciation in our country, the passion
to be inspired by foreign artists could

be understood from the repetition of

the works in this exhibition, would not
be overlooked”?,. Do you approve of this
comment and do you think it can apply to
the date?

BM: BM: Good question. Unfortunately, this problem
continues today. Because we see this: Let’s not discuss
the importance of newspapers today. But there is also
the possibility of being informed in different ways.
One can benefit from social media which reached

an unknown number. Though, the opportunities
available to journalists are now limited. When I

look at the printed newspapers, I don’t see many
cultures and art articles. Even today, journalists
write articles about the production of visual arts
and contemporary art without real knowledge. But
much of this information, as you know, bases on the
information provided by the press releases, and from
time to time they write their opinion.



Her zaman ya agir1 bir 6vgii glindeme geliyor ya da
bir bicimde ilgili yapit bir kaynaktan etkilenerek
yapilmstir gibi ifadeler kullaniliyor. Simdi bu
yaptiginiz alint1 da, ayni sekilde, konuyla ilgili
yeterince bilgilenmeden yazilmis. Ciinkii diinyada
gelismekte olan farkl bir sanat liretiminin,
1960’lardan itibaren gelistigini, bunun Tiirkiye’yi
de 1970’lerin ortasindan itibaren etkiledigini

ve bunun da hicbir sekilde kopya etmek degil;

tam tersine baktigimizda, sanatcilarin egitim
siireclerinde 6grenerek ve bilgilenerek bu yeni
iiretimi benimsediklerini goriiyoruz. Ozayten de
boyle bir kimse. Onun 1970’lerde Mimar Sinan
Universitesi'nde ne olup ne bittigini fark etmemis
olmasina imkéan yok. Arti, o sirada yine, Marmara
Universitesi de zaten, Almanlar tarafindan
Bauhaus temelinde kurulmus. Modernizmin tiim
oncii akimlari, egitim siirecinde bu sanatcilara
ulagtiriliyor. Sanatci olmaya karar vermis bir
kisinin, kendini gelistirmek adina diinya sanatina
bakiyor olmasindan daha dogal bir sey olamaz. Bu
alinti, bence dogru bir yaklasim degil.

SK: Tiirkiye’nin sorununun buradan
kaynaklandigini diisiiniiyorum: Bicimcilikten.
Bicimcilik aslinda, biitiin bagka akimlara da
bakarsan, putculuktur. Ne diyor hani? “Put

yap1p, puta tapmayacaksin, bir seyi put haline
getirmeyeceksin” diyor. O put belli dogrular
yaratiyor ve bu da belli dogmalar yaratiyor. Bu
dogmalar da senin goriisiinii ona gore belirliyor.
Aslinda birileri, sanatin ona gore goriinmesini
istiyorlar. Putlagtirmadiginiz zaman sanatin nicin
yapildig1 daha iyi anlagilabilir. Bence sanata “nasil
degil, neden sanat” seklinde yaklasmak gerekir.

EA: imge, dogruyu mu séyler, yalan1 m1?

SK: Mesela ben hep gercekle goriintiisiinii bir
araya getirmeye ugrasiyorum. Kadri Ozayten, orada
bunu daha ugucu hale getiriyor, daha etrafa yayilir
hale getiriyor. Diislincenin her tarafa yayilmasinin
taraftariydi.
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There is always excessive praise, or expressions
such as that the work in question is influenced by
asource. Now, likewise, your quote was written
without enough knowledge of the subject. Because
we see that a new art production emerging in the
world since the 1960s which has influenced Turkey
as well since 1970s. We cannot consider this as
copying, but on the contrary, it was embracing a
new production which the artists learnt during
their education and studied it intensely. Ozayten
was among them.

There’s no way he was unaware of what was

going on at Mimar Sinan University in the 1970s.
Plus,Marmara University was, too, established by
the Germans based on the Bauhaus. It conveyed all
the leading currents of modernism to these artists
during their education. There can be nothing more
natural than the fact that a person who decided

to become an artist looks at world art in order to
improve themselves. I don’t think this quote shows
the right approach.

SK: I think Turkey’s problems arise here: the
formalism. Formalism is, in fact, idolatry, it is

the same if you look at all other trends. What’s he
saying? “You shall not make for yourselves any
idols... you shall not bow yourself down to them,
nor serve them”. The idol suggests truths, and this
results in certain dogmas. These dogmas determine
your opinion. Then, someone wants art to look
accordingly to that dogma. When you do not idolise,
you can better understand why we make art. I think
we should approach art as not “how” but “why art?”.

EA: Image, does it tell lies or truth?

SK: For example, I always try to bring reality and
its image together. Kadri Ozayten, makes it more
volatile there, makes it expand. He favoured the
idea that the thought should spread everywhere.

EA: Kadri Ozayten, 52 sanateiyla tuval,
mekan diizenlemeleri ve heykel ile cok
boyutlu isler i¢cin hazirlanan Mensucat
Santral Holding Biiyiik Sergi II° gibi
orneklere de (erken 1990’lar) eser veren
‘iyimser’ ve uzlagmaci biri mi oldu?

BM: Ve, caliskan biri. Akademisyen olarak,
iiniversite kosullar1 icinde 6grencisine bilgisini
aktarip, isine bakabilirdi ama, Ozayten bunu agmig
ve son iki kusagin sanat 6grencisiyle birlikte bir
gelisme yaratmaya calisarak, bence bunda da ¢ok
basarili olmug. Marmara Universitesi'nin ilerici
sanata dair olan iiniine biiyiik katkisi olmus. Niye?
Ciinkii s6zlinil ettigin tiim bu biiyiik sergilere
katilmak, 6grencileri tetiklemek ve yonlendirmek
gibi bir gorev de iistlenmis.

Ben kendisiyle hep mesleki acidan kargilagtim.
Esasen, kiirator olarak bagindan beri sanatcilarla
bu mesafeyi korumay tercih ettim. Fakat sunu
diyebilirim, yaptigim 4 biiyiik sergide, yani Somut
Ongoriiler, Diyaloglar, Xample sergileri ve onun
Ogrencilerini Berlin’e gétiirdiigiimiiz sergide, cok
iyi caligtigim, aramizdaki is iligkisinin son derece

diizgiin oldugu bir siirec gecirdigimi sdyleyebilirim.

Berlin projemiz 1998’de oldu. Orada soyle bir
durum oldu: Ne yapiyordu kendisi? Benim gibi,
iligkileri olan bir kiiratérle iletisim kuruyor ve
ogrencilerini Berlin gibi bir ortama tagiyor. O
sirada duvar yikilmig ve Berlin inanilmaz bir
gelisim yasiyor. Bu, o kadar kolay bir sey degil.
Epey bir 6grenci var ve bu konuda irade gosteriyor;
iiniversitenin olanaklarimi kullaniyor ve biitiin

o genclerin sorumlulugunu aliyor. Tim bunlar
son derece diizglin bicimde yapti§im1 sdylemek
durumundayim. Nitekim o projedeki isimlerin
bazilari, cok 6ne cikmis sanatcilardir. Kendisi
ayrica 1989°da Istanbul AKM’de cok biiyiik bir sergi
yapmuist, biliyorsun o ¢ok biiyiik bir salon ve bu
serginin sanirim gorselleri de vardir; bu cok giizel
bir sergiydi... 1994’te ise benim yaptigim Xample
projesi, Almanya’ya da gitti.
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EA: Was Kadri Ozayten an “optimist” and
a reconciliatory person who presented

his works, together with 52 artists, at an
exhibition which was designed to host
canvass, space arrangements, sculpture
and multidimensional artworks, called
Mensucat Santral Holding Biiyiik Sergi II3?

BM: And a very hardworking person. He could
simply mind his own business as an academic and
just hand down his knowledge to his students in
the academy. However, He was beyond it; he set
out to create a breakthrough with the students of
the last two generations and I believe he was very
successful in doing that. he contributed to the fame
of Marmara University on progressive art. How so?
He took on the task to take part in all these great
exhibitions you’ve mentioned and to stimulate,
guide the students.

T always encountered him on professional
occasions. Actually, as a curator, I've preferred to
keep that distance with artists from the beginning.
But I can say that in the four major exhibitions that
I have done, namely, Somut Ongdriiler, Diyaloglar,
the Xample exhibitions and the exhibition that we
took his students to Berlin, I experienced a process
I worked very well and the business relationship
between us was smooth. Our Berlin project took
place in 1998. A situation like this happened

there: What was he doing? He communicated

with a curator like me with a network and brought
his students to a place like Berlin. The wall was
recently demolished and Berlin was undergoing an
incredible development. This was not the easiest
task to carry on. There were quite a lot of students
and he took the initiation; he used the University’s
resources and took responsibility for all those
young people. I have to say he did this all in the
most proper way. Indeed, some of the names in that
project are now very prominent artists. He also had
an enormous exhibition in Istanbul AKM in 1989,
you know it is a very big hall and I believe there



SK: Bu soyledikleriniz, Kadri Ozayten’in en 6nemli
ozelliklerinden bir tanesini ortaya ¢ikariyor: O da
miitevaziligi. Aslinda bu miitevazilig1 da yaptig

o eserlerin icinde sakliyor. Tepeden bakan bir

sey yok. Dolayisiyla yaptiklarina esneklik olarak
bakmak gerek diye diisiiniiyorum. Bu miitevazihik
aslinda Tiirkiye’ye ters bir seydir. Kadri Ozayten’in
o yakinhigl, 6grenci ile arasindaki iligki, o
miitevaziliktan kaynaklanir. Ben, mesela onunla
calistigimda hicbir zaman 6g8rencisiyle profesor
iligkisi icinde oldugunu gérmedim. Gayet canli,
kollarini sivayarak beraber yapmaya calisan, hem
teoride hem de pratikte birlikte olmaya caligan,
gerektiginde kendisini arka plana cekebilen
birisiydi.

EA: O halde soruyu biraz daha agalim:
Kendisi, sanat tarihinin giniimiizdeki
periyodik ve akademik, arsivsel ve
kurumsal ya da miizayede kayitlarina
bakacak olursak, Mehmet Giin, Kemal
Onsoy, Sarkis, Erdag Aksel, Giilsiin
Karamustafa, Fiisun Onur, Bedri Baykam,
Cengiz Cekil ve Ayse Erkmen gibi imzalarin
da ‘klasik’ plastik sanat imzalariyla yan
yana durabildigi bir dénemin aktorii ve
tanigiydi. Bugiin de bu bir aradalig: goriiyor
musunuz?

BM: Bugiinkii durum farkh tabii. O zaman galeri
say1s1 az; kentin icine ¢ok yayillmayan, bir iki seckin
mahalleye odakl galeriler var ve bunlarin bir kismi
da miithis kisisel 6zverilerle yiiriitiilityor. Clinkii
koleksiyoner sayis1 cok az. Ancak 2000’lerden
sonra koleksiyoner sayisi artti. Dolayisiyla
galeriler, satabilecekleri yapitlari da sergilemek
durumundaydi. Ama ayni zamanda da, kendilerine
ufuk acacak sergileri de yapmak zorundaydilar.
Boylece bir denge kurmaya calistilar.

Ornek olarak Macka Sanat Galerisi’ni verebiliriz.
Ben de galerimi 1983’te actim. Hem resim
sergiledim, hem de 6rnegin, Erdag Aksel’in
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should be visuals from that exhibition; it was an
exquisite exhibition... In 1994, the Xample project,
which I did, also travelled to Germany.

SK: What you say reveals one of the most
important features of Kadri Ozayten: his modesty.
In fact, he preserves this modesty in his work, too.
There’s nothing self-righteous. Thus, in my opinion,
what he did should be considered as flexibility. This
modesty actually does not go along with Turkey.
Kadri Ozayten’s closeness, the relationship between
him and the students, roots from that modesty.
When I worked with him, for example, I never

saw him having a professor-student relationship
with his students. He was very lively, rolling up his
sleeves, trying to be together with his students both
in theory and in practice, he was a person able to
stand aside when it was needed.

EA: Let me elaborate the question more:
According to the periodic, academic
recordings from archives, institutions or
museums that are available today, he was
an actor and a witness of a period in which
prominent figures such as Mehmet Giin,
Kemal Onsoy, Sarkis, Erdag Aksel, Giilsiin
Karamustafa, Fiisun Onur, Bedri Baykam,
Cengiz Cekil and Ayse Erkmen could thrive
side by side with ‘classical’ fine arts figures.
Do you observe such togetherness today?

BM: Today’s situation is different, of course. Then,
there were few galleries; one or two; that did not
reach out wider in the city but focused on upscale
neighbourhoods, and some of them were run with
a great personal dedication. Because the number
of collectors was scarce. However, after the 2000s,
the number of collectors increased. Therefore, the
galleries needed to present works they could sell.
But they also had to do exhibitions that would open
new perspectives. So they tried to strike a balance.

ABD’den doniiste yaptig1 demir isleri sergiledim.
Nic¢in? Ciinkii satilabilecek ve karsilig1 para
olarak gelebilecek yapait tiirii, resim. 1980°li ve
1990’1 yillar1 boyle degerlendirebiliriz. Ama artik
2000’]ere geldigimizde farkh kanallarin acildigini
gorebiliriz. Arti, ortaya sponsorluk kurumu ¢ikti.
Bu gelistigi zaman, tabii ki yapti§imiz serginin
karsiligl, bir sponsor tarafindan sunuldugu zaman
istedigin yapit1 sergileyebiliyorsun. Bugiin, hicbir
sanatc1 sadece Tiirkiye sinirlarinda iretmek
istemez. Sonucta tiim sanatcilar diinyaya acilmak
istiyorlar. En yakini, AB iilkeleri, o da olmazsa
ABD, Kanada ve hatta son zamanda ben, Giiney
Amerika’ya giden sanatcilar: da duyuyorum.

Yine, galeriler de buradaki pozisyonlarini fuarlara
da tagimaya gayret edip, yurt dig1 subeleri i¢in
calisiyorlar. Bildiginiz gibi 6te yandan ¢ok

farkli galeriler de ¢ikt1. Ingaat sektoriiniin

yaptigl o biiyiik binalarin pazarlanmasi ve cazip
gosterilmesi i¢in sanat kullaniliyor. Buralarda kimi
galeriler acildi. Onlar bildigimiz tiirde, sanatciy:
bastan sona destekleyen galeri tiirii degil. Bagka
tiirlii bir galeri. Sanati aslinda bir sahne olarak
kullanan galeriler var...

EA: Donemin Argos dergisinde, Mayis
sonuna dek siiren AKM-1989 sergisi
degerlendirilirken, kamuflaj fizerine
madalyalar: bezedigi ¢caligmasi referans
alinmig. Yazar Avdet Rokman burada
sanat¢inin yapi s6kiimeii bir anlayig
gittiigiine atifta bulunuyor?. Mart
1988’deki AKM kigisel sergisinde
gordiigiimiiz, Aykut Koksal’in da dikkatini
cektigi gozleri bagl figiirleri de hesaba
katarsak, dénemin bir egilimi mi?

BM: Belki, Altan Giirman’in biirokrasi ve
militarist yapiya gonderme yaptigi islerinden
de etkilenmis olabilir kendisi ya da Tiirkiye’nin
boyle bir altyapiya oturdugunu diisiinebilir.

Bu da ¢ok yanlig bir diigiince degil. Tiirkiye'de,
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As an example, we can mention the Macka Art
Gallery. I also opened my gallery in 1983. I exhibited
both paintings and, for example, the ironworks that
Erdag Aksel made upon his return from the United
States. Why? Because the artwork that can be sold
and can be charged is painting. That’s how we can
assess the 1980s and 1990s. But now we can see
different channels opening up when we get to the
2000s. Plus, the institution of sponsorship was also
established. When the expanses of the exhibition
are met by a sponsor, of course, you can exhibit the
work you want. Today, no artist wants to produce
only within the borders of Turkey. After all, all
artists want to open up to the world. The closest
place to go is the EU countries, if not the US, Canada
and I recently hear artists even going to South
America.

Again, the galleries also try to bring their role here
to the fairs and work for international branches.

As you know, on the other hand, there is a great
variety of galleries now. The art is instrumentalised
to market and make the huge buildings erected by
the construction industry attractive. Some galleries
have opened in them. They are not the gallery we
know, supporting the artist from start to finish.
Another kind of gallery. There are galleries that
actually use art as a stage...

EA: In Argos magazine of the period, the
review on the AKM-1989 exhibition,
which lasted until the end of May,
referred to his work of a camouflage
decorated with medals. The author Avdet
Rokman attributes the artist’s approach
to deconstructivism*. Considering the
blindfolded figures we saw at the AKM solo
exhibition in March 1988, which Aykut
Koksal also attracted attention to, was it a
notion of the period?

BM: Maybe he could have been influenced by Altan
Giirman’s work referred to the bureaucracy and



ornegin 2’nci Diinya Savasr'ndan bu yana gelen
siirec icinde ya da kendisinin sanat {iretimi yaptig:
siirecte, iilkenin en 6nemli siyasal meselesi,
devlet ve askeri diizen arasindaki iligkiler tizerine
odaklaniyordu. Demokrasi kurulacaksa, bunu da
askerler kuruyordu. 2000’1erin bagi itibariyle bu
askeri diizenin de y1ikilmas: siirecine girdik, fakat
bu askeri diizen yikild1 m1? Bugiine kadar nasil bir
degisim gecirdi, bunu da tartigabiliriz tabii. Tabii
Ozayten’in doneminde, 1990’1arda yiikselen bir
askeri yetkecilik vardi. Biitiin giindemimiz savasa
odaklanmigti. Tabii ki sanatci, orada bu gekilde
goriisiinii ifade ediyor.

Ayrica bakin, erkek sanatcilarin bir askerlik
deneyimi var. Bunlarin sonucunda askeri yapinin
yap1 sokiime ugratilmasi ¢cok zor olmasa gerek.
Entelektiiel bir sanatci, oradaki askeri diizen
altindaki tiim gercekleri desifre edebilir. Iste
Ozayten bunu desifre etti. Tiirkiye ve diinyadaki
benzer 6rnekler iizerinden, Avrupa ve Ortadogu’yu
da gordii.

EA: ‘Ressam’ Cumhurbagkani, 12 Eyliil’in
askeri lideri, Orgeneral Kenan Evren’in
Ozayten ve sanati nezdinde Tiirkiye sanat
tarihine etkisini degerlendirir misin?

SK: Kadri Ozayten’in bir dénem yapitlarindaki
gozleri bagh insanlar, bu tiir baskici siyasi siireclere
dair dénemin elestirisini getiriyordu. Kadri
Ozayten aslinda sosyal demokrat bir insand.

Hem egitimde hem sanat¢i haklar1 hem de sergi
yapilari icerisinde bunun miicadelesini veren

bir insandi. Ayni zamanda Tiirkiye’nin daha ileri
seviyelerde olmasi icin ¢aba sarf ediyordu. Bircok
sanatc1 gibi. Herkes 6yle olmasini istiyor. Burada
bir sey yok. Bence problem orada ikiye ayriliyor:
Tiirkiye’de ‘ileri medeniyetler seviyesi’ lafini iyi
degerlendirmek gerekiyor. Biz kendi kendimize
bunu yapabiliriz. Mutlaka herhangi bir yere baglh
olmak zorunda degiliz. Biitiin cabalarimiza ragmen
hiir ve bagimsiz olabiliriz ama olamiyoruz. Neden?
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militaristic structure, or he might have considered
that Turkey was settling on such an infrastructure.
And that’s not a very wrong idea. In Turkey, for
example, since World War 2, or during his artistic
practice, the country’s most important political
issue focused on the relations between the state and
the military. If democracy was to be established, it
was to be built by soldiers. As of the early 2000s,
we have been in the process of demolishing this
Military, but has the Military been destroyed?
How it has evolved so far, we can discuss that. In
Ozayten’s era, the military rule was on the rise in
the 1990s. They focused our whole agenda on war.
Of course, the artist expressed his opinion there in
that manner.

Let’s not forget that the male artists go through
military experience. As a result, it should not really
be the hardest thing to deconstruct the military
structure. An intellectual artist can decipher all the
facts underlying the military system. That’s what he
did. Through similar examples in Turkey and the
world, he saw Europe and the Middle East.

EA: Via Ozayten’s works, can you interpret
the impact of ‘The Painter’ President
General Kenan Evren, the military leader
of 1980 Turkish coup d’état, in Art History
in Turkey?

SK: The blindfolded human figures in Kadri
Ozayten’s works embarked his criticism on the
oppressive political process of his time. Ozayten
was actually a social-democratic person. He
fought for this in the education system, for artists’
rights and within the exhibition structures. At

the same time, he made a great effort to advance
Turkey further. Like many artists. Everyone wants
so. There’s nothing here. I think the problem is
divided into two: It is needed to contemplate on the
phrase ‘advanced level of civilisations’ in Turkey.
On our own, we can reach this goal. We don’t

have to be bounded anywhere. We can be free and

Bunun icin Kadri Ozayten gibi insanlar émiirlerini
tiiketiyorlar veya tiikettiriliyorlar.

BM: Tiirkiye’de sanat ortaminin en etkin bicimde
birlestigi noktaydi bu bahsettiginiz donem. Burada
bircok benzetme de yapilabilir. Diinya tarihinde
bunun bir cok 6rnegi var. Askeri diizeni tek diizen
olarak goren kisilerin, sanati da bu diizende bir ara¢
olarak kullanma egilimi, yeni bir sey degil. Yani,
Hitler kendi zamaninda ‘gecerli ressamlardan’

biri olmus. Son dénemde de, Chapman kardesler
kendisinin 13 tane suluboya isini satin alarak,
bunlarin iizerine gokkusagl cizdiler, burada
diinyanin, Hitler’in resimlerini o dénemde baris
amacl olarak giindeme tasidigini, bundaki geligkiyi
bir kere daha gostermis oldular. Gokkugag:
bildiginiz gibi giizel, baris dolu diinyaya bir
simgedir, fakat bu resimleri yapan kisi, Avrupa’da
milyonlarin 6liimii ve soykirimin kaynagi. Tabii

ki Kenan Evren, burada iki sekilde sanat1 ve sanat
tarihini kullandi. Birincisi, kendi resimlerini
Aksanat’ta sergiletti, ikincisi, Avrupa Konseyi'nin
biiylik Anadolu Medeniyetleri sergisi yapildi. Bu
sergi, Istanbul Bienali 6ncesi yapilan en biiyiik
etkinliklerden biriydi. Evren’in dsneminde Islam
Eserleri Miizesi yapildy, bitirildi, yine yapimi
siirmekte olan ve bitirilemeyen Ibrahim Paga
Saray1 restorasyonu tamamlanarak miize actirildi
Aya Irini’de, Topkap: Sarayr'nda, Sultanahmet’te
biiylik sergiler yapildi. Ama ne oldu? Tiirkiye’deki
askeri diktatoryanin olumsuz imajini silmek icin
Avrupa Konseyi’nin bu sergisini kabul etti ve bunu
yaptirtti. Ama o Anadolu Medeniyetleri sergisi,
yine askeri diizen golgesinde yapilmig oldu. Burada
da Avrupa’nin ikiylizliiliigii var. Evren doneminde,
Avrupa Konseyi'nin en prestijli sergisi yine
yapiliyor. Bunlarin hepsi, aslinda cok kaliplagmus,
siyasal stratejiler...

Bugiine ulastigimizda ise, son 6rnek, Venedik
Bienali’ne getirilen miilteci gemisidir. Bu tabii cok
elestirildi. Sanat orada da kullamihiyor. Bu gemi,
bienali ziyarete gelenlerin yiyip ictigi kafenin
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independent, but we can’t, despite all our efforts.
Why? For this, people like Kadri Ozayten consume
their lives or they are just exhausted.

BM: This was the period the art environment in
Turkey was united in the most effective way. We can
find many analogies here. There are many examples
of this in the world’s history. The tendency of people
who see the military rule as the only rule to use

art as a means within this rule is nothing new. I
mean, Hitler became one of the ‘valid painters’ of
his time. Recently, the Chapman Brothers bought
13 watercolours by him and painted rainbows

over them, showing once again that the world

had brought Hitler’s paintings to the front in the
name of peace at the time. They also revealed the
paradox. The rainbow is, as you know, a symbol

of the beautiful, peaceful world, but the person
who made these paintings was the reason behind
millions of deaths and genocide in Europe. Of
course, Kenan Evren used art and art history here
in two ways. First, he had his paintings exhibited
at Aksanat, and second, the European Council’s
great Anatolian Civilization exhibition was held.
This exhibition was one of the biggest events
before the Istanbul Biennial. During Evren era,

the Museum of Islamic Art was built and finished,
and the restoration of Ibrahim Pasha Palace,
which was still under construction and could not
be finished, was completed and the museum was
opened. Big exhibitions were held at Hagia Irene,
Topkapi Palace, Sultanahmet. But what happened?
In order to erase the negative image of the military
dictatorship in Turkey, he accepted and realised
this exhibition by the Europe Council. But, in the
end, the exhibition of Anatolian Civilisations was
opened under the shade of the military rule. There,
you also see the hypocrisy of Europe. Yet, during
Evren era, the most prestigious exhibition of the
European Council was realised. These are all, in
fact, very stereotypical, political strategies...



karsisina konuluyor. Belki de oraya gelen biiyiik
turist kitlesi bile bunun farkinda degil. Tabii
sanatcilarin bunun karsisinda olmalari gerekiyor.
Bazen, Ai Weiwei’'nin de go¢cmenleri kullanmasi
elestirildi ama, o daha ciddi ve kitleyi etkileyecek

sekilde kulland1. Bu sanatgilar, umursamayan belirli

bir kitleye yonelik isler yapip, onlari sarsmaya
calisarak kigkirtiyorlar. Yine daha 6nce, Georg
Schneidel, Kabe’ye benzeyen bir siyah kiipii
Venedik San Marco meydanina koymak istedi,
buna da itiraz edildi. Yine Emily Jacir, Venedik
vaporettolarinin durak giizergih tabelalarina
Arapca istasyon ismi yazmak istemisti, bu da kabul
gormemisti.

Sanat ve siyaset arasindaki iligkiler, her zaman icin
hem gergin olmustur hem yararli hem de zararh
olmustur. Bircok sanatci, giincel siyasete alet
olmamaya calisiyor. Bu dirayetli durumu bircok
sanatc¢ida goriiyorum.

EA: Bu s6ziinii ettiginiz olumsuz
manzaranin dénemin sanatina yansimasi
esnasinda ortaya ¢ikan kapali dilin,
sanatgilar: bir tiir cergeve altina aldigini
diisiinebilir miyiz? Hem yaraticilik
anlaminda baskiladigini, ama bundan
faydalandiklarini, hem de haklarinda
kovugturma acilmamasi bakimindan,
ister istemez sanatin lehine bir duruma
sebebiyet verdigini diigiinebilir miyiz?

BM: Kesinlikle. Cagdas sanatin bir islevi de bu.
Desifre ederken, siyasetin dilini kullanmiyor, diiz
bir dil kullanmay1p, insanlari cagrisima sevk edip,
onlarin diislinerek sonuca kendilerinin varmasina
sebep olan bir dil kullaniyor. Cogul anlam iiretiyor.
Bir gercegin, cok farkli yonleri oldugunu anlatmaya
calisan bir dil kullaniyorlar. Zaten, diyelim

Dada’dan bugiine veya giiniim{iizdeki iliskisel estetik

déneminin dili, boyle bir dil. Mevcut asir1 sag
siyasetin kullandig dil degil bu. Hakikat sonrasi,
propagandist bir dil degil. Cagdas sanat buna kars1
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Today, the last example is the refugee ship

brought to the Venice Biennale. This was highly
criticised. Art is also being used there. This ship was
positioned in front of the cafe where the visitors of
the biennial ate and drank. Maybe even the huge
crowd of visiting tourists didn’t realise it. Surely,
the artists need to stand up to it. Sometimes, Ai
Weiwei was also criticised for using immigrants, but
he used it more seriously and in a way that affected
the mass. These artists create work for a certain
audience that doesn’t care, so they try to provoke
them by shaking them up. Again earlier, Georg
Schneidel wanted to put a Black Cube resembling
the Kaaba in Venice’s San Marco Square, it was also
objected. Again, Emily Jacir had wanted to write the
Arabic station names on the stop route signs of the
Venetian vaporetto, it was also rejected.

Relations between art and politics have always been
tense, beneficial and/or harmful. Many artists try
not to be instrumentalised in the names of current
politics. I see this resilience in many artists.

EA: Can we say that the cryptic language,
which sprouted as a result of the projection
of this negative aspect you mentioned on
the art scene brought artists under some
kind of frame? Can we consider that it was
oppressive in the sense of creativity, but
they also took enjoy this, especially in terms
of avoiding prosecution, thus, it eventually
led to a situation in favour of art?

BM: Absolutely. That’s one function of the
Contemporary Art. While deciphering, it does not
use the language of politics; he does not use plain
language; he uses a language that encourages people
to the association and causes them to reach their
own conclusion through thinking. It produces a
plural meaning. They use a language that tries to
explain that truth has many aspects to it. Anyway,
let’s say since Dada or the language of the relational
aesthetics of today is a language as such. This is

bir dil gelistirdi. Sanatci, kitleyi kendi ¢ikarina
dogru yonlendirmektense, kitlenin ¢ikarinin ne
oldugunu anlatan bir dil {iretiyor.

SK: Kadri Ozayten savas taraftari miydi? Diye
sorulacak olursa hayir, kendisi savaga karsiydu.
Yapitlarini da savaga karsi yapitlar olarak tiretmeye
bagladi. Bunlar da savag karsiti olan simgeler.
Aslinda unutulmamasi gereken bir sey varsa o da
sanat baskidan dogar.

EA: Zeki Gakaloz’un bir vurgusu da,
Ozayten’i 1960 Kugagi’'na mensup
kilmasi®. Qakaloz ayrica, sanatg¢inin yerel
ve evrenseli iceren ‘Ikona gelenegi’ne
sadakatini de vurguluyor. Bir yorumunuz
olabilir mi bunlara?

BM: Bunlar, o zamanki elestirmenlerin buldugu
kaliplagan tanimlamalar. Ozayten’i ulusalci olarak
nitelemek cok zor. Yaptig1 i, zaten tiim diinyaya
mal olan savag ve baris meselesi. Ilk baglarda,
egitimi dolayisiyla ki, verilen egitimi biliyorsunuz,
ge¢ modernizm bunun iizerine lilkemizde
yapilandi: Anadolu sanatinin modernizm icine

bir bicimde yerlestirilmesi. Ornegin bir Bedri
Rahmi Eyiiboglu, bir Neg’et Giinal. Ama dikkatinizi
cekerim, Altan Glirman bunlara, kars1 pozisyonda
bir 6neri sundu ve bu 6nerisi, bir Temel Egitim
sisteminin akademiye girmesine neden oldu. Bu,
sadece resim 6gretmek demek degildi ve sanatcilar
bu ytizden farkh disiplinlere gecebildiler. Ben,
1979-1982 arasinda Mimar Sinan Universitesi’nde
Temel Egitim’de ders verip, 20’nci Yiizyil sanatini
anlattim. Oditoryum’da, herkesin aldig1 bu derste,
izlenimcilik’ten Fluxus’a, oradan Pop-Arta
geliyordum.

EA: 1987’de ‘Yeni Egilimler’

kapsaminda resim 6diilii alan sanatginin
plastik dilindeki grafik kaygiy1 neye
baglayabiliriz? Keza Kaya Ozsezgin,
Milliyet Sanat’taki 1984 tarihli yazisinda
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not the language used by current far-right politics.
No post-truth, no propagandistic language.
Contemporary art developed a language against
it. Instead of manipulating the audience’s for his
or her interest, the artist produces a language that
narrates what is in the audience’s interest.

SK: Was Kadri Ozayten a supporter of war? No,
he was against the war. He also began to produce
his works as anti-war works. These are anti-war
symbols. In fact, if there is one thing that should not
be forgotten, it is that art is an element that arises
from oppression.

EA: Another emphasis pointed out by Zeki
Cakaloz is that he considers Ozayten as a
member ‘the generation of 1960’5, He also
underlines Ozayten’s loyalty to “icons” for
being both local and international. Would
you like to comment on it?

BIM: These are the stereotypical definitions the
critics at the time came up with. It is very difficult
to describe Ozayten as a ‘nationalist’. His work

is about the matter of war and peace which is

a universal topic. At first, well, because of his
education, you know the education provided, the
late modernism was built upon this in our country:
The installation of Anatolian art into modernism.
For example, Bedri Rahmi Eyiiboglu, Neg’et Giinal.
But I would like to point out that Altan Glirman
proposed an opposite position, which led to
introducing a Basic Education department into
the academy. This was not only about teaching
painting, and that was why artists could swap
between different disciplines. I taught 20th Century
Art at Basic Education at Mimar Sinan University
between 1979-1982. In the auditorium, in this
class that everyone took, I would trace down from
Impressionism to Fluxus, from there to Pop-Art.

EA: To what can we connect graphic
anxiety of the artist who awarded a prize



onun bu tavra bile sinirl1 kalmayigini
takdirle kargiladigini belirtiyor. Bu
durumun kékeni nedir? Prof. Werner
Otte’den Avusturya’da aldig: tas baski
iretimi egitimi ile etkilendigi fantastik
gercekeilik ekoliiniin ona aktardig: disiplin
ve rasyonelligi mi? Bir yandan soguk,
mesafeli, ama bir yandan da samimi ve
merakl igler iiretiyor Ozayten...

BM: Valla dogru yazmis... D6nemin
elestirmenlerinden alintilar veriyorsun. Bunlarin

hepsi, 0 donemin modernist sdylemi ile yaklasiyorlar.

Dikkat edersen oradaki dili hep kullanirlar. Tabii ki,
Almanya ve Avusturya’dan ne kadar etkilendigini
bilemem, ama genc bir sanat¢1 bunlardan her
durumda etkilenir. Zaten kendisi, karakter olarak,
nereye gitmek istedigini bastan cizmis, bir karar
vermistir muhakkak. Sonugcta ige, insanlar1 memnun
edecek doga manzaralari ile baglamamus.

EA: 1988 Agustos ay1 Milliyet Sanat
dergisinde rastladigimiz bir demecinde
Ozayten, adeta Post-Modern diigiinceye de
sapka cikararak, bundan rasyonel, insana
yarasir ve fayda getirecek bir tavirla
kisisel durus sergileyerek faydalanilmasi
gerektigine atifta bulunmus, ¢ag1 ve insam

yorumlayan ‘aragtirmalar’ yaptiginin altini

cizmis: ..Bu yeni zaman kavraminda
giiniimiiz sanatinin temelini olugturan
tiim o6geler, 6zgiirce bir zaman evresinden
digerine gecmektedir. Kisaca tiim ilkeler
ve insan degigime ugramaktadir. Sanat
bilinglilik igeriginde uzayla zamanin
goreceliginde, aklin egemenliginde ve
tiim etkilenmelere agik olarak, ayri ayri1
iglevleri iistleniyor giiniimiizde.”®

BM: inanilmaz. Bugiin de gecerli olan bir sey
bu. Benden selam sdyle, bunu serginin basina
koysunlar! Girise koysunlar. Bugiin ayni sey.
Manifesto bu yani. Adam meseleyi ¢c6zmiis yani.
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in painting at “New Notions” in 1987, in
his plastic language? Nevertheless, Kaza
Ozsezgin also praises Ozyaten’s reluctance
to restrict himself to even this disposition
in his essay published at Milliyet Sanat

in 1984. Where does this come from? Is

it the discipline and rationality of the
magic realism, from which he was deeply
influenced, and his training in stone
printing which he received from Prof.
Werner Otto in Austria? Ozayten creates
works; on the one hand; cold, distanced; on
the other hand; sincere and curious...

BM: Well, he put that one right... You are quoting

from critics of the era. They would all approach with

the modernist rhetoric of that period. You see that
they always use that language if you pay attention.
Of course, I don’t know how much Germany and
Austria influenced him, but they all would always
influence a young artist. He had already made
adecision, as a character, where he wanted to

go. After all, he did not set off his practice with
landscapes that would please everybody.

EA: In a statement, we came across at
Milliyet Sanat, August 1988, as if he is
giving credit to postmodern thinking,

he addresses the need to profit from it

by showing a personal attribute in a
rational, humanitarian and pragmatist
manner: ... In this new notion of time,
all the fundamental elements of today’s
art could travel freely from one era to
another. In short, all the principles and
humankind are going under a change. As a
matter of consciousness, today, art takes
on distinctive functions in the relativity
of time and space, under the rule of mind,
while being open to all interactions.”®

BM: Incredible! Say my greetings, have them put
this up at the entrance of the exhibition! This is

SK: O donemde sanat medyasi belliydi. Sanata
ne kadar yer verildigi de. Bunlarin izleyici

sayisit da kisithydi. Oralarda bazi sanatcilarin
sesini duyurma sanslar1 yoktu. Onlar da bunun
yollarini sanat yoluyla, medya sanatiyla aramaya
bagladilar. Dénemin sanat ortaminda bdyle farkh
arayislar vardi. Benim bir grup arkadasimla
birlikte olusturdugumuz ve ‘génderi yapit’ olarak
tanimladigimiz ‘Koridor’ da bu tarz bir ¢alismayda.
Sanatcisi tarafindan cogaltilabir diigiince
yapitlarinin orijinallerini déniistiirmeden nasil
bir arada iletebilir ve insanlari sahiplendirebiliriz
diisiincesinden kaynaklaniyordu bu.

Biz bugiinkii uzlagimlarimizla ge¢misi
degerlendiremeyiz. Tiirkiye’nin dénemleri farkli,
hatta 1980 6ncesi daha da farkliydi. Bilgiye ulasmak
icin yayina ulasmak gerekiyor. Oysa Istanbul’da
dahi kitap ve diger yayin sayisi cok azd1. Bizler
o6grenciyken Akademi kiitiiphanesinden ve

Bogazici Universitesi’nin kiitiiphanesindeki sanat
kitaplarindan faydalanabiliyorduk. Oralara hic
gitmeyen insanlar da vardi. iImkéani olanlar kendileri
satin alabiliyordu. Olmayanlar alamiyordu. E,
miizenin durumunu biliyorsun...Galeriler de cok

az sayidaydi. Oysa, o donemde bati iilkelerindeki
cocuklarin ve genclerin bu acidan daha sansh
olduklarini diisiiniiyorum. Kisacasi, sanata ve sanat
bilgisine ulagsmak cok zordu; seyahat etmek de
Oyle... Ve bu durum ¢ok farkh arayiglara neden oldu.
Kendine 6zgii yeni egilimler olarak ortaya ¢iktilar ve
tarihte yerlerini aliyorlar. Sanata ve sanat yapitina,
medyaya ve sanat medyasina ayr1 ayri degil de bir
biitiin olarak bakmakta yarar gériiyorum. Boylelikle
tarihi daha dogru olarak degerlendirebiliriz.

EA: Kendisi DGM’ye kars: direnen DISK’li
iscilerle dayanigma sergisi (1984) veya
insan Haklar: temal1 (1986) siyasal
kaynakli genis grup sergilerine de katilmig
bir sanat¢iydi.

BM: Kendisiyle Tiirkiye ve siyasi atmosfer tizerine
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exactly the case today. This is a manifesto. He got it
all figured out!

SK: Then, the medium of art was defined. And how
many platforms available for art, too... The audience
was even more scarce. At those places, some artists
did not have any chance to get recognition. So,

they started to look for ways to do so, through art,
through media arts. There were different quests in
the art scene of the era. The ‘Corridor’ was such a
work. Together with a group of friends, we created
and described it as ‘postal art’. This was because

of the idea of “how can we deliver ideational works,
which the artists can reproduce, altogether without
remaking the originals and let people own them?”

We cannot evaluate the past with our present
consensus. Turkey’s periods are diverse, even
beforehand 1980 was particular to itself. You

need to access publications to get information.
However, even in Istanbul, the number of books
and other publications was very short. While we
were students, we could reach the Library of the
Academy and we could enjoy the art books in the
Library of Bogazici University. But there were
people who never set a foot in those places. The
ones with the means bought the books themselves.
Those without the means could not. Well, you know
the situation of the museum... There were very

few galleries. I think the children and the youth in
the western countries were more fortunate in that
period. In short, it was very difficult to reach art
and information on art, so was travelling... And this
led to very different searches. They appeared as
new notions and took their place in history. I find it
useful to look at art and artwork, media and media
art as awhole, not separately. Thus, we can assess
history more accurately.

EA: He also participated in the exhibition
of solidarity (1984) with the labourers of
DiSK in resistance against DGM or Human
Rights themed group exhibitions of larger



cok fazla bas baga konusmusg degilim, ama Nilgiin
Ozayten’i daha yakindan tanirdim diyebilirim. Bu
da mesleki bir iligkiydi zaten. 1988’den yaptiginiz bu
alintisiyla aktardiniz: Esasen bu sekilde diisiinmek,
cok ilerici biri oldugunu gosteriyor. 1988°de Tiirkiye
daha neo-kapitalizme yeni geciyor, nereye gidecegi
belli degil. Kendisi de nereye gitmemiz gerektigini
cok acikca gosteriyor.

EA: Emekte itinasina bakinca Batili, ama
estetik sempatiye baktigimizda ise Dogulu
biri mi s6z ettigimiz?

BM: Evrim, benim tam da s6ylemek istedigim
sey bu. Hani, Daryush Shageyan’in ‘Yaral Bilin¢’
meselesi var ya; bu “Yarali Bilin¢’ travmasindan
nasil disar1 ¢cikacaginin ¢ézlimiinii bulan sanatci,
zaten liretimiyle 6nem kazaniyor. Ciinkii her

an bu ‘sizofreni’yi yasamak durumundayiz.
Sanatc1 olmayan, yaratici olmayan birinin

bunu yagamasi ayri, ama yaratici olanin ki ise
bambasgka bir sey. Tuhaf bicimde, 20’nci Yiizy1l'da
coziilmemis ikilemler var: Dogulu musun, Batili
misin? Iste bu ¢oziilmemis. O zaman ne oluyor?
Hasarli bir modernizmi yasamak zorundayiz...
Tamamlanmamig bir modernizm bu. Bunlar
giinlimiizde de devam ediyor. Habermas’ta bundan
s0z etmisti.

EA: Ozayten, periyodik basina da (Yeni
Boyut, Haziran 1984)" yansiyan yiiksek
lisans tezi “kitsch’’- 6zetinde ‘yozlagsma’ya
adeta savag acan ifadelere bagvuruyor.:
“Sinema, miizik, spor alanlarinda
Yaratilan mitos goriintiilii kurgulamalar
da ¢cogunluktadir” diyen, Ozayten

soyle devam ediyor: “Bunlara, gecmis
dénemlerin istif ve motif benzerligini
yansitan, bilingsiz cabalar da eklenince,
yasamin her kesiminde ‘yoz olgusu’ motifli
ve resimli olarak her gegit kullanim
egsyasinda uygulanir olmugtur. Bunlarin
onemli bir nedeni de, ‘formasyonsuz,’
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scales related to the politics (1986).

BM: I really did not talk to him privately about
politics but I can say that I knew Nilgiin Ozayten
more closely. And that was also a professional
relationship. You already relayed this with the
quote from 1988: The way he thought shows how
progressive he already was. In 1988 Turkey was just
shifting to neo-capitalism, and nobody knew where
it led to. He shows exactly where we should lead to.

EA: Can we say that he was Western in his
meticulous attention to the work; at the same
time; was Eastern in his aesthetic sympathy?

BM: That’s exactly what I want to say. You know,
Daryush Shageyan’s “Wounded Consciousness’
issue: The artist who has found the solution of how
to get out of this “‘Wounded Consciousness’ trauma
already gains importance with his production.
Because we have to experience this ‘schizophrenia’
all the time. It is a different issue for non-artists,
non-creators to experience this, but for a creative
person, it is something else. Strange enough, there
are unresolved dilemmas in the 20th century: are
you Eastern or Western? That’s unresolved. Then
what’s happening? We have to experience damaged
modernism... This is incomplete modernism. These
are existing today, too. Habermas mentioned this.

EA: In the brief of his proficiency thesis
“Kish”, also published in a periodical
publication (Yeni Boyut, June 1984)7 he
almost declares war on “corruption”: “The
editing with mythos images are dominant
in the movie, music, sports” and he adds
“as senseless efforts which project the
accumulation and motif resemblances are
also added, the “corrupt phenomenon”
become applicable to every usable item
with a motif or painting. One of the reasons
behind this is that those were designed
and applied by people with no ‘formative

kigilerce bunlarin tasarimlanmis ve
uygulanir olmasidir.” Bu diigiincelere ne
dersiniz? Giiniimiize, sanatina bakinca
fikriniz nedir? Yine kendisi, “Her tiirlii
yaraticiligin éykiinmecilik ve aktarmacilik
disinda tutulmasi gerekir” demigti. Peki bu
durumda tarihten hi¢ referans almamig da
olmayacak miy1z?

BM: ‘Kitsch’, gercekten bugiin sanatin damarlarina
dek iglemis durumda. Son Venedik Bienali’nde
inanilmaz bir ‘kitsch’ iiretim gérdiim. Sagkinlikla
baktim. Kullanilan endiistriyel bircok malzemenin,
sanat yapitina doniistiiriilme gayretiyle liretilmis,
son derece ‘kitsch’ islerdi. O tarihte, Ozayten’in
boyle yazip konugsmasi son derece 6nemli, ¢iinkii
bunun ayirdina varmak gerekiyordu. Ciinki, Post-
modernizm, ‘kitsch”in 6niinii acti. Modernizmin
homojen, arindirilmig bicimlerinden uzaklagip,
geleneksel sanatlarin kullanimi, sanat tarihsel
niteliklerin kullanilmasini 6ngéren bir kap1

act1. Sahiden orada kitle kiiltiirii ve tiiketim
malzemesinin gelisiglizel kullanimi gibi bir tehlike
bas gosteriyordu ve bu egitim acisindan bir 6greti
olarak kendisi bu tezle bunu ortaya koymus.

EA: Peki ‘kitsch’ olgusunu ‘dogru’ veya
‘yanlig’ kullanan sanat¢ilar da olmamig mi1?

BM: Tabii. Mesela Jeff Koons’un bu unsuru
yiicelterek, toplumun algisini kigkirttigim
goriiyoruz. Plastik cicekler, cicek tarhlarindan
kopek heykelleri... Onu bircok elestirmen bu
yaniyla elestiriyor. ‘Kitsch’ sanatta halen yipratici
bir arac olarak var maalesef. Buradan, dijital
diinyaya gelelim, bu diinya tamamen ‘kitsch’
izerine yapilaniyor bugiin. S6ylem yok, sadece
alg1 ve hoslanma, zevklenme var. Zaten ‘kitsch’,
Gillo Dorfles’in bir kitabinda da konu edilmisgtir:
Yozlasmis zevk, bugiin eglence diinyasinin
kullandig1 bir ara¢. Tiirkiye’de ‘kitsch’ ne zaman
olustu? Osmanli sanati, yani, sarayin disindaki
halk sanati ve saray sanati, asla ‘kitsch’ degildi.
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education’.” What is your take on his
thoughts? What do you think about art
today? He also said that “every mode of
creation should stay away from imitation
and transference.” If it is the case, does
it not prevent us to take references from
history?

BM: “Kitsch” runs, indeed, in the veins of art today.
I saw an amazing ‘kitsch’ production at the last
Venice Biennale. It shocked me. They are extremely
‘kitsch’ works produced in the name of converting a
variety of industrial materials into artworks. It was
very important for Ozayten to write and mention
this because it had to be recognised. Because post-
modernism paved the way for ‘kitsch’. Moving
away from the homogenous, purified forms of
modernism, it paved a way to use traditional arts
and historical art qualities. Indeed, there appeared
adanger of reckless usage of mass culture and
commodity, and in terms of education, he stated
this doctrine in his thesis.

EA: Wasn’t there any artists who
approached “kitsch” in the right way?

BM: Sure, there was. For example, we can see Jeff
Koons provokes public’s perception by glorifying
this element. Plastic flowers, dog statues in flower
beddings... Many critics tear him down for this.
Unfortunately, ‘kitsch’ still keeps a ground as a
corrosive tool. Let us move on to the digital world
now, that world is totally being built upon “kitsch”.
There is no discourse but only perception and fancy,
enjoyment. In fact, Gillo Dorfles discusses ‘kitsch’
in one of his books: Corrupted enjoyment is the
instrument of today’s entertainment world. When
did kitsch occur in Turkey? Ottoman Art, neither
the folk art outside the palace nor palace art was
‘kitsch’. There was no such case in Anatolia until

modernism.



Anadolu’da, modernizme kadar boyle bir durum
yoktu. Cok otantik bir sanat tiirii vardi. Ne zaman
giriyor bu? Batililagsma basladiginda, Oryantalist
bakisla, barok ve rokoko vb. girmeye basladiginda
oluyor. Klasik Osmanl mimarisi veya sanatiile,
batinin kendine 6zgii akimlari, hi¢cbir sylemi ve
nedeni olmaksizin, dekoratif amagcla birbirine
karisiyor. Kolonyalizm ve oryantalizmin etkisiyle,
bir kiiltiiriin bagkasina hakim olma etkisiyle ‘kitsch’
olusuyor. Ama asil ‘kitsch’, ilk olarak Cumhuriyet
doneminde siyasal sdylemle yonlendirilmis sanatla
baslhyor. Anadolu resimleri yapin diye buyuruluyor.
Orada, Anadolu ile hic ilgisi olmayan sanatci,
Anadolu resimleri yapmaya baghyor. Hollywood
girdigi zaman Kapitalizm “kitsch”i devreye giriyor,
yerel kiiltiir, kendi kiiltiiriinii gostermek icin
Modern sanat degerlerine miidahale ediyor. Veya
Bollywood olusuyor. Kendi genis kitle kiiltiirii
bicimini {iretiyor.

EA: Onemli olanin olayin kendisi ve olaya
yaklasan sonsuz bakis agilar: oldugunu
ifade eden, Almanya’daki sanate1 ve
akademisyenler ile bu meyanda ‘XAMPLE’
adi altinda art arda (1994-1995-1996/
Frankfurt-istanbul-Darmstadt) ortak
projeler gozetip tasarlayan, burada kum
torbalari, uyku tulumu ve kamuflaj
giysilerini video ve ses goriintiileriyle
sunmaya girigen ve yine Istanbul ve
Diisseldorf’ta ‘Diyaloglar’ i¢cin ¢calisan
Ozayten’in ‘Disiplinler aras1 sanat’ ve
‘Buitiinsel sanat yapiti’na olumlu bakisi igin
fikriniz nedir?

BM: i§te 0 dénem, kendisinin en aktif oldugu
donem idi. Diyaloglar da zaten benim projem

idi. Bu proje, 1995’te Habitat siirecindeydi. Bunu
niye yapiyorduk? Benim agim Almanya ile cok
yogundu, yine oradan bir grup cagirdik. AB’ye

giris siirecinde cagdas sanatin da kendine bir islev
iistlenmesi meselesiydi bu. Sanat¢ilarin birbirini
tanimalariyla beraber, siyasetcilerin de bu alana ilgi
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There was a very authentic kind of art. When does
it enter the scene then? When Westernization
begins and baroque, rococo etc. penetrate under
an Orientalist point of view. With no discourse

or reason, the classical Ottoman architecture or
art mingle with the unique trends of the West for
decorative purposes. With the impact of colonialism
and Orientalism, ‘kitsch’ is formed by the influence
of domination of one culture on another. However,
the real ‘kitsch’ begins with the art manipulated by
the political discourse during the Republic period.
It is commanded to make Anatolia paintings. And
then, an artist with no relation to Anatolia makes
Anatolia paintings. When Hollywood takes the
stage, capitalistic ‘kitsch’ steps in; local culture
intervenes modern art values in order to show its
culture. Or, you get Bollywood. It produces its own
mass culture.

EA: What is your view on Ozayten’s positive
outlook on “interdisciplinary art” and
“wholistic artwork”? He was a figsure who
expressed that the matter was the core
element and there were an infinite number
of views to the matter; who designed and
ran jointed sequent projects with artists
and academics living in Germany under
the title “Xample” (1994-1995-1996/
Frankfurt-istanbul-Darmstadt); who
presented sandbags, sleeping bags and
camouflage smocks along with video and
sound images there; who, again, worked for
“Diyaloglar” in Istanbul and Diisseldorf...

BM: That was his most active period. “Diayaloglar”
was actually my project. This project took place
during Habitat period in 1995. Why did we do it? I
had a good network with Germany, so we invited

a group from there. It was also that contemporary
art took on a function in the process of acceptance
to the EU. Besides getting the artists to know

each other, we also managed the politicians to

pay attention to this field. For example, Erdal

gostermelerini saglamis olduk. Mesela, o donem bu
serginin aciligina Erdal inénii gelmistir. O donemde
benim séylemime cevap verecek sanatcilarla calisip,
isbirligi yapmistim. Ama o sanatcilar da, benim
kiiratorliigiimde kendi séylemlerinin bir uzantisini
goriiyorlardi.

EA: Sezer Tansug, Vizon dergisine yazdig:
Subat 1996 tarihli yazisinda donemin
Oncii galericisi Yahgi Baraz’in sanatgiya
ilgisinin altini ¢iziyor. Baraz’1 bu denli
meraklandiran ne oldu sizce? Tansug’un
belirttigi gibi, sanatginin arayige gizgisi
miydi bunu tetikleyen?®

BM: 1980’li yillarda Galeri Baraz ve Macka
Sanat Galerisi’nin etkinligi, bu tilkenin post-
modernizmden daha farkh iiretimlere ge¢igini
saglayan bir etkinliktir. Artik bunun altini kalin
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Istanbul, 1995

Inonii came to the opening event. I worked and
collaborated with artists who would respond to my
discourse. But those artists, too, saw an extension of
their own rhetoric in my curation.

EA: In his article in Vizon magazine,
February 1996, Sezer Tansug underlines
the interest of Yahgi Baraz, a leading
gallerist of the time, to the artist. What do
you think made Baraz’s curious? Was it the
artist’s constant quest that triggered his
interest as Tansug suggested?8

BM: The event by Gallery Baraz and Macka Art
Gallery in the 1980s was the show that enabled
this country to pass onto different productions
other than post-modernism. This now needs to
be underlined in bold. These galleries were the
pioneers. Of course, there was also the existing



bicimde ¢izmek gerekir. Bu galeriler 6nciilitk
yaptilar. Tabii, bir de mevcut bir tiniversite dokusu
var; bunlarin baginda Mimar Sinan ve Marmara
Universitesi geliyor. 2000°1i yillarla beraber igin
icine bagka iiniversiteler de giriyor. Ama 1980’li

ve 1990’11 yillarda bu iki iiniversite vardi. O zaman
bu galeriler ne yapiyordu? Bu iiniversitelerle iligki
kuruyor ve buradaki sanatcilara bakiyorlardi,
onlarin iiniversitelerdeki atolyelerine giderek
iiretimi izliyorlardi.

EA: 2010 Avrupa Kiiltiir Bagkenti
Taginabilir Sanat projesiyle bitirelim,
kendisi bu kapsamda “Qocuklar igin cagdag
sanat” iizerine bir serginin de konugu
olmus.

BM: Bizim bir biitcemiz vardi ve elimizdeki
biitceyi sunulan projelere dagittik. 30 proje vardi ve
bunlardan biri de Ozayten’in ‘Cocuklar i¢in sanat’
tlizerine katkisiydi. Biz, herkese duyuru yaptik

ve gorsel sanatlarin taginabilir sanat projesinin
kriterlerini ilettik. Bize proje getirdiler. Zaten,
cocuklar icin sanat yapilmasi birinci madde idi,

o dénemin cocuklarinin cagdag sanatla en kisa
zamanda tanigmasi gerekiyordu. Bunun icin de

bir biitce olduguna goére, bu firsat1 kullanmak
gerekiyordu ve bunun kararini kendi bagima
vermedim. Bir ¢aligtay yaptim ve oradan ¢ikan
projeleri sanatcilarla birlikte gerceklestirdik. O
sirada Kadri de sanirim her seyi 6nceden gorebilen
bir sanat¢1 oldugundan, durumu agik bicimde
biliyordu. Bilemiyorum, belki de insan belli bir
yastan sonra cocuklara daha fazla ilgi duyabiliyor...
Zaten bir egitimci olarak, bu igin cocukluktan
baslamasi gerektigini de biliyordu.
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university scene, the leading ones being Mimar
Sinan and Marmara Universities. From the 2000s
on, the universities started to get engaged in the
scene. Though, both universities were already
there in the 1980s and 1990s. Then what did these
galleries do? They established relationships with
the universities, met with the artists there, followed
their productions by visiting their ateliers.

EA: Let us wrap up with the Mobile Art
Project under the frame of 2010 European
Cultural Capital. He took part in an
exhibition on “Contemporary Art for
Children”.

BM: We had a budget and distributed to the projects
presented. There were 30 projects and one of them
was Ozayten’s contribution to “Art for Children”.
We announced it to everyone and communicated
the criteria of the project for the mobile art project
of visual arts. People brought us projects. Well, the
primary criteria were making art for children, the
children of that time needed to get to know about
contemporary art as soon as possible. And since
there was a budget for this, we needed to take the
chance and surely, I did not decide it on my own. I
organised a workshop, and we realised the projects
created there together with the artists. I think Kadri
was clearly aware of the situation because he was

an artist who could see everything in advance. I
don’t know, maybe people are more interested in
children after a certain age... Already as an educator,
he also knew that the interest needed to start from
childhood.

EA: Ekleyeceginiz bir ciimle daha var m1?

BM: Artik, daha fazla gecikmeden, bugiin

vefat etmis sanatcilar ve yaglilik donemindeki
sanatcilarin retrospektiflerinin yapilmasi ve bu
sanatcilarin yapitlarinin en kisa zamanda muhafaza
altina alinmasi gerektigini diisliniiyorum. Cok
kaybedildi. Sanat ortaminin artik bu bilince
varmasl gerektigini diistiniiyorum. Bunlarin

kitleye sunulmasi icin her tiirlii firsatin yaratilmasi
gerektigini diistintiyorum.
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EA: Is there anything you would like to
add?

BM: Now, without further delay, I think we need
to hold retrospectives of deceased artists and
artists of old age and we need to take their works
under protection as soon as possible. We lost a
lot. I think the art environment needs to come to
this consciousness now. I think every opportunity
should be created for them to be presented to the
audience.



Horon
Gravir / Etching
23x31.5 cm, 1972
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Yagam Solugu
Gravir/ Etching
50x33 cm, 1972
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Pazarda
Gravir/ Etching
39.5x64.5 cm, 1975

Yagam Yagam Tirkist
Gravur / Etching Gravir / Etching,
36x580 cm, 197 43.5x5"7 cm, 1975
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isimsiz / Untitled Ayic1
Kagit tizerine karigik teknik / Mixed media on paper Gravir / Etching
64.5x50 cm, 1975 64.5x49.5 cm, 1975
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Agaglar

Gravir / Etching,

30x36 cm, 1977
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Umut

isimsiz / Untitled
Gravur / Etching

33.5x50 cm.

Gravir / Etching
40x32 cm, 1977
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Dinmez Karanliklarin S1zis1
Litografi / Litography
57x46.5 cm, 1977
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Gurbet Siirer El Kapilarinda
Litografi / Litography
49.5%x40 cm, 1977
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Doga ve Ozglirliik Ozgiirliik Ustiine
Gravur / Etching Gravir / Etching
31x26.5 cm, 1980 37.5x32 cm, 1979
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Doga Tutkusu Ustiine
Gravur / Etching,
21x44 cm, 1979

Anadolu Trkisi Cocuklar Gurbet Stirer El Kapilarinda IT
Gravur / Etching Gravur / Etching
51x38 cm, 1980

Litografi / Litography
50x35 cm, 1980 50x35 cm, 1980
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Isimsiz / Untitled
Duralit Gizerine yagliboya / Oil on hardboard
40x40 cm
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isimsiz / Untitled
Duralit Gizerine yagliboya / Oil on hardboard
50x45 cm, 1980

isimsiz / Untitled
Duralit izerine yagliboya / Oil on hardboard
40x40 cm

Kog¢
Kagit lizerine karigik teknik / Mixed media on paper
22x33.5 cm, 1978

75

Kog
Gravir / Etching
32x36 cm, 1980



Isimsiz / Untitled isimsiz / Untitled
Kagit izerine karigik teknik / Mixed media on paper Kagit karigik teknik / Mixed media on paper
44x35 cm, 1980 49.5x35 cm 1980
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Isimsiz / Untitled

Duralit tizerine yagliboya / Oil on hardboard
70x70 cm, 1980
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isimsiz / Untitled

Duralit Gizerine yagliboya / Oil on hardboard
50x45 cm, 1980
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Isimsiz / Untitled isimsiz / Untitled
Gravir / Etching Duralit Gizerine yagliboya / Oil on hardboard
60x45 cm, 1983 70x50cm, 1980
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