maharetli seyler eloquent things
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maharetli seyler
— eloquent things
sevim sancaktar
mehtap baydu
umut altintas & metehan 6zcan
zeynep kayan

nesnelerin politik yasamai
political life of objects
ezgi bakcay

damla sari

meliha s6zeri

slenmis ve yer degistirmis seyler
essed and relocated things

emre gonliigiir
giilsiin karamustafs

baradan kiigiiksaate
noney box gone a clock tower



Seyleri; kalic1 ve kat1 olmayan ama tasiyici olan fikirleri konusalim mi?

Nesneler, imgeleri iizerinden anlamlarini gogaltabildigi gibi islevi iizerinden goriinen
anlamlarn icinde simirli da kalabilirler. Peki goziin gordiigil seyle, hakikatin birbirinin
karsihidn oldugunu bize ne séyler? Oylesine hizla bakariz ki bakan géziimiize dogru
¢ekilen sey, baska ne olabilir?

Sandalye, kiirek, dis macunu, metruk bir binada kalmig bir dolap, c vitamini tabletle-
ri, silika jel, bakir, yumurta kabuklari, kumbara, kapici dairesi ¢agri panosu, tel gibi
malzeme ve nesneler nasil anlam tasiyicilarina déniisebilirler? Kimin zamaminda var
olabilir, bizlere nasil ulasirlar? Diger taraftan nesnenin var olmadidi yerde gorsel ve
duyusal olan ile beden tecriibesi nesneyi kendi geriliminde nasil var eder?

Maharetli Seyler sergisi diinyayla aramizdaki gorsel iligkileri, nesneleri kullanarak ¢6-
ziimlemeyi deneyen nesne(seyler) odakl bir caligma. Sergi, metinleri ile davet edilen
Ezgi Bak¢ay, Emre Goénliigiir, Gékhan Mura, Giilsah Mursaloglu ve Metehan Ozcan ve
okumalar baglaminda davet edilen sanatgilarin ¢aligmalar ile argivsel malzemelerin
bir araya gelmesinden olusuyor.

Nesnelerin kigisel ve toplumsal hayatimizdaki karsiliklar {izerinden hangi anlamlarin
eslikeisi olduklar getrefilli bir yol haline gelen hafiza ¢galismalarinin da bir pargasi. Bu
arayis Mehtap Baydu, Zeynep Kayan, Meliha S6zeri, Damla Sari, Giilsiin Karamustafa,
Umut Altintas, Metehan Ozcan, Gokhan Mura, Giilsah Mursaloglu'nun farkh disiplinler
iizerinden iirettikleri eserlerin de katilimiyla ¢ogaliyor. Nesnelerden anlama dogdru
giden siireci arastirirken kaynadin ve sonucun bazen yerini degistirmesi ya da sergi-
de yer alan ¢alismalarin formuyla, mekana 6zgil i¢ ice gegmis halleriyle kendi kendini
terciime edebilmeleri 6nemliydi. Ayni zamanda belirli bir tarih yaziminin pargasi ola-
rak ele alinmamis, etrafimizda belki sik¢a gordiigiimiiz ya da giindelik olarak kullan-
digimiz ama iizerine pek diisiinmedigimiz, siradan seyleri diisiinmeye davet etmesi.
Gokhan Mura’min kitapta yer alan yazisindan 6diing alinarak kullanilan ve serginin
basliginda da yer alan maharet kelimesi ise dilsel agidan kurulan koprii iizerinde nes-
nelerin, farkli zaman ve mekanlardaki hallerine igaret etmemizi saghyor. Tam da bu
gerilimin ortasinda seylerin anlam tasiyicisi olma iddiasindan ve maharetlerden bil-

hassa sual ediliyor.

evim sancaktar

Shall we talk about things; ideas that are im-
permanent and unsolid but carriers?

Objects can multiply their meanings through
their images; just may as well remain limited
to their visible meanings through their func-
tions. So then, what indicates that what the eye
sees equals the truth? We take a look so fast
that what else could it be the one that is being
pulled to our eyes?

How could materials and objects such as
chairs, shovels, toothpaste, a closet left in a
derelict building, vitamin c tablets, silica gel,
copper, egg shells, money box, caretaker’s
call board, and wire turn into carriers of mean-
ing? Whose time could they exist, and how do
they reach us? On the other hand, where the
object is non-existent, how does the visual and
sensory as well as the experience of the body
bring the object into existence in its tension?

The Eloquent Things exhibition is an object
(things) oriented study that attempts to ana-
lyze visual relations between us and the world
through objects. The exhibition consists of
texts -written by Ezgi Bak¢ay, Emre Gonliigiir,
Gokhan Mura, Giilsah Mursaloglu, and Mete-
han Ozcan- artworks and archive materials by
the invited artists within the conceptual frame.

How objects accompany meanings that cor-
respond to our personal and collective lives
also belongs to the study of memory which
has become a complicated path. This quest
augments via the works created by Mehtap
Baydu, Zeynep Kayan, Meliha S6zeri, Dam-
la Sari, Giilsiin Karamustafa, Umut Altintas,
Metehan Ozcan, Gékhan Mura, Giilsah Murs-
aloglu through different mediums. While in-
vestigating the process from objects to mean-
ing, it was important that the source and the
result sometimes interchange, or that the
works in the exhibition could translate them-
selves through their forms and space-specific
intertwining. The word “eloquent”, borrowed
from Gokhan Mura’s text in the book and also
used in the title of the exhibition, enables us
to designate the modes of objects at different
times and spaces through a linguistic bridge.
It is precisely in the midst of this tension that
the things’ claim to be the carrier of meaning
and their talents is questioned.



Osman, sanat¢inin 2009 yilinda yasatmaya basladigi, Alman-
ya’'daki géo¢gmen isci grubu (Gastarbeiter) arsiv fotograflar ara-
ciigiyla karsimiza ¢ikan kurmaca bir karakter. Orta Avrupaya
atmish yillarda is¢i olarak gelen ve orada misafir is¢i olarak ad-
landinlan ilk jenerasyonu temsil ediyor. Osman sonraki yillarda
cesitli performanslar araciligiyla ve 2013 yilinda Hachenburg’ta
resmi olarak varolmayan bir kisi olarak ikametgah ¢ikarmaya
calisirken gikiyor karsimiza. Kendine geki diizen verip niifus da-
iresinde numara alan, sirasin1 bekleyen Osman, devlet dairele-
rinde siireci uzun siire takip ederek kurmaca varhdmn kayitlara
gecmesini sagladig: gibi kendini bir siire daha resmi olarak da
yasatmis oluyor. Fotografindaki saldalyeye oturusunun kendini
var etme g¢abasindaki ilk jenerasyon gé¢men isgilerin dénemin
fotograflarindaki gurur ve adanmighigini hatirlatiyor. Erkek ege-
men kliseleri igerisinde tanimaya ¢alisiyoruz Osman’is.

Burgerburo
Platz 1 und 2

Mehtap Baydu
Osman, 2009-, Performans, fotograf, belge
Osman, 2009-, Performance, photograph, document

Osman is a fictional character brought to life by the artist in 2009
through the archive photographs of migrant workers (Gastarbeiter)
in Germany. He represents the first generation who arrived in Cen-
tral Europe as workers in the 1960s and are called guest workers.
We run into Osman in various performances, and he once attempts
to receive a residency permit in Hachenburg as a non-official per-
son. Osman organizes himself and gets a number at the registry
office, waits for his turn, goes through the process in government
offices for a long time, and finally ensures that his fictional exis-
tence is recorded and he lives officially for a while. His posture in
his photograph reminds us of the pride and dedication we see in
the photos of the first generation of migrant workers who were out
there to realize themselves. We try to get to know Osman through
male-dominated stereotypes.



Sesliresim: Bir Metehan Ozcan ve Umut Altintas is birligi.
“Sesinimgeyi hareketlendirme olasiliklarini arastirtyoruz.”

Audiopicture: A tiny collaboration between Metehan Ozcan
and Umut Altintas. “We are investigating the possibilities of
the sound to activate the image.”

Metehan Ozcan & Umut Altintag
Sesliresim, 2021, Video 7°18”
Audiopicture, 2021, Video 7°18”

https://vimeo.com/756516093
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Zeynep Kayan
00’38”, Video, 2022, Galeri Zilberman izniyle
00°’38”, Video, 2022, Courtesy of Zilberman Gallery

Zeynep Kayan
00’43”, Video, 2022, Galeri Zilberman izniyle
00’43”, Video, 2022, Courtesy of Zilberman Gallery

“Sandalye: tasimak, cekmek, cekememek, iistiindekiler, (sandalye-
nin iistiindekiler), agirlik, devrilenler, devrilmeden kalanlar, ses,
yerin sesi, sandalyenin gicirtisi, i¢ ses, ¢cekerken zorlanmanin sesi,
cekerken zorlanan sandalyenin sesi, hi¢ ses ¢ikarmamasi, sandalye-
nin bir saga bir sola donmesi, bitmesi, varmasi, ulagmasi. oturdugun,
oturulan bir geyi, oturmak icin kullanmak, ama oturmayi, oturacak
olmay: hayal etmek? belki huzursuz bu yiizden, oturacagd: oturad: ta-
siyor, bir yerden bir yere, bavul gibi, evini tasir gibi? kendine ait bir
seyi tasimanin zorluklarn (hayali)”

“Chair: to carry, to pull, to fail to pull, what is above, (the things on the
chair), weight, what is rolled over, what remains without rolled over,
sound, the sound of the ground, squeak of the chair, inner voice, the
sound of struggle to pull, making no sound, rolling a chair to right and
left, to finish, to arrive, to reach. To use what is sat on, what is sat on to sit,
but to dream of sitting, to be going to be sitting? thus the restlessness,
desiring a seat to sit, one place to another, like a suitcase, like carrying
home? the obstacles of carrying what belongs to self (imagiary)”
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Sevim Sancaktar
Otur Ki Hatirlasin, 2019, Yerlestirme
Miidahale edilmis sandalyeler

Let It Sit So That You Can Remember, 2019, Installation
Chairs modified
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nesne yonelimli felsefe

!Graham Harman

Nesne Yonelimli Ontoloji
cev. Oguz Karayemis
Tellekt Yayinlari, 2020, s.31
ZA.g.e, s.32

%A.g.e, 5.31

Gilinimiizde cagdas sanat imgeci ve metinsel olmaktan uzaklasip gergege yak-
lasmanin 6zne merkezci olmayan bicimlerini arastiriyor. Bu tavir nesneyi 6ne ¢ikaran
yeni felsefi yaklasimlarin gelistigi bir donemde gergeklesiyor. Kant sonrasi felsefenin
o6zne ve nesne; diisiince ve varlik arasindaki iligkiyi 6zne merkezli temelden kuran
tavrina karsi tezler gelisiyor. Nesneler artik sadece kullanim degerleri ve sembolik
anlamlan ile degil bizzat kendi varliklariyla, insan zihninden bagimsiz bir gergekligi
diisiinebilmek igin ontolojik birer ihtimal olarak felsefeye, beseri bilimlere, mimarlik
ve sanata yol gosteriyorlar. Nesneler Ozerkliklerini kazanirken kendi gergeklikleri
icinde birbirleriyle iligki kuruyor, kendi hikayelerini anlatiyorlar. Nesne yonelimli bu
ontoloji 6zneyi tahtindan indirmeye kararli goriiniiyor. Sanatta da nesneler bakiyor,
dokunuyor, iz siiriiyor, 6fkeleniyor, aci gekiyor, naz yapiyor, sakalasiyorlar. Sahipleri-
nin yerine ve onlara ragmen kendi émiirlerini siiriiyorlar. Onlarin da kendi zamanlari
var.

Bu yazi Timothy Morton, Graham Harman, Jane Bennett gibi ¢agdas diisiiniirlerin nes-
ne yonelimli felsefesini konu etmiyor. Bana kalirsa orasi zaten uzmanlik gerektiren,
halen kendini iiretmekte olan, son derece yogun ve tartigmal bir alan. Yapmayi 6ner-
digim daha genis agidan bakip, nesneyi ve nesne merkezli diisiinceyi bu derece cazip
bulan kiiltiirel iklim iizerine diisiinmek. Felsefeciler i¢in bile ¢etin ceviz olan séziinii
ettigimiz diisiiniirlerin diinyasina hizla ve serbest stil dalan kiiltiir-sanat diinyasinin
haleti ruhiyesi lizerine diisiinmeye baslamak istiyorum. 2000’li yillarin basindan beri
“nesneye meyletmis” sanati, ¢adin kiiltiirel iiretim iligkileri baglaminda diisiinmek
degerli goriinityor. Neden nesneler simdi ayaklandi? Neden insan kendini nesneler-
de kaybederken bulmaya g¢alisiyor? Oznenin ahvali denir ki nesnelerden biri olmay1
denemektedir? Nesnelerin vaadi ne?

Konuya nesneyi tahta gikaran Graham Harman'in tezini kisaca agiklayarak girelim.
Nesne Yonelimli Ontoloji dig diinyay! insan zihninden ve farkindaligindan bagimsiz
kabul eden gercekgi bir felsefedir. Bu dis diinya, aralarinda hiyerarsi olmayan ve insan
zihninin hi¢bir zaman tam olarak temas edemeyecedi nesnelerden olusur, insan da bu
nesnelerden biridir. Bu nesneler birbirlerine de asla tam olarak dokunmazlar, siirekli
olarak geri ¢ekilirler. “Nesne Yénelimli Ontoloji, gergek, kurgusal, dogdal, yapay, insan
veya insan olmayan tiim nesnelerin karsilikli 6zerklik igerisinde oldudu ve birbirle-
riyle, varsayumlarla anlasilamayacak, agiklanmasi gereken 6zel durumlarda iligkiye
girdigi fikrini savunur.”! Oncelikle gériildiigii gibi fiziksel seylerin étesinde bir futbol
takimi, Sherlok Holmes, atom alt1 pargaciklar ya da uzaylilar s6z konusu nesne tani-
mu igerisine girer. Bu diisiincenin agtigi cephe ¢ok nettir: “Her seyin yalnizca iligkiler
iizerinden tanimlandidi ve diinyanin bu iligkilerin toplamini olusturan bir sistemden
ibaret oldudu goériisiine dayali, giiniimiiz modasina uygun biitiinciil felsefelere”? karg:
kendini konumlandirir. Giiniimiiz bilgi sistemleri nesneler arasinda gergeklesen 6zel
karsilagmalar anlamlandirmaya yetmemektedir.

Bu felsefe “nesne yonelimli” séziinii teknolojiden, bilgisayar programlama dilinden
odiing alir. Graham Harman C++ veya Java gibi nesne yonelimli programlarin farkini
ise goyle anlatir: “Eski bilgisayar dilinde yazilmig programlar, tiim pargalar: biitiine
entegre, sistematik ve biitiinciil varliklar iken, nesne yonelimli programlar, i¢ bilgi-
lerini digerlerinden sakl (ya da kapsiillenmis) tutarak birbirleriyle etkilesime giren
badimsiz programlama ‘nesnelerinden’ faydalanir.”® Siireksiz, parcali, i¢ biikey, ba-
diumsiz, birbirinden geri ¢ekilen birimlerden olusan teknolojik bir diinya modelidir bu.

Harman’in kitabinin alt bashd: “Her Seyin Teorisi’dir ve ona gore bilyiik iddiasinin
aksine fizik bilimi “her seyi” anlamaya kadir degildir. Ciinkii daha en basta “var olan
her sey fiziksel degildir.” Matematik ve fen bilimleri 6znenin nesneye hakimiyetini te-
sis etmek i¢in, hakikat ile bilgiyi birbirine iligtirir ve her ikisini de sahiplenir. Buna
karsin felsefenin kokeni olan estetik, 6zne merkezli bilme iligkilerinin yerine baska
tiir bir kavrayis getirecek “her seyin teorisini” olusturabilir. Estetik insanin da kendi-
sini nesne olarak goérebilecedi ve nesneler arasindaki iligkileri de hesaba katabilece-
gi, bilgiye terciime edilemez bir gergeklikle ugrasir. Bu baglamda sanat, nesnelere
onlarla bakmanin yontemi olarak ayricalikli hale gelir. Kant’a géz kirpan Harman'in
teorisinde nesneler ancak sanatin yarattidi seylerde, tiim bilinemezliklerini korurken
goze gelecektir. Belki siiri de buna eklemek gerekir. “Para kadut, seliilozdan suyu bit-
mis agac yani” diyen Ahmet Giintan1 hatirlayarak.

Bu diisiinceyi son derece zengin ve ufuk agici bulmama ragmen, kiiltiir-sanat alaninin
nesne yonelimli ontolojiyi bu derece hizli sahiplenmesinin nedenlerine dair elestirel
birkag tartisma baslhidi agmak istiyorum. Birinci neden nesnenin bu alana bilimin kar-

Today contemporary art, moving away
from the figurative and textual, investigates
non-subject-oriented forms to move closer
to reality. This attitude emerges in a period
when new philosophical approaches are de-
veloping. Theses against the post-Kantian
philosophy’s approach that builds the rela-
tionship between the subject and object, the
thought and being from a central subject-ori-
ented foundation are evolving. Objects guide
philosophy, positive sciences, architecture,
and art not only with their use value and sym-
bolic meanings anymore but also with their
existence as an ontological possibility to think
of a reality independent from human thought.
As objects gain their independence, they es-
tablish relationships with each other and tell
their stories. This object-oriented-ontology
seems determined to dethrone the subject. In
arts, too, objects look, touch, trace, rage, suf-
fer, feign reluctance, and joke around. Instead
and despite their owners, they continue their
life. They have their own time.

This article does not discuss the object-ori-
ented philosophy of contemporary thinkers
such as Timothy Gordon, Graham Harman,
and Jane Bennet. In my opinion, that requires
certain expertise, is still in the process of mak-
ing itself, and is an intense and controversial
field. I suggest taking a wider perspective
and reflecting on the cultural climate that
makes the object and object-oriented thought
so appealing. I'd like to contemplate the state
of mind of the culture-art world that dives
rapidly and freestyle into the world of philos-
ophers which is a tough cookie even to the
thinkers we mentioned. It seems valuable to
discuss arts, which have “gravitated towards
the object” since early 2000, in relation to cul-
tural production. Why do objects riot now?
Why do humans try to find themselves in ob-
jects while losing themselves to them? What
is the subject’s circumstance that is trying to
become an object? What do objects offer?

object-oriented philosophy

Let’s begin by outlining the thesis of Graham
Harman, who crowned the object. Object Ori-
ented Ontology is a realist philosophy that ac-
cepts the outside world as independent from
the human mind and awareness. This outside
world consists of non-hierarchical objects
the human mind could never fully contact;
humans are one of these objects. Neither do
these objects are capable of touching each oth-
er completely, they always withdraw. “O00O
defends the idea that objects — whether real,
fictional, natural, artificial, human or non-hu-
man — are mutually autonomous and enter
into relation only in special cases that need
to be explained rather than assumed.”! As it
is especially noted, beyond physical things,
a football team, Sherlock Holmes, subatomic
particles, or aliens enter into the object cate-
gory. The new front this thought has opened
is crystal clear: It positions itself against “the

fashionable holistic philosophies of our time,
which hold that everything is defined purely
by its relations and that the world is nothing
but the total system of these relations.”

This philosophy borrows the “object-orient-
ed” phrase from technology, and computing
language. Graham describes the distinctness
of object-oriented programs such as C++ or
Java as follows: “Whereas programs written
in older computer languages were systematic
and holistic entities, with all of their parts in-
tegrated into a unified whole, object-oriented
programs make use of independent program-
ming ‘objects’ that interact with other objects
while the internal information of each remains
hidden (or ‘encapsulated’) from the others.”
It is a technological world model consisting
of discontinuous, fragmented, concave, inde-
pendent, and retreating units.

The subtitle to Harman’s book is “Theory of
Everything” and albeit its grand claim, phys-
ics is not competent to comprehend “every-
thing”. Because, first of all “not all that exists is
physical”. Mathematics and positive sciences,
in order to establish the subject’s dominance
over the object, affix truth to knowledge and
appropriate both of them. In contrast, aes-
thetics, the basis of philosophy, is capable of
developing a “theory of everything” by re-
placing the relations of subject-oriented ap-
prehension with a different understanding.
Aesthetics involves itself with a particular re-
ality -in which humans can reckon themselves
as objects and include the relations among
the objects- untranslatable into knowledge.
In this context, art becomes privileged as the
methodology of looking at the objects along
with them. In Harman’s theory, which glimps-
es at Kant, objects can only be perceived in
what art creates while preserving their un-
knowability. Perhaps, poetry should be in-
cluded as well. Remembering Ahmet Giintan,
“Money is paper, simply a tree ran out of its
juice made of cellulose.”

Albeit considering this line of thought abun-
dant and stimulating, I'd like to open a couple
of critical headlines about why the field of cul-
ture and art has been so quick to embrace ob-
ject-oriented-ontology. The first reason might
just be that the object gives a privileged posi-
tion to culture and art against science. Surely, it
isn’t the first time aesthetics and arts were be-
stowed the honor to be the mysterious sanctu-
ary of the truth, beginning with romanticism,
a lot of modern lines of thought attempted the
same. Likewise, Harman sets off with Kant
only to depart from him later. Another reason
is that the arts have found an “ontologically
safe” place nearby technology. Using not only
the objects but also object-oriented techno-
logic soft-and hardware seems to provide an
“anti-subject” position from the very start.
However, at present, it is the technology that
programs the web of meaning, spirituality,
language, politics, economy, and ethics of the
world we live in. We might be talking about
a world whose subject is technology. Anoth-

!Graham Harman,
Object Oriented
Ontology, pg. 12,
2017, Penguin
Random House, UK
zAge. pg. 11

3I-‘;ge. pg. 11



sisinda ayricalikli bir pozisyon kazandirmasi olabilir. Elbette bu bir ilk degil, roman-
tizmden baslayarak pek ¢ok modern diisiince, estetige ve sanata hakikatin gizemli
siginadi olma serefi bahsetmisti. Keza Harman’da daha sonra ayrilmak iizere Kant’tan
yola ¢ikiyor. Bir diger neden sanatin kendine teknolojinin yani basinda “ontolojik ola-
rak” giivenli bir yer bulmasidir. Sadece nesneleri dedil nesne yénelimli teknolojik do-
nanimi ve yazilimi kullanmak sanatg¢ilar i¢in daha en bastan “6zne karsit1” bir pozisyon
sagliyor gibi goriiniiyor. Oysa bugiin teknoloji i¢inde bulundugumuz diinyanin anlam
aglarini, ruhsalligini, dilini, politikasini, ekonomisini ve etigini programliyor. Oznesi
teknoloji olan bir diinyadan s6z ediyor olabiliriz. Bir diger mesele ise politik eylemin
alaniyla ilgili. Nesne yonelimli ontolojinin sistemler 6tesi nesnel iligkileri diisiinme
daveti cazip goriinmekle birlikte giiniimiiz politik kosullarinda, teknolojinin iirettigi
nesneler diinyasinin iginde bir nesne olmay: diisiinmek, ¢odul bir 6zneler toplulugu
iizerine diigiinmekten daha kolaydir. Canli cansiz tiim seylerin insanin hitkmiinden
kurtulmasi diledini gergeklestirmeyi artik proleterlesmis insandan bekleyemez duru-
ma gelmis bile olabiliriz. Son olarak kiiltiir-sanat alaninin nesne yonelimli ontolojiye
bu denli siki sarilmasimin bir nedeni de insan olmayanlara ihtimam goésteren bu dii-
siincenin, ekolojik felaketi konu edinen sanatgilara kestirmeden politik dogruluk ka-
zandirmasi olabilir. Bugiin iklim krizini konu edinirken, tonlarca atik ve muazzam mik-
tarda karbon salinimi tireten kiiltiir-sanat endiistrileri, sanat kurumunu ve iklim krizini
iiretenin ayni teknoloji oldugundan habersiz gibi gériinmektedir. Burada durarak Har-
man’in sanatta buldugu giiciin, estetigin felsefi diisiince sistemlerini imite etmesi ya
da giindelik siyasi taleplere cevap iiretmesi dedil tam tersine bu sistemlerde iiretilen
o6zne ve nesne pozisyonlarim bertaraf etme becerisi oldugunu hatirlatmak isterim.

tekne ve teknoloji

“Bana 6yle geliyor ki Bat1 kiiltiirii tamamen nesnelerle ilgili. Bir Afrikali, 16. yiizyila
ait bir maskin korunmasini 6nemsemez; onun i¢in énemli olan, mask yapma becerisi-
ne hala sahip birilerinin olmasidir.”*

Nesneleri diisiiniirken izleyebilecedimiz, insan merkezci olmayan, 6zne ve nesne ara-

er issue is concerned with the field of political
action. Although the invitation of object-ori-
ented-ontology to think beyond the systems
is tempting, in the current political conditions,
it is a lot easier to assume being an object in
a technology-made object world than being a
plural community of subjects. We might even
be at the point where we can not expect, now
proletarianized, humans to save all animate/
inanimate things from humans’ dominance.
Lastly, another reason why artists hold on the
object-oriented-ontology this tightly may be
that this notion, of caring about non-humans,
provides a shorthand political correctness to
the artists that deal with the ecological disas-
ter. Culture and creative industries respon-
sible for tons of waste and great amounts of
carbon release feign ignorance while dealing
with climate crises as if it was not the same
technology that produced the institution of art
as well as the climate crises. At this moment,
I'd like to pause and note that the power Har-
man finds in art is not because it imitates phil-
osophical thought systems or produces solu-
tions to day-to-day political demands but, on
the contrary, it is capable of suspending the
very positions of the subject and object estab-
lished within these systems.

techne and technology

“It seems to me that Western Christian cul-

metheus yields. Epimetheus does his sacred
work with great enthusiasm: He allocates the
claws, wings, teeth, fur, speed and strength,
decisiveness and flexibility, sharp eyesight,
and strong nose among mortals. An ecologi-
cal balance has been formed. Each species is
now capable of survival thanks to the quali-
ties they possess. But, there is a problem. Epi-
metheus yet again forgets. When it is humans’
turn, there are no qualities left. In this form,
humans are naked and defenseless. It is im-
possible for them to survive. Prometheus, see-
ing this, to compensate for his brother’s mis-
take and to save tiny humans he pities, does
something extraordinary. He climbs up the
Olympos and steals the fire from the atelier of
Hephaistos and Athena. Forgotten, flawed, in-
complete humans survive by fire and settle in
the world. Fire is the symbol of technique, that
is, the knowledge that humans acquire about
themselves and the world. The technique is to
ask questions, discover, find, solve problems
and create.

Humans begin to produce prostheses, utilize
inorganic organs, and build themselves out-
wardly. Knife, arrow, bow, ax, stove, house,
plow, and so on... Human beings develop
“exosomatically” “outside the body” as organ-
ic-inorganic beings. This condition of being
external (ex-istance) constructs and develops
them in the community from the beginning.
Thus, humans partake in existence as a spe-
cies that can only survive in outer cooperation

1https://www.e-skop.
com/skopbulten/pasajlar-
olum-hafiza-ve-nesnelerin-
hayati/5173

sindaki karsithdn ortadan kaldiran, yasami canli ve cansiz seylerin biitiinlidii igcinde
ele alan bagka diisiiniirler de var. Burada sadece birine deginmek, Bernard Stiegler’in
yapitina bir girizgdh yapmak istiyorum. Ciinkii Stiegler bizi sanat, bilim ve teknigin sixteenth century. What is important is to have
heniiz ayrilmadid: yere “yapma, etme anlamina” gelen Yunanca tékhné’ye geri gotii- someone now who still has the skill to make a
riir. Teknik ve teknoloji farkini ortaya koyarak nesneyle insan iligkisini tarihsellestirir.® mask.”*

ture is all about objects. For an African, it is
not so important to preserve a mask from the

and a community. The human body, life, and
community are ontological-wise technical.
The world is made up of relations among tech-
nical bodies. It would require a long time for

Bernard Stiegler, Politik - ; N
art to differ from technique; arte from techné.

Ekonominin Yeni bir
Elestirisi i¢in, gev. Elyesa

Koytak, Monokl Yayinlari,

Ona gore insan 6znenin kendisi zaten ve bizzat bedeniyle tekniktir. Yapip ettiklerinin,
iirettiklerinin ve nesnelerin mamuliidiir. Kullanim de§erlerinin 6tesinde tiiriimiiziin
kolektif yasami nesnelerin failli§inde kurulur; Belledi nesnelerde birikir, Nesneler on-
tolojik olarak insana dairdir.

Bernard Stiegler diisiincesini gelistirmeye klasik yaradilig mitinden, Zeus’un 6limlii-
leri yaratmak iizere Prometheus’u gorevlendirdigi andan baslar. Prometheus 6nceden
bilendir, kusursuz bellegin ve mutlak bilginin tanrisidir. Zeus onu hayvanlari ve insan-
lar1 yaratmak iizere gorevlendirir. Fakat Prometheus’un bir ikiz kardesi vardir. Unutma-
nin ve hatanin tanrisi1 Epimetheus. O bu yiice gérevde rol almak, tanrilarin oliimliilere
dagitacaklar nitelikleri paylastirmak i¢in 1srarci olur. Prometheus buna razi gelir. Epi-
metheus biiyiik bir heyecanla yapar kutsal igini: Pengeleri, kanatlari, disleri, postlari,
hiz1 ve giicii, direnci ve esneklidi, keskin gérme ve koku alma becerilerini 6liimliiler
arasinda pay eder. Ekolojik bir denge olusmustur. Sahip oldugu nitelikler sayesinde
her canli tiirii soyunu devam ettirebilecektir. Fakat bir sorun vardir. Epimetheus yine
unutmustur. Sira insana geldiginde geriye hic¢bir nitelik kalmamigtir. Bu haliyle insan
¢iplaktir, savunmasizdir. Hayatta kalmasi imkansizdir. Bunu géren Prometheus kardesi-
nin hatasin telafi etmek ve haline acidigi insancidi kurtarmak igin ¢ilginca bir is yapar.
Olympos Dagdlari’na ¢ikar Hephaistos ve Athena’nin atélyesinden atesi ¢alar ve insana
armagan eder. Unutulmus, kusurlu, eksik olmakla malul insan atesle hayatta kalir ve
diinyaya yerlesir. Ates teknigin, yani insanin kendisine ve diinyaya dair edindidi bilgi-
nin semboliidiir. Teknik soru sormak, kesfetmek, bulmak, sorun ¢ézmek ve yaratmaktir.

insan protezler iiretmeye, disar1 dogru inorganik organlar araciliiyla kendini yapmaya
baslar. Bicak, ok, yay, balta, ocak, ev, saban derken “exosomatik” “bedenin diginda”
canli-cansiz bir varlik olarak gelisir. Bu disarida olma hali (ex-istance) daha en basin-
dan onu topluluk iginde kurar ve geligtirir. Béylece insan varhda kendi disinda bir or-
taklikta ve ancak topluluk icinde hayatta kalabilen bir tiir olarak katilir. insan bedeni,
yasamyi, toplulugu ontolojik olarak tekniktir. Diinya teknik bedenler arasi iligkilerden
ibarettir. Sanatin teknikten, arte’nin techné’den ayrilmasi i¢in daha gok zaman geg¢mesi
gerekecektir.

While reflecting on objects, we can trace
many other thinkers who are non-human-ori-
ented, dispose of the opposition between
the subject and object, and approach life in
the wholeness of the animate and inanimate
things. Here, I would like to mention only one
of them, Bernard Stiegler, and to make an in-
troduction to his work. Because Stiegler takes
us back to where art, science, and technique
aren’t separated yet, the Greek tékhné, mean-
ing “doing, making”. By posing the difference
between technique and technology he his-
toricizes the relation between the object and
the humans.® According to him, human sub-
jects are already techniques in and with their
bodies. They are products of what they make,
produce, and objects. Beyond the use value,
the collective life of our species is established
in the agency of objects; its memory accumu-
lates in objects; Objects ontologically pertain
to humans. Bernard Stiegler sets out to devel-
op his thought from the classic creation myth
when Zeus commissioned Prometheus to cre-
ate mortals. Prometheus forethinks, is the god
of perfect memory and absolute knowledge.
Zeus assigns him to create the animals and hu-
mans. However, Prometheus has a twin broth-
er, Epimetheus the god of forgetfulness and
fault. The latter insists on taking part in this
noble mission and in distributing the qualities
the deities will bestow on the mortals. Pro-

Technique, of course, improves over time,
and humans quickly forget that they received
this gift because of their weakness, that he is
an “animal without qualities”. As they hold
a divine quality on the axis of vanity, which
Bachelard called the Prometheus complex,
humans consider themselves superior to any-
thing animate or inanimate. What has exploit-
ed this vanity and prepared today’s world was
an unprecedented and magnificent leap in the
development of technique in the 19th century.
The industrial revolution would technologize
the life of our species, which is “unnatural by
nature”, thatis, technical. What happens in this
process is this: The evolution of technical ob-
jects, which media archaeology also studies
in detail, completely changes the experience
of being in the world. Human beings progress
so dramatically that they witness the chang-
es in their lifetime, and feel the flow, inside
history for the first time but cannot grasp this
change. They have no choice but to become
the consumer of the global market, which
daily expands itself with new objects. World
Wars are nothing else but mere results of the
search for new markets for these new objects.
Instead of producing a technical life, they
sacrifice it to technology. Instead of planting
seeds, planes drop incendiary bombs. The
purpose of investment in the development of

4https:/ /WWW.
artspace.com/
magazine/
art_101/book_
report/christian-
boltanski-
phaidon-54886,
last visited 16 Sep
2022

SBernards Stiegler,
For a New Critique
of Political
Economy



Teknik elbette zaman iginde gelisme gosterir ve insan bu armagani zayiflidn yiiziinden
aldigini “niteliksiz hayvan” oldugunu ¢abuk unutur. Bachelard’in Prometheus komp-
leksi dedigi kibrin ekseninde tanrisal bir nitelige sahip oldudu i¢in insan kendini canli,
cansiz her seyden iistiin goriir. Bu kibri biiyiiten ve bugiiniin diinyasini hazirlayan ise
19. yiizyilda teknigin gelisiminde gergeklesen, esi benzeri olmayan muazzam bir si¢ra-
madir. Sanayi devrimi “dogasi geredi doga dis1” yani teknik olan tiiriimiiziin yagamini
teknolojik hale getirecektir. Bu siire¢te olan sudur: Medya arkeolojisinin de ayrintili
olarak inceledidi teknik nesnelerin evrimi diinyada olma deneyimini biitiiniiyle degis-
tirir. Teknik o kadar hizhi geligmektedir ki insan artik kendi 6émrii igerisinde yasami-
nin degistigine taniklik etmekte, kendini ilk kez akis halinde, tarih i¢inde hissetmekte
fakat bu degisimi yakalayamamaktadir. Her giin yeni nesnelerle kendini genigleten
kiiresel pazarin tiiketicisi olmaktan baska ¢aresi kalmamistir. Diinya savaslari bu yeni
nesneler igin yeni pazarlar arayisinin sonucundan bagka bir sey degildir. Teknik ya-
samu liretmek yerine, teknolojiye kurban etmeye basglar. Ugaklar tohum atacak yerde
yangin bombalarn firlatmaktadir. Sermaye birikimi ve sinif ¢ikar igin teknigin gelisi-
mine yapilan yatirimin amaci diinyayl bir kaynak olarak kullanarak maksimum kar
saglamaktir. Nihayet teknik endiistrinin hizmetine girerek 6nce felsefe ve bilimden
kopar, ardindan da bilimler, diisiince ve emedin her tiirii teknolojinin hizmetine girer.
Teknolojiklesmis diinyada felsefe, sanat, kiiltiir yeni nesnelerin yasaminmi kavramaya
muktedir degildir. Kiiltiir artik elektronik ve dijital diinyamin gelisimini anlamlandir-
maya yetisememektedir. Yasama anlamini veren ve insani biyolojik ve politik olarak
iireten teknolojik nesnelerdir artik. Ben kimim, biz kimiz sorularina artik bir teknoloji
olarak biopolitika cevap verecektir. Insan kendi yagamini, cep telefonu ve bilgisayar
gibi calisma ilkesine dair hi¢bir sey bilmedidi aletlere bagimlilik iligkisi iginde kurar.
Artik onlan iiretirken sahip oldugu ihtiyagtan da onlar iireten bilgiden de yoksundur.
Makineler, teknolojik nesneler insan yerine ¢aligir, yasar ve hafiza kaydi tutarlar. Bu-
giin Prometheus bir yazilim sirketinin adidir ve her seyi kusursuzca hatirlamaktadir.
Teknoloji artik canli cansiz tiim varhiklar tilketmeye programlanmis bir haldeyken,
tanrilardan ¢alinan ates de sénmek tizeredir.

diinyanin geri ¢ekilisi

Bernard Stiegler’in ve Graham Harman'in diisiinceleri nesnelere yaklagmamn iki farkh
yolunu sunarken, baz ortak sorular etrafinda bizi birlestirebilirler: Diinyanin bu geri
¢ekilisi ile nesnenin kiiltiir-sanat alaninda deger kazanmasi arasinda bir bagd oldugun-
dan s6z edebilir miyiz? Bu bir yeniden uzlasma ¢agdrisi midir? Yoksa hi¢ gerceklesme-
mis yeni bir yénelim mi? insan farkindaligindan bagimsiz olarak var olan nesneleri
Graham Harman gibi bir umut alani olarak mi yoksa teknolojinin nihayi ve yikici bir
ufku olarak mi algilamaliy1z? Ozne olma vasfina hi¢ sahip olmamis ya da sonradan
proleterlestirilmis kitleler i¢cin bu diisiince ne sdylemektedir? Teknolojiden once
teknik oldugu haliyle sanat bize yaratici, doniistiiriicii, 6zel bir tiir 6zne-nesne iligki-
sine dair bir seyler 6Jretebilir mi? Yoksa kurumsallastigi ve kuramsallastid: yerde,
bir teknoloji haline geldigi anda sanatin da imkanlar: titkenmis midir? Kolektif bellek
harici hard diskler i¢cinde algoritmalara déniisiirken giindelik hayatin nesneleri birer
bellek mekani olarak yeniden deger kazanir mi?

Tim bu sorulari ancak canli ve cansiz arasinda, ten, madde ve hayal arasinda, 6zne
ve nesne arasinda ayrimsiz bir diinyay: tahayyiil edebilen, felsefe, bilim ve sanatin si-
nirlarini agsan, hesaplanamaz, sonsuz ve tamamlanmamig olana dokunabilen bir teknik
cevaplayabilir. insan ézne kendini bir akis siirecinde maddeyi tiim mahremiyeti igin-
de, basgkasi ve baskasinin bagkasi icinde kaybetmeyi goze almadidi miiddet¢e huzura
eremeyecek gibi goriiniiyor. Belki de estetik bu teknide ilham ve cesaret verecektir.

the technique for the accumulation of capital
and class interest is to make maximum prof-
it, using the world as a resource. Eventually,
firstly, technique breaks away from philoso-
phy and science entering the industry’s ser-
vice, and then, sciences, thought and every
form of labor enters technology’s service. In
the technologized world philosophy, arts, and
culture are not capable of comprehending
the life of the new objects. Culture is no lon-
ger able to make sense of the progress of the
electronic and digital world. It is now techno-
logical objects that give meaning to life and
produce human beings biologically and po-
litically. As a technology, biopolitics is to an-
swer questions such as who am I, who are we.
Humans build their life in a relationship of de-
pendence on devices such as mobile phones
and computers, of which they know nothing of
their working principle. Now they lack both
the need they have had while producing them
and the knowledge that has produced them.
Machines, technological objects, work, live
and keep memory records instead of humans.
Today, Prometheus is the name of a software
company and it remembers everything per-
fectly. With technology now programmed to
consume all animate and inanimate beings,
the fire stolen from the gods is about to go out.

withdrawal of the world

While the thoughts of Bernard Stiegler and
Graham Harman offer two separate ways of
approaching objects, they can unite us around
some common questions: Can we talk about
a connection between this withdrawal of the
world and the appreciation of the object in the
culture and arts? Is this a call for reconcilia-
tion? Or, is this an unprecedented new orien-
tation? Should we perceive objects indepen-
dent from human consciousness as a sphere
for hope like Graham Harman or as the final
and destructive dawn of technology? What
does this notion mean for masses that have
never gained the status of being subjects or
masses that have been proletarianized after-
ward? Could art, with its previous technical
quality before technology, teach us some-
thing about a creative, transformative, spe-
cial kind of subject-object relationship? Or,
are the possibilities of art exhausted where it
is institutionalized and theorized, and at the
very moment, it turns into a technology? As
collective memory transforms into algorithms
within external hard drives, do objects of ev-
eryday life regain value as memory spaces?

Only a technique that is capable of imagin-
ing an indiscriminate world between animate
and inanimate, between skin, matter, and
imagination, between subject and object; that
transcends the limits of philosophy, science,
and art; that can touch what is incalculable,
infinite, and incomplete; can answer all these
questions. Unless the human subject dares to
lose the self in a flow, in another and another

of the another, and the matter in its full priva-
cy, it seems that they will never find peace.
Perhaps, it is aesthetics that will inspire and
encourage this technique.

Damla Sari

Sinetik, 2016, Kinetik motor, sensor, sandal kiiregi
Degisken boyutlarda

Sinetic, 2016, Kinetic Motor, censor, oar
Variable sizes






Meliha Sozeri
Yiik, 2015, Paslanmaz gelik delikli tel, tel, Yerlestirme
Weight, 2015, Stainless steel wiremesh, wire, Installation
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Sevgili Giilsah merhaba, sana Sevim Sancaktar’in Milli Reasiirans Sanat Galerisi’nde diizenleyecedi
sergi icin yazmak ve davet etmek istedim. Bu sergiyle ikimizin ¢aligmalarini beraber ele alma ve
iizerine disiinme firsatimiz olabilir. Sergi, nesnelerin yasamdaki ve sanat tarihindeki hafizalarina
odaklanmay: ve bunu farkl disiplinlerde iireten kisilerin katkisina agmay1 amaghiyor. Katk: vere-
ceklerin yakin bulduklar: nesnelerin anlamlar diinyasina deginip, nesnelerin goc¢iinii ya da kendi
zamani ve zemini olmasi gereken olgular iizerinden okumalar: isteniyor. Umarim senin de ilgini ¢ce-
ker ve yer almak istersin. 2020 yilinda SAHA Studio’da beraber ge¢irdigimiz donemde ¢aligmalarini
yakindan gérme firsatim olmustu. Bir de gegen hafta border_lessartbookdays instagram hesabinda-
ki paylasimini okuyunca hemen yazmak istedim. izninle paylasimini buraya da not etmek isterim:
“Uretmeye bagladigim ilk zamanlardan beri etrafimizda sik¢a gérdiigiimiiz, giindelik olarak kullan-
digimiz ama lizerine pek dilsinmedigimiz, siradan seylerle ilgileniyorum. Dig macunu, C vitamini
tabletleri, silika jel, bakir, patates ve yumurta kabuklar: bu yolda bana eslik eden maddeler/malze-
melerden bazilari oldu. Bugiin tamitmak istedigim ve tam olarak da boyle siradan seylere odaklanan
Object Lessons [Obje Dersleri] serisiyle 2018’de Michael Marder’in Dust [Toz] kitabi vesilesiyle ta-
msmistim. Daha sonra tizerine ¢alistigim projelere gore, seriden o spesifik malzemeyi/objeyi igleyen
kitaplar1 da edinmeye ¢alishm. Object Lessons, The Atlantic ve Bloomsbury arasinda bir ig birligi ve
siirekli biiyiiyen bir segkiye sahip. Su ana kadar okuduklarimin hepsinin tonu farkliydi, bazisi objeyi
Michael gibi daha felsefi bir yerden ele alirken, bazilar1 daha ziyade tarihine odaklaniyor, bazilari ise
¢ok daha kisisel bir yerden yaklasiyor. Bazen ¢ok siradan seylere yaklasirken elde olan bilgi miktar:
insan urkiitebiliyor. Bu seri, arastirmalara baglama siireclerinde bir siirii giizel ve spesifik referans
saglayarak bana iyi bir eslik¢i, yol rehberi oldu diyebilirim son yillarda.”

Yazdiklarinla Ankara’da Ozgiir ve Ayca ile ziyaret ettigimiz, fotograflarini gcektigimiz Afet isleri Ge-
nel Midirligi’'niin yerleskesini amimsadim. Bu biiyiik kampiiste ahsap, metal atdlyeleri, depolar,
laboratuvarlar, arsivler vardi. Bu yerlerin yikilacaginin haberini alinca gidip ¢ekmek istemistik. Uzun
bir zaman araliginda kurulmus iiretim, arsiv mekanlar terk edilmis ve yikilmay: bekliyordu. Ozellik-
le ziraat laboratuvarinda, duvarlarda yazili, gorsel bilgiler, yonergeler, siseler icerisinde soliisyon-
lar, tohumlar ve kurumus bitkileri bu terkedilmis mekanda goriince biiyiilenmigtik. Ayni zamanda
duvarda baz ziraat iiriinlerinin, agacglarin yetistirme ve isleme yontemlerinin fotograflari da asiliyd.
Bu eylemlerin gerceklestigi kampiiste aynm1 konunun imgeleriyle karsilagmak ister istemez tekinsiz
bir déngi yaratiyor. Ben de Resimli Bilgi serisi igin ekteki kolaji (Resim 1) ¢alisirken laboratuvarda
¢ekmis oldugum fotografi ve oradan alip daha sonra evde ¢ektigim kagut filtreleri ve sapl ahgap ku-
tunun fotograflarimi kullanmigtim. Ahsap kutu hem laboratuvarda tezgahta unutuldugu haliyle, hem
de karlar iizerinde gekmis oldugum haliyle yan yana goriniiyor. 1970’lerde bir¢gok evde bulunan

Resimli Bilgi Ansiklopedisi ! alfabetik bir indekse sahip oldugu i¢in, sayfalarinda aymn harfle baslayan

ilgisiz, konularindan bagimsiz maddeler yan yana geliyordu. Bir hastalik, bir nesne, hayvan, bitki ya
da tarihsel bir olay. Ben de kolajda biraz bunu yapmak istemistim. Izleyenlerin ¢agrisimla kurabile-
cegi hikayeler. Kutuyu saklayamadim ama kagut filtreleri epey yanimda gezdirdim. &

Sevgiler,

Mete

1 .
Resimli Bilgi Ansiklopedisi Fratelli Fabbri Editori tarafindan basilan Conoscere (Bilmek) adl Italyan ¢ocuk ansiklopedisinin

1960’11 yillarda Tiirkgelestirilmis versiyonu idi.




11.08.2022

Tam uykuya dalacaktim ki, palmiye ve okaliptiis ikilisini tartismak da ilging olabilir mi? Kentle kur-
duklar iligkiler iizerinden. '@ Hemen uyuyorum.

Sevgiyle,

m.

12.08.2022
Sevgili Metehan,

Bu filtre kagitlarin1 SAHA'daki masandan hatirhiyorum, paylasmistin o zaman da, bakmigtik beraber.
Acaba o laboratuvarda neyi 6l¢mek igin kullanilmiglardi? Laboratuvarlardaki her sey kontrol iize-
rine, dolayisiyla bu gorseldeki vazgegilmis, terk edilmislik hali ayrica ¢arpici. Ama bu filtre kagit-
lanyla ilgili daha ¢ok ilgimi ¢eken seyse, o hassasiyetin zamanla nasil calistigl. Kullamim amac igin
iizerine konulmus herhangi bir astar sonucu edindigi hassasiyet bir seyleri 6l¢mesi, bi¢gmesi i¢in var,
ancak bu terk edilmisglikte insanlar gitti diye kagidin islevi durmuyor, eylem siiregeliyor. Ortamdaki
1s1kla, nemle, belki tiirlii mikroskobik yasam formuyla etkilesiyor.

Nesnelerin,maddenin canlilhig: her isimde ekseriyetle 6ne koymaya ¢alishigum bir sey, bazen ken-
dime sunu da soruyorum, bu canlilik karsisinda yepyeni bir degder sistemi mi gelistirmem gerekir?
Gene de miimkiin oldugunca 6zenle yaklagsmaya ¢alisiyorum etrafimdaki nesnelere.

Su an lateksle ufak bir proje yapryorum, lateks de biraz filtre kadgidi gibi, eylemliligi durmuyor. Biraz
da beden gibi, esniyor, gevsiyor, meylediyor. Su an onu bir yiizey olarak kullanip iizerine ipek baski
yaplyorum, ama gin 151Jiyla renk degistirecegine emin gibiyim, camin kenarina koydum, her gegen
giin gozlilyorum. Hi¢bir obje zamanin gegisinden, izinden muaf degil.

Diyalogumuzda spesifik bir nesne iizerinden ilerlemek samirim daha iyi olur, palmiye ve okaliptiis
ikilisine nasil geldin? Biraz daha agar misin benim igin?

Sevgiyle, i¢tenlikle,

g.
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Giilsah merhaba, burada hava pargali bulutlu ve halen nemli.

Mailini okuyunca sunu disiindim: Ben de benzer bir sebepten terk edilmis mekanlardan etkileni-
yordum. Insanlar gittikten sonra yavas yavas hava sartlarinin iceri sizmasi, camlar kirildikga iceri
giren yagmur, farkh bitkiler ve hayvanlar. Tavanin akmasi ile 1slanan ve parcalanmaya baslayan
mobilyalar. Tekstil, ahgsap, cam, plastik ve metal malzemelerin zamanla degismesi hali. Senin de
yazdigin gibi nesnelerin canliligi devam ediyor. Lateksle ipek baskiy: nasil yapiyorsun, biraz daha
acar misin? :) Sonuglar: da merak ettim.

izmir’de yasarken haftada bir grup terapiye gidiyordum ve metro istasyonundan inip Alsancak yo-
nine giderken Kahramanlar Kopriisi’'nden gegmek gerekiyordu. Kopriiniin iizerinden gectigi ka-
naldaki su miktar1 yagmurlar yiiziinden zamanla yiikselip algaliyordu. Ve kopriiniin metal ayaklar:
suyla siiriiklenen ¢ok farkl seyleri topluyordu. (Resim 2) Suyun yiiksekligine goére her metal ayakta
bagka birikimler olusuyordu. Endiistriyel malzemeler, siinger pargalar, brandalar, evden ugarak
suya diismiis izlenimi veren perde kumaslari, yorgan ve dosekler, kiyafetler, bitki dallari, sazlar ve
yapraklar. Arada sular ¢ekilmis ve koprii ayaklan yiklerinden temizlenmis olurdu. Ben de belediye
temizlik ekibinden 6nce orada olmadigim fark eder, son derlemeyi kacirdigim igin tzilirdiim.

Palmiye ve okaliptiis agaclari (Resim 3) yaklasik olarak ayni zamanlarda, 1930’larda izmir’in peyzaji-
na yogun olarak girmisler. Biri sulak alanlarn kurutmak, tarim yapilan alanlarda sitma olusmasini en-
gellemek, digeri de kente Akdeniz havasi vermek icin gorsel iletigim tasarimi kararnyla dikilmigler.
Sehrin farkh yerlerinde bu agaglarla karsilastikca biraz daha arastirma yapmak istemigtim. Zamanla,
kentin farkli yerlerine yayilmislar, en olmadik yerlerde ¢cogalmislar. Bazen de o konumun islevi de-
gismis. (Resim 4) Yerel yonetim ve Izmirliler, kentsel tasarim 6gesi olarak kullanilan bu canlilar
giniimiizde farkh agilardan (yarar/zarar, nostalji, yerli/yabanci) anlatiyorlards.

Eger ayn1 yillarda ¢ocuk olmus olsaydik, muhtemelen buldugumuz bir su birikintisini egilip beraber
incelerdik. Neler olacagini gormek icin sirasiyla igine birgeyler atabilirdik.

Sevgiler,

m.

17.08.2022
Sevgili Metehan,

Burada neredeyse her sabah yiiksek sicaklik uyarisi ile uyaniyorum, her giin 30 derecenin iistiine
cikiyoruz ki bu Berlin standartlarinda ¢ok yiiksek. Sehir bu sicakliklara gore tasarlanmadidi i¢in tiim
damarlan zorlamiyor, genisliyor gibi hissediyorum bazen. Disaridan getirilen palmiye ve okaliptiis
agaclar gibi biraz yiiksek sicaklik burasi i¢in, yabanci ve yasayan bir 6ge, direkt insanlar elleriyle
koyup dikmemis olsa da insanlarin seneler iginde gelistirdikleri, biriktirdikleri aligkanhiklarin sonu-
cu olarak gelmis bir davetsiz misafir.

Koprii ayaklarini da senin iglerin arasinda gérmiis ve ¢ok sevmistim, hikayesini dinleyince daha da
anlam kazandi. Aklima Sena’nmin (Bag6z) yakin zamanda ¢ikan kitabi “Nehir Yatagi”’ni getirdi. (Resim
14) Bu kitapta Sena, isvicre’nin, Basel kentinde gecirdigi zaman diliminde orada yasayan arsivcilere
ve go¢gmenlere “Sizce Ren nehri bir giin akmay: biraksaydi yataginda ne kalirdi ne saklamak ister-
diniz?” diye soruyor. Senin gorsellerindeyse neyi saklayacagina kopri ayaklarn karar veriyor, Ren
nehrinin sulari ise bu yaz yiiksek sicakliklardan 3 metreden 85 cm’e inmig durumda ve su seviyesin-
den dolay: artik cogu yitk gemisi gegemiyor.

Bence benim malzemelere, seninse mekanlara yaklasimindaki ortak bir bagka sey de ¢ocuksu bir
merak, dedigin gibi beraber ¢ocuk olsaydik bir su birikintisine bir seyler atip beraber izleyebilirdik
etkilerini. Merakin sanat iiretiminde énemli bir rolii oldugunu diisiiniiyorum, bir seyleri merak edip
pesine diisiiyoruz, anlamaya ¢alisiyoruz. Lateks projesi de biraz boyle baglad: diyebilirim, bagka bir
proje i¢in sanat malzemeleri diikkkaninda gezinirken bir lateks rulosuna denk geldim. Bu malzemeyle
hi¢ calismamis olmama ragmen, sanat alanindaki ilk kahramanlanimdan Eva Hesse’nin iglerindeki
yeri sebebiyle hep bir zaafim vardi. Son aylarda ipek bask: 6grendigim igin, iizerinde bir imgeyle
bu kimil kimil malzemenin nasil degdisecedini, imgeye nasil tepki verecegdini merak ettim. Yakin za-
manda Guggenheim miizesinin Hesse’in Expanded Expansion igini 35 yil sonra restore ederek tekrar
gostermesi ve bu iste yasanan dedisiklikler de bu meraki perginledi. Baskiy:r daha diin bitirdim,
siiregte parmak izleriminden, baski atdlyesine sizan giinesten bile etkilendi, daha uzun zaman dilim-
lerindeki yagsamini gérmek i¢in sabirsizlaniyorum. (Resim 15-16-17)

Okaliptiis ve palmiyeler hakkinda yaptigin arastirmalarda karsina neler cikmisti? Insanlar neler an-
latiyordu, bu agaclarin sehre entegrasyonunda ¢esitli zorluklar yasanmig m1? Bir canliy1 kentsel tasa-
nim 6gesi olarak diisinmek ne tuhaf degil mi!

Sevgiyle,

Giilsah




02.09.2022

Merhaba Giilsah, 6zir dilerim. Zaman 6yle hizli gegiyor ki, mailine yanit yazana kadar giinler geg-
mis. Ama arada, iki kere bulusmak ve yiizyiize konusabilmek ¢ok iyi geldi. Hatirlattigin igin tesek-
kiirler, Sena Basoz’iin nehirle ilgili kitabini border_less kitap giinlerinde gérmiistim. Sehirde yasa-
yan ayr1 gruplarla goriigmesi de kitabi katmanl kilmis. Ben de 2019 yilinda Dekor sergisi hazirhiginda
arsiv taramasi yaparken cep telefonu kamerasi ile gesitli zamanlarda kopriiniin ayaklarini ¢ektigimi
farketmistim. izmir’de en sik metro, tramvay, izban gibi farkli toplu tasima araclarini kullaniyordum.
Farkh yiiksekliklerde ve hizlarda kenti izlemek ve kaydetmek hosuma gidiyordu. Ve toplu tasimala-
rin farkli duraklarina yiiriirken de tam olarak ne oldugunu anlamadidim seyleri cekiyordum. 'Sergiyi
hazirlarken koprii ayaklarina takilanlari, oldukga siy akan ve beton yiizeyi parlatan bu su gorintii-
lerini, buluntu i¢c mekan fotograflar ile beraber kullanmigtim. 1980’li yillardan ispanyol bir mobilya
ve dekorasyon katalogundaki fotograflar cok bizden gibi duruyorlar. Yakin zamana kadar orta sinif
evlerde bulunan mutfak dolaplari, yatak odasi takimlari ve sandalyeler. icine dogdugumuz evdeki
mobilyalarin, iizerinde emekledigimiz halilarin, esyalarin, giydigimiz kiyafetlerin, kullandigimiz ula-
sim araglarinin, yasadigimiz apartmanlarin, hatta yollarin ve sehirlerin, kendimize 6zel addettigimiz
ne varsa, her seyin, birileri tarafindan 6nce ¢izildigi sonra da ¢ok sayida iiretildigi bilgisi ile karsilas-
mak... Ozel ve kamusal kiitiiphanelerin zamanla tasfiye ettigi, elden cikardign yerli/yabanci yayin-
larla sahaflarda karsilasmak toplumsal kullanim kilavuzu ile karsilagsmak gibi. Ayni seyin hem teknik
iretim kitab1 hem istatistik raporu hem am fotograflar: tek rafta bulunabiliyor. Ben de bu oyunu siir-
diirmeyi seviyorum. Koprii ayaklarini hem sandalyelere hem de yatak odasi takimlarina ve mutfak
dolaplarina baglamistim. (Resim 5 ve 6) Insanin gériinmedigi, tanitim igin ¢ekilmis iiriin fotograflar
ile i¢sel bir iligki oluguyor. Hem iiriiniin imgesine bakiyoruz hem de 6z yasantimizda onunla karsilas-
mis oldugumuz anlari, malzemelere ait kokulari, dokular: animsiyoruz.

Dekor sergisinde kentin katmanl halini bir de telefon rehberleri iizerinden ¢alismistim. Meslekler
bolumindeki uzmanlik alanlar tipk: ansiklopedi gibi alfabetik olarak siralaniyor ve kamusal alan-
daki gibi tesadiifi yan yanaliklar olusuyordu. Hi¢ gérsel kullanmadan, sadece metin iizerinden kenti
tahayyiil etmek basimi déndiirmiistii. :) Once 1971 yilina ait izmir telefon rehberindeki meslekleri
listeledim. (Resim 7 ve 8) Bugiin olan ve olmayan ne ¢ok sey vardi. Bir de rehberde sayfalar isaret-
lemek i¢in kullanilan ikili maddeleri farkli imgelerle bulusturdugum posterleri tasarladim. (Gazete-
ler-Gazinolar gibi) (Resim 9)

Palmiye ve okaliptiise donersek; Kent Miiellifleri sergisi i¢cin kaynak toplarken okaliptiis i¢in yazilmig
cesitli kitaplara ulasabilmigtik. Palmiye i¢in yazilmig sadece bir kitap bulabildik. O da oldukg¢a yeni.
Sergide paylastigimiz metni asagiya ilistiriyorum. Lateks islerini de gérmek i¢in sabirsizlaniyorum.

Sevgiler,

Mete

'Eski Kahramanlar Képriisii’niin ayaklarini da ne olduklarini anlamadan ¢cekmistim. Daha sonra izmir
Belediyesi'nin 1954 yilinda faaliyet raporu olarak bastirdig: Beyaz Kitap’ta gormiistiim. (Resim 10-11)

Palmiye ve Okaliptiis

“Tropikal iilkelerde ekonomik dneme sahip olan palmiyeler, Akdeniz iilkelerinde siis bitkisi olarak
yetistirilmektedir.” Dr. Ragip Esener’in Palmiyeler (1999) adl kitabinda belirttigi gibi, ashinda Tiir-
kiye’'ye 6zgii Datgca Hurmasi denen yerel tek bir tiir vardir, kent peyzajinda ¢ogunlukla ithal tiirleri
kullanilir.

19. yiizyil seyyahlarinin izmir resimlerinde daha ¢ok ézel miilklerin bahcelerinde gériilen palmiye-
lerin, kamusal alana yayilmalari Beh¢et Uz’un belediye baskanlhidi déneminde Kiiltiirpark’a ve sahil
boyuna dikilmelerinden sonra gergeklesir. Sancar Maruflu'nun' anlatimina gére: “27-30 Temmuz
1932 giinleri toplam 4000 adet palmiye, Izmir’in muhtelif yerlerine dikilmistir. 2000 Palmiye fidan
ise Gazi Heykeli'nin acilis téreninde halka dagitilmigtir. Izmir’in bazi yerlerindeki, Kiiltiirpark’taki
eski Palmiyeler Gazinosu’ndaki ve Kiilbana’daki Palmiyeler, 85 yil 6ncesinin ayakta kalan anitlaridir.”

(Resim 12 ve figiir 13)

Okaliptiis de palmiye gibi ithal bir agag tiiriidiir. 1912 yilinda Ticaret ve Zanaat Bakanhd Okaliptiis
adinda bir brosiir yaywnlar, agacin tiirleri hakkinda bilgi verir ve yetistirilmesini 6nerir. Avustral-
ya’dan getirilmis olan bu agacin en biiyiik 6zelligi ¢cok miktarda su ¢ekmesidir ve daha ¢ok islevsel
bir tiir olarak goériilmektedir. Kiitilkleri komiir havzalarinda maden diredi olarak, canlisi ise sitma
hastaliginin 6niine gegmek adina batakliklarin kurutulmasinda ve topradin ziraata uygun hale geti-
rilmesinde kullanilir. Ayrica kereste, kagit ve kimyevi madde endiistrisi de agaci ekonomik bir girdi
olarak degerlendirir. Bagbakan ismet inénii Ziraat, Dahiliye, Sthhat ve Iktisat Bakanliklarina génder-
digi 1936 tarihli yazisinda okaliptiis yetistirilmesi i¢in uygun yerlerin arastirilmas talimatini verir.
Orman Umum Midiirliigii’nce hazirlanan talimatnamede ilk etapta dikilecek yerler Antalya, Ceyhan,
Karatas, Kas, Biiyiik Menderes Nehri’nin denize dékiildiigii havza olarak gériinmektedir.?

Gergekten de halihazirda sulak bir bélgede yer alan izmir’de okaliptiis islevsel yonleriyle gok popii-
lerlesti ve sayisi artti. Ancak yakin zamanda yeralti sularinin azalmasiyla kent peyzajinda okaliptiis-
lerin tercih edilmedidi, hatta bazilarinin kesildigi basinda yer almaktadir. Uygun ortami buldugunda
olduke¢a yiiksek boylara ¢ikan fakat akilda kalici belirgin bir formu olmayan bu agag riizgarda sali-
nan dallan ve kokusuyla Izmir’in arka planinda varligimn siirdiirmekte.

'http://karsiyakahaber.com/yazarlar/sancar-maruflu/fuar-izmir-ve- kulturpark-gercegi/910/
®Dr. Fuat Adal’'nin 1944 yilinda yayinlanan “Sadlik Agaci Okaliptiis” adli kitabindan derlenmistir.




08.09.2022
Sevgili Metehan,

Uriin kataloglarinda, fotograflarinda buldugun asinalik, 1980’ler ispanyol mobilyalarinin bizim iize-
rinde biiytudiklerimize benzemesi oldukg¢a ilging. Sanirim senin islerini dinledikge aidiyet ve aidi-
yeti kuran kosullar iizerine diigsiiniityorum ben. Siradan, alelade olan objelerle nasil aidiyet kurarz?
Materyal ve zamansal etkilesimler siiphesiz ki bunun bir pargasi, sevilen aile bireylerinin bu objeleri
gecmiste kullanmis olmasi, iizerinde anilar biriktirmesi gibi... Ancak bu aidiyette rol oynayan top-
lumsal kosgullar da yadsinamaz; cogunlukla biz farkina bile varmadan belli objeler hanemize siziyor,
yasantimizin parcgasi oluyor. Bir objenin pesine diisiip, liretiminden dagitimina tiim asamalarini (hem
kamusal hem de 6zel alanda) takip etmekse toplumsal kullamim kilavuzuna géz atmak gibi, senin de
dedigin gibi.

Siradan objeler ve yasantilar: iizerine konusmak beni bir de muhafaza mevzusu tizerine diigiindiirii-
yor. Birsey bizim i¢in kiymetli oldugunda, genelde onu muhafaza etme diirtiisii beraberinde geliyor.
Bu diirtii, insan olarak zamanla kurdugumuz iligkinin her asamasina yansiyor, gengligimizi muhafaza
etmeye ¢alismamz, gegicilikle barigamamamiz, zamanin akisim tersine ¢evirmek veya durdurmak
icin durmadan kiirek gekmemiz: anti-aging kremleri, klima kontrollii arsiv ve koleksiyon odalar:
veya daha giindelik kullandigimiz araglar, buzdolaplari, tursulama ve kurutma siire¢leri.

Bu sergi icin konusmaya basladigimizdan beri aklima olan isim de muhafaza mevzusu iizerine, OI-
ciilii Ugraslar1 Olan Bir Operator (Dongiiler). 2018’de Sibel Horada, Lara Fresko Madra ve Seda Yorii-
ker’le strdiiriigiimiiz diyalogun sonucunda ¢ikan bu ig, bir heykelin, farkli yer ve zamanlarda aktive
olmasinin kayitlarindan olusuyor. Olciilii U§raslari Olan Bir Operatér, ici silika jel parcaciklariyla dolu
ahsap bir form ve iizerine asilmis, birbirine dikilmis mor lahana yapraklarindan olusuyor. Ilk asil-
diklarinda mosmor ve yayvan olan bu yapraklar siirecte silika jel taneleri nemlerini emip onlarn ku-
ruttukca iclerine doniip kigiiliiyor, pigmentlerini kaybediyor. Tamamen kuruduklarindaysa déngii
yeniden bashyor. Déngiiyil yeniden baslatan kisi cogunlukla ben oluyorum, bazense ben o sirada
serginin bulundudu sehirde dedilsem operasyonu baskas iistleniyor. $u ana kadar bu heykel 2018
yilinda Tophane’de, 2019 yilinda Maryland eyaletinde ufak bir sehir olan Salisbury’de, 2021°de ise
Akaretler’de aktiflesti. Olciilii Ugraslar: Olan Bir Operatér (Déngiiler) ise bu siireclerdeki kayitlardan,
yani kurumus lahana yapraklarindan olusuyor. Mekana ve zaman dilimine gore lahana yapraklarinin
her biri farklilasiyor, daimi bir muhafaza s6z konusu olmasa da doniisiimleri cergceve icinde yavasl-
yor; belli bir yer ve zaman dilimindeki etkilesimin kayitlar: olarak hayatlarina devam ediyorlar. Si-
lika jel cogunlukla farkl seyleri muhafaza etmekte kullanilan bir malzeme, 6zellikle deri tiriinlerde,
ila¢ ve elektronik endiistrisinde sikc¢a kullaniliyor, bunu ise nemi emerek, yani giiriimeyi 6nleyerek
yapiyor. Bitki kurutma siireclerinde de kullaniliyor. insan canli, degisken bir seyi neden muhafaza
etmek ister, zamanin akigiyla neden barisamaz? Onu o sekilde muhafaza etmek, o zamam saklamig
oldugumuz anlamina m1 gelir, zamani hapsetmek miimkiin midir? Biiyik ¢aresizliklere karsi muha-
faza etme eylemi de 6l¢iilii ve beyhude bir ugras midir? Bu projede boéyle sorulardan yola gikmigtim.
Ve hicbir seyi degistirme kudreti, giicii bulamadigimiz siyasi bir iklimde o lahanalan birbirine dik-
mek (oldukga kirilgan iki seyi birlestirmek) benim icin 6l¢iili bir ugrast. (Resim 18 ve 19)

Bugiin Gokova yolunda, okaliptiis agaglariyla dolu bir yoldan gectik. O sirada arabada o agaglarin
oraya gelisini anlatan kisi “Ve sonra batakliklar: kurutmak i¢in bu okaliptiisleri buraya diktiler, ¢iin-
ki okaliptiis biitiin nemi emer.” dedi. Ben de tipki silika gibi diye diisiindiim, 6l¢ek olarak bambagka
olsalar da nemi emerek ekosistemi degistirmeleri ve boylece ortamdaki diger aktorlerin zamanlari-
n etkilemeleri ortak 6zellikleri. Nem ve 1s1 zamanin geg¢isine hep ickin, hep baki.

Sevgiyle,

Giilsah

Resim 1: Resimli Bilgi, RBO1, 50x100cm, arsivsel pigment baski, 2012
Image 1: Pictorial Information, RBO1, 5§0x100cm, archival pigment print, 2012




Resim 3: Palmiye ve Okaliptiis,
Kula. Mensucat,
Bayrakl, Izmir, 2017

Image 3: Palm and Eucalyptus,
Kula Mensucat
Bayrakli, Izmir, 2017

Resim 4: Palmiye ve Okaliptis,
Bayrakl, Izmir, 2019

Image 4: Palm and Eucalyptus
Bayrakli, Izmir, 2019

Resim 2: Kahramanlar Képriisii
Izmir, 2019

Image 2: Kahramanlar Bridge
Izmir, 2019

Resim 14: Sena Bagéz
Nehir Yatagn

Yayimlayan: Onagore: 2021
Fotograf: Sena Bagéz

Image 14: Sena Bas6z
Riverbed

Publisher: Onagoére: 2021
Photograpy: Sena Baséz

rerdiniz?

Resim 15: Eva Hesse
Expanded Expansion, 1969
Kaynak: Guggenheim Miizesi

Image 15: Eva Hesse
Expanded Expansion, 1969
Source: Guggenheim Museum

Resim 16-17: Giilsah Mursaloglu
Atdlyeden iiretim siireci
gorselleri, 2022

Image 16-17: Giilsah Mursaloglu
Production process images from
the workshop, 2022



Resim 6: Dekor, D4, 66x90cm, arsivsel pigment baski, 2019
Image 6: Decor, D4, 66x90cm, archival pigment print, 2019




Resim 5: Dekor, D2, 100x7 1cm, arsivsel pigment baski, 2019
Image 5: Decor, D2, 100x71cm, archival pigment print, 2019

Resim 7: Kent Rehberi 2
detay, 36x150cm, 2019

Image 7: City Guide 2
detail, 36x150cm, 2019

Resim 9: Kent Rehberi posterleri
85x65cm, pigment baski
Versus Art Project, 2019

Image 9: City Guide posters
85x65cm, pigment print
Versus Art Project, 2019

Galvanizciler

Garajlar (Bak. Oto Garaijlari)
Garaijlar (Bak. Kara Nakil Vasitalari)
Gaz Sobasi (Bak. Soba)

Gazete Bayileri

Gazete Muhabirleri (Bak. Muhabirler)
Gazete Muharrirleri (Bak. Muharrirler)
Gazete Mimessillikleri

Gazete Sahipleri

Gazeteler

Gazino Sahipleri

Gazoz Fabrika ve imalathaneleri

Resim 8: Kent Rehberi 2
8 adet 36x150cm, dijital bask:
Versus Art Project, 2019

Image 8: City Guide 2
8 pcs 36x150cm, digital print
Versus Art Project, 2019



Resim 10: Kahramanla; Kopriisii,
Izmir, 2019

Image 10: Kahramanlar Bridge,
Izmir, 2019

Resim 11: Kahramanlar Kopriisii
Izmir, Beyaz Kitap

Izmir Belediyesi, Devlet
Demiryollar1 Matbaasi, 1954

Image 11: Kahramanlar Bridge,
Izmir, White Book

Izmir Municipality, State Railways
Printing House, 1954

Nesriyat Miidiirliigi

Genel Sayi:

609

Pratik Kitaplar
Sayi: 3

SAGLIK AGACI

Okaliptis

Resim 12: Enternasyonal
Izmir Fuan 1939 Katalogu,
LEF.

Image 12: International
Izmir Fair 1939 Catalog,
LE.F

Resim 13: Saghk Agaci
Okaliptiis, Fuat Adali,
Ziraat Vekaleti Nesriyat
Miidiirliigii

1944

Image 13: Eucalyptus the
tree of Health, Fuat Adali,
Ministry of Agriculture
Directorate of Publications
1944
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Resim 19: Giilsah Mursaloglu }
Olgiilii Ugraslar Olan Bir Operatdr (Uretim siirecinden gorsel)
2018. Fotograf: Deniz Ezgi Siirek

Image 19: Giilsah Mursaloglu
An Operator with Measured Endeavors, 2018 (An image from the creation process)

Photography: Deniz Ezgi Siirek
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Resim 18: Giilsah Mursaloglu, Olgiilii Ugraslarn Olan Bir Operatér
2018 (Sibel Horada’nin Bir I¢ Mekan Bahgesi isimli sergisinin i¢inde)
Fotograf: Deniz Ezgi Siirek

Image 18: Giilsah Mursaloglu, An Operator with Measured Endeavors
2018 (in An Internal Garden, a solo exhibiton by Sibel Horada)
Photography: Deniz Ezgi Siirek



10.08.2022
Dear Giilsah,

I'm writing to invite you to work with me on an exhibition Sevim Sancaktar is organizing at Milli
Reasiirans Art Gallery. Through this exhibition, we might have an opportunity to start a dialogue,
contemplate and consider our works together. The exhibition focuses on the memories of objects
from daily life and art history, and aims to engage contributors working across different disciplines.
Contributors are expected to pick objects they feel affiliated with and reflect on them by touching
upon their manifold meanings, migrations, particular temporalities, and contexts. I hope that this
invitation will intrigue you and you would be willing to participate. During our time together at the
SAHA Studio residency in 2020, I got to know your projects closely. And upon seeing your post in the
border_lessartbookdays account last week, I immediately wanted to write to you about this project.
If you allow me, I'd like to quote you here:

“Ever since I started making, I've been interested in ubiquitous things that surround us, mundane
objects that we regularly use, but rarely think about. Some of my collaborators during this process
have been toothpaste, vitamin C tablets, silica gel, copper, potatoes, and eggshells. Today I would
like to introduce the Object Lessons series, a project that focuses on such ordinary objects. I was intro-
duced to it in 2018 through Michael Marder’s contribution, Dust. Later, I tried to purchase each book
from the series covering the specific materials/objects I was using in my projects. Object Lessons is a
collaboration between The Atlantic and Bloomsbury and it has a growing selection. Each book I read
from the series had a different approach; some of them tackled the object in a question in a more phil-
osophical manner like Michael, while others focused on its history, and some approached the thing
through a personal lens. The amount of available information regarding a mundane object can be
intimidating while embarking on new research. I can say that this series has been a good guide and
a fellow traveler to me in that respect, by providing various specific and fruitful reference points.”

Your words made me think of our visit to the General Directorate of Natural Disasters in Ankara. We
went there with Ozgiir and Ayca and photographed it. This expansive campus housed wood and
metal workshops, storage spaces, labs, and archives. When we found out that it was to be demol-
ished, we wanted to go there to document it. These spaces of production and archives built over long
periods of time were abandoned, waiting to be demolished. We were particularly enchanted with
the agricultural lab; the visual information and instructions written on the walls, bottles of chemical
solutions, seeds, and dried plants were striking in this abandoned space. Photos displaying how to
care for certain agricultural products, and how to grow and process trees were hung on the walls. To
encounter images of these processes which actually did take place on this very campus created an
uncanny feeling. While I was working on the attached collage (Image 1) for the Illustrated Informa-
tion series, [ used a photo I took at this lab, as well as photos of the wooden box with handles and filter
papers I borrowed from there. I photographed these two objects later at home. In the collage, we see
two images of the wooden box side by side: as it was left on the counter of the lab, and on a snowy
landscape. During the 1970s in Turkey, many households had a copy of Resimli Bilgi Ansiklopedisi
[The Encyclopedia of Illustrated Information]?, and because it was organized around an alphabetical
index, its pages brought together irrelevant entries side by side according to their first letter, inde-
pendent of their larger contexts. A disease, an object, an animal, a plant, or a historical event. I aimed
to create a similar sensation with this collage. I wanted the viewers to create stories by associating
things. [ wasn’t able to preserve the box, but I kept the filter papers with me for a while.&3

Love,

Mete

'Resimli Bilgi Ansiklopedisi [The Encylopedia of Illustrated Information] was the Turkish version of Conoscere [To
Know], the illustrated encyclopedia for children that was published by Fratelli Fabbri Editori in the 1960s.

11.08.2022

I was about to fall asleep, but then I had a thought. Would it be interesting to talk about palms and
eucalyptus trees? Because of their relationship to the city. /'@ Now, drifting off to sleep.

With love,

m.




12.08.2022
Dear Metehan,

I remember these filter papers from your table at SAHA Studio. You had told me about them at the
time, and we were looking at them together. I wonder what they were used for in the lab, to mea-
sure what? Everything in labs revolves around control, that’s why the sense of forsakenness and
abandonment in this image is especially striking. But what intrigues me more about the filter papers
is how their sensitivity transforms over time. The sensitivity they embody through the coating that
was applied on them for a particular purpose is there for them to measure and calculate things. And
this function doesn’t stop just because people have abandoned them and left; the action continues. It
interacts with the light and humidity in the room, and maybe even with the various microscopic life
forms present there.

I try to underscore the vibrancy of objects and matter with every project I do. And I sometimes think
about whether I should form a new value system that responds to this vibrancy. Nevertheless, [ try to
approach the objects around me with as much care as possible. Currently, I'm working on a project
with latex. As a material, it is just like your filter papers, in the sense that its agency is ever-present. It
is also akin to the body; it stretches, comes loose, and sways. I'm trying to screen print on it, using it
as a surface. But I'm certain that it will change its color once exposed to daylight. I've placed a sam-
ple by the window, and I've been observing how it behaves day by day. No object is exempt from
the passage of time or its traces.

I think it would be good to continue our conversation by focusing on a specific object. What made
you think of palms and eucalyptus trees? Can you explain that a little bit?

With love and warmth,

g.

14.08.2022

Hi Giilsah, it’s cloudy here and still humid.

When I read your e-mail, I realized that I've been interested in abandoned spaces for similar reasons.
How the exterior weather conditions slowly seep in as the people leave, the rain that comes in as the
windows break, and various plants and animals that infiltrate. The furniture that gets wet and starts
to disintegrate as the water leaks through the ceiling. The state of change materials such as textiles,
wood, glass, plastic, and metal go through. As you also mentioned, the vibrancy of objects continues.
How are you screen-printing on latex, can you talk about the process? X I'm also curious about the
outcomes.

When I was living in Izmir, [ used to go to group therapy once a week. On my way there, as I got out of
the metro station, I had to go through the Kahramanlar Bridge to get to Alsancak. The water levels of
the canal the bridge was standing on shifted daily, ascended, and descended according to rain. And
the metal legs of the bridge accumulated various stuff carried by the water (Image 2). Depending
on the water levels, each metal leg housed a different selection. Industrial materials, bits of sponges,
tarps, curtains that seemed like they flew out of apartments and fell into the water, comforters, mat-
tresses, clothes, branches, straws, and leaves. Occasionally the water would go down, and the legs
would get rid of their burdens. Then I would realize that the municipality cleaning team was there
before me, and regret not seeing the final constellation of materials.

Palms and eucalyptus trees (Image 3) were introduced to Izmir’s landscape simultaneously, during
the 1930s. Eucalyptus trees were planted to dry wetlands and prevent the spread of malaria in agri-
cultural areas, while palms were planted to create a Mediterranean atmosphere, and were employed
as a visual design element. As I ran into these trees in different parts of the city, I wanted to research
and learn more about them. Over time they spread across various parts of the city and reproduced
in the most unexpected places. In certain cases, the function of the space they were planted in has
also changed. (Image 4) The local governments and locals were narrating these beings which were
used as urban design elements through different perspectives (in terms of their benefits and harms,

indigenousness and alien status, and in relation to nostalgia).

If we were kids around the same time, we would probably throw things in a pond and kneel down to
observe their effects. We could throw things in it one by one, just to see what will happen.

Love,

m.




17.08.2022
Dear Metehan,

For the past week, I've been waking up to heat warning notifications on my phone almost every day.
The temperature goes above 30°, which is very high compared to Berlin’s regular climate. Since
the city hasn’t been designed with such high temperatures in mind, I sometimes feel like its veins
are being challenged; they’re expanding with pressure. Just like the palm and eucalyptus trees that
were brought to the city as foreigners, high heat is an alien here in Berlin. Even though it hasn’t been
directly placed by human hands, it’s an uninvited guest that arrived at the scene as a consequence
of people’s long-lasting habits.

I remember seeing the legs of the bridge in your works and being fascinated by them. Now that I
know their background, they make even more sense. They make me think of Sena’s (Bas6z) recent-
ly published book Riverbed. During her residency at Basel, Switzerland where she conducted the
research for this book, Sena asked archivists and immigrants “What would remain if the river Rhine
stopped flowing one day? What would you like to keep?”. Whereas in your images the legs of the
bridge are the decision-makers; they choose what to keep. This summer river Rhine’s water level has
actually fallen from 3 meters to 85 centimeters because of such high temperatures, and as a result, a
lot of the cargo vessels can’t go through it anymore. (Image 14)

I think another common denominator between my interest in materials, and your approach to spaces
is a particular childish curiosity. You're right, if we were kids together at the same time, we would
be throwing things into a pond, and watching their impact. I believe curiosity plays a vital role in art
production; as artists, we get curious about things; then we pursue them, trying to make sense of it.
I can say that the latex project started in a similar manner. I was in the art store looking for materials
for another project, and I came across a roll of latex. Even though I've never worked with it, I've al-
ways had a soft spot for this material because of the place it holds in Eva Hesse’s practice, one of my
first art heroes. Since I've been learning screen printing in the past months, I wanted to see how this
oscillating material would change with an image on it, and how it would react to an image. The fact
that the Guggenheim Museum recently restored and is currently exhibiting Hesse’s piece Expanded
Expansion after 35 years and seeing the changes it’s been through in the images sparked my curiosity
even further. I just finished the print yesterday, and even during this very short process, my finger-
prints and the daylight that seeps into the print studio left palpable traces on it. I can’t wait to see how
it transforms in the long run. (Image 15-16-17)

What did you find out about eucalyptus and palm trees in your research? How did people talk about
them? Were there any challenges that were faced during their integration into the city? Isn’t it strange
to conceptualize a living thing as an element of urban design?

With love,

Giilsah

02.09.2022

Dear Giilsah, I'm sorry. Time has been running so fast, that I'm only now finding the time to respond
to your email, so many days later. But it was really nice to meet up twice in between emails and talk
face to face. I came across Sena Basoz’s book about the river Rhine at the border_less art book days,
thank you for reminding me about it. The fact that she conducted interviews with different groups in
the city builds a layered narrative within the book. While preparing for my solo exhibition Dekor in
2019, I was going through my own archives, and I realized that I've repeatedly taken images of the
legs of the bridge with my phone camera at different times. In Izmir, I was mostly going around by
public transport, taking the metro, tram, and train. In doing so, I was enjoying watching and docu-
menting the city from different heights and at different paces. And as I walked towards various public
transport stops, I was shooting things that I couldn’t identify!. For the exhibition, I combined images
of the things that were stuck to the bridge’s legs -these images of low water that shined the concrete
surface- with found images of interiors. The photographs within a Spanish catalog of furniture and in-
terior decoration from the 1980s closely resemble our households. The kitchen cupboards, bedroom
furniture, and chairs that recently belonged to middle-class homes in Turkey. To find out that the fur-
niture of the homes we were born into, the carpets we crawled on, the objects that surround us, the
clothes that we wear, the public transport vehicles we take, the apartments we live in, even the roads
we take, the cities we reside in -whatever we cherish and consider special- have been designed by
someone else and produced in bulk... To come across local and international publications that have
been disposed of by private and public libraries in second-hand bookstores is like encountering a
user’s manual for society. You can find a technical manual, statistical report, and personal photos of
the same thing on a single shelf. And I like perpetuating this game. I attached the images of the legs
of the bridge to photos of chairs, bedroom furniture, and kitchen cupboards (image 5 and 6). One
often builds a personal connection with commercial photos of products, where people are absent.
Through these photos, we both look at the images of the products and reminisce about our memories
with them, and the smells and textures we associate with their materials.

In the Dekor exhibition, I also investigated the manifold layers within the city through a phone direc-
tory. Within the occupations section, professional fields were listed alphabetically just like in an en-
cyclopedia, creating coincidental juxtapositions as in public space. I was stunned by the possibility
of imagining the city just through text, without using any visuals.& First, I listed the occupations from
an Izmir phone directory dated 1971 (Image 7 and 8). There were many professions that are still rel-
evant today, as well as many that no longer existed. I also designed posters in which I combined the
twofold entries that were used to mark pages from the phone book with various images (like Gazete
ler-Gazinolar [Newspapers-Clubs]) (Image 9).

Coming back to the subject of palms and eucalyptus trees, we were able to get a hold of various
books on eucalyptus trees while gathering source materials for the Authors of the City exhibition at
Studio X. However, we only found one book on palms, and that was a rather recent publication. I'm
attaching the text that we used in the exhibition here. I can’t wait to see your latex pieces.

Love,
Mete
Palm Tree and Eucalyptus

“Palms have economical value in tropical countries but are grown as ornamental plants in Mediter-
ranean countries”. As Dr. Ragip Esener states in his book dedicated to palm trees (1999) there is an
endemic palm species in Turkey called “Datga Date Palm”, but imported species are often preferred
in landscape design.

Until the 19th century, only a few palms appeared in travelers’ paintings. Their appearances in the
photographs became more frequent during Mayor Behget Uz’s tenure when they were planted across
Kiiltirpark and along the coast. Even though they don’t provide an effective shade, palms were pre-
ferred for aesthetic reasons, to assign Izmir a semi-tropical Mediterranean city identity. According to

1 took images of the legs of the Old Kahraman Bridge without knowing what it was. Later, I found out about it when I saw it in
Beyaz Kitap [White Book], the annual report published by the Izmir Municipality in 1954. (Image 10 and 11)




Sancar Maruflu?: “4000 palms were planted in various places in izmir between July 27-30, 1932. And
2000 palm saplings were distributed to the public at the opening ceremony of the Gazi Statue. The tall
palms that had been planted in Palm Gazino and Club Kiibana in Kiiltiirpark are living monuments,
honoring this 85-year-long history.” (Image 12 and 13)

Eucalyptus is an imported species just like palm. In 1912, the Ministry of Commerce and Crafts pub-
lished a brochure titled Eucalyptus, providing information about the species, and offering sugges-
tions about the locations it might thrive in Turkey. The outstanding feature of this tree imported from
Australia is its ability to drain water. Its logs are used in coal mines, and with their ability to absorb
moisture, they avert malaria and dry the wetlands, making the soil suitable for agriculture. Addi-
tionally, the wood, paper, and chemical industries also consider the tree an economic input. In 1936,
Prime Minister ismet Inénii gave instructions to several ministries to investigate suitable places for
the cultivation of eucalyptus. The top priority places chosen by the General Directorate of Forestry
were Antalya, Ceyhan, Karatas, Kas, and the basin where Biiyiik Menderes River runs into the sea?.

Indeed, eucalyptus trees, which were already located in the wetlands, became very popular in izmir
with their functional aspects and increased in number. However, due to the decrease in underground
water, eucalyptus trees are no longer preferred in urban landscapes; some of the existing ones have
even been cut off. These tall trees do not have conspicuous forms, but they silently exist in the back-
ground with their branches swaying in the wind and their nice odor. In Izmir, we can say that euca-
lyptus is a recessive sibling to the flamboyant palm tree.

thtp://karsiyakahaber.com/yazarlar/ sancar-maruflu/fuar-izmir-ve- kulturpark-gercegi/910/
SGathered from Dr. Fuat Adali’s book “Eucalyptus, The Health Tree”, published in 1944.

08.09.2022
Dear Metehan,

The familiarity you find in product catalogs and photos, and the similarity between the 1980s Spanish
furniture and the ones we grew up on are quite interesting. I think the more I learn about your works,
the more I associate them with a sense of belonging and the terms that establish this sense. How do
we get attached to common, ordinary objects? Material and temporal interactions definitely play a
role here. For instance, if a beloved family member used these objects in the past and accumulated
memories with them, it inevitably changes our approach to them... But we can’t also overlook the so-
cial conditions that are at play. Objects often make their way into our apartments without us knowing
and become part of our lives. To pursue the journey of an object from its production to dissemination
with all its steps (both in public and private spaces) is like getting a glimpse of a user’s manual for
society, as you've phrased it.

Talking about ordinary objects and their lives also makes me think of preservation. Once something is
valuable to us, we immediately get the impulse to preserve it. This urge manifests itself in our relation-
ship to time every step of the way. We try to preserve our youth; we can’t come to terms with ephem-
erality, and we constantly make an effort to change the course of time or to halt it through anti-aging
creams, climate-controlled archives, and collections or via some of the more mundane devices we
regularly employ such as refrigerators and the tools that we use for pickling and drying processes.

Ever since we started talking about this exhibition, I've been thinking about a piece of mine that
also reflects on preservation: An Operator with Measured Endeavors (Lapses). This piece which was
the outcome of an ongoing conversation with Sibel Horada, Lara Fresko Madra, and Seda Yoriiker in
2018 comprises records of a sculpture that gets activated at different places and times. An Operator
with Measured Endeavors consists of a wooden form filled with silica gel particles, and suspended
cabbage leaves that are sewn together. While the cabbage leaves are bright, purple, and broad at
the beginning of the process, they slowly shrink in size, turn inwards, and lose their pigments over
time as the silica gel particles absorb their moisture. Once they are completely dry, the cycle starts
over again. Usually, I'm the one who initiates these cycles, but in certain cases when I'm not present
in the exhibition space, somebody else assumes this responsibility and takes over the operation.
So far, the sculpture has been activated at Tophane in 2018, at Salisbury, a small town in Maryland,
in 2019, and at Akaretler in 2021. An Operator with Measured Endeavors (Lapses) brings together
records of these processes, namely the dried cabbage leaves. According to the time and space of
the operation, each set of cabbage leaves behaves differently and varies in form and color. Even
though permanently preserving them may not be an option, their transformation slows down within
the frame and they continue their lives as chronicles of interactions that have taken place at partic-
ular spaces and times. Silica gel is a material that is often used to preserve things such as leather
goods, drugs, and electronics. It conserves things by draining their moisture, thus preventing decay.
It is also employed in plant drying processes. Why would one want to preserve a living, changing
thing? Why is it so difficult to come to terms with the passage of time? Does preserving something at a
particular moment mean that we have managed to keep that time? Is it possible to encapsulate time?
Is preservation a measured and futile endeavor against grand despairs? These were the questions
that led me to this project. And within a political climate where we can’t find the strength or capacity
to change anything, sewing those cabbage leaves together (merging two fragile entities) was a mea-
sured endeavo that temporarily relieved me. (Image 18 and 19)

Today we passed through a road surrounded by eucalyptus trees on our way to Gékova. The person
who was driving the car was talking about them saying “Then they planted all the eucalyptus trees
here to dry up the swamps because eucalyptus trees absorb all the moisture that is around.” Then I
thought to myself that the eucalyptus trees are just like silica gel, their scales may differ, but they both
change ecosystems by draining the moisture and subsequently changing the temporality of other ac-
tors in that environment. Humidity and heat are always intrinsic to the passage of time, always extant.

With love,

Giilsah
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A Dblack box measuring roughly twenty cen-
timeters by thirty centimeters. Its metal case
consists of three rectangular pieces. The edg-
es of each piece are rounded. Along the cen-
ter of the pieces are five small openings laid
in a row and covered with glass. Three metal
levers are attached to the right side of the box
in exact alignment with the openings. This
unusual object was stationed in my grand-
mother’s front room. It was mounted on the
wall above eye level, just within arm’s reach.
The industrial look of the metal surface would
stand out among all the household items and
would make me, even a kid, feel that it did not
belong in that space. Occasionally, a sharp
buzz would shake the metal box, and at the
same time a number would drop into the glass
cells: 3, 7, 12, ...15. After making a mental
note of the number, my grandmother would
push back one of the levers on the side and
the number would disappear back into the
box. Then she would make her way upstairs to
see to the request of the flat that rang the bell.

The objects and places of childhood stick in
our memories with such surprising clarity.
This object, whose name I did not know at the
time or bothered to learn, but which has con-
tinued to occupy a corner of my mind all these
years, was a caretaker’s call board. It was a
built-in fixture of my grandparent’s caretak-
er’s flat in the Giilbol Apartment Building.
They moved into this flat with their five chil-
dren in 1970, shortly after the construction of
the building was completed. My grandmother
continued to work as the caretaker after the
death of her husband in 1980 up until her re-
tirement in 2000. My grandmother’s house
was the place where my cousins, my brother
and I spent the sweet hours of our childhood.
A caretaker’s flat consisting of two rooms and
a narrow kitchen in which two people could
hardly stand. The large garden of the apart-
ment block to which it gave direct access
made up for all the shortcomings of the limit-
ed space of the flat for us children.

When I think about it now, I realize that the call
board was one of the things that defined my
grandmother’s house, just like sofas against
the wall, back cushions filled with straw, the
hand-knitted mat, the small Numan brand
black-and-white television with its triangular
prism case, and the wooden chest with its pile
of quilts and duvets on top taking up a corner
of the back room. Of course, this call board
was only one of many pieces of furniture, sur-
faces, and thingies found in the house. Yet,
unlike the other things that were put together
by its occupants, it was an object assigned to
that space from outside. It would remind of it-
self with the untimely ringing, interfering with
the routine of the household. I remember feel-
ing an unnamed uneasiness when it rang. I
guess I resented the fact that my grandmother
had to climb up and down all those floors in a
building with no elevator just to run a single
errand or pay a bill. In a way, the call board
was the manifestation of an unequal mecha-
nism implemented from the top down, infil-

trating into the privacy of a home. Also, it was
the most distinctive sign of that intermediate
place called the caretaker’s flat, which owes
its existence to the job description it bears in
its name.

Objects and spaces not only mark our person-
al histories, but also shed light on the story of
the society we are a part of. My grandmother’s
tiny caretaker’s flat and the call board placed
on the most visible wall of the flat harbor a
larger set of societal meanings that are not
limited to our lives. Today, it is a difficult task
to track down a completely anonymous in-
dustrial object such as a call board. Fortunate-
ly, Yesilcam Cinema, a witness of our social
memory, took notice of this unusual object.
A smaller version of the same call board ap-
pears at the beginning of the movie Kapicilar
Krali (The King of Doormen). It is featured in
a scene where the main character, played by
Kemal Sunal, grumbles about the impatient
upstairs residents who keep summoning him.
The brand logo, visible in the close-up, indi-
cates one of the largest manufacturers of au-
tomatic door operators and audio-video com-
munication systems still in operation. It would
not be groundless to state that the company,
which was founded in 1960, coincided with
a turning point in the history of urbanization
in Turkey. As the rapid rise in population in
cities in the 1950s and ‘60s coincided with
legislative regulations that paved the way
for the property ownership law, apartment
buildings became the dominant feature of the
urban landscape. Especially for apartments
building with multi-units and central heating
systems, caretakers were imperative. At this
precise period, the caretaker call board en-
tered into circulation as a domestic industrial
product that would enable the negotiation of
the new social roles and relations induced by
the apartment building boom. This electrical-
ly powered mechanical device mediated the
service demands of the middle classes, who
reinforced their urban identity that gained al-
titude with promises of modern apartment liv-
ing. Undoubtedly, there are similar examples
of caretaker’s call boards in history. In nine-
teenth-century Britain, for instance, country
houses were equipped with a device called
the servant’s bell. The bells which were trig-
gered by corresponding cables wired in dif-
ferent sections of the house were placed on a
board with labels under each bell. As such, the
servants could follow up on any call from any
room. We can say that these devices, which
were upgraded to electricity in the first half of
the twentieth century, have a kinship with the
doorman call boards installed in apartment
buildings. In both cases, we are looking at a
technology that regulates class roles between
those above and those below.

The caretaker’s flat, just like the caretaker’s
call board, was a by-product of the social
transformation after 1950. Indeed, it is pos-
sible to trace the history of the caretaker’s
apartment as a type of dwelling back to the
end of the nineteenth century, to the first
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Yaklasik yirmi santimetreye otuz santimetre biiyiikligiinde siyah bir kutu. Metal kasasi
ii¢ ayr dikdortgen dilimden olusuyor. Her bir dilimin kenarlarn yuvarlatilmig. Dilim-
lerin ortasinda birbirinin pesi sira camla kapli beser g6z dizili. Kutunun sad yanina
bu gozlerle hizal ii¢ metal kol iligtirilmis. Bu alisilmadik nesne anneannemin evinin
bahgeye acilan 6n odasinda bulunuyordu. G6z hizasimin iistiinde elle uzanarak eri-
silebilecek bir yiikseklikte duvara monte edilmigti. Kara metalin endiistriyel yiizeyi
onca ev esgyasinin arasindan siyrilir, gocuk goéziimle bana bile bulundugu mekana ait
olmadidim hissettirirdi. Arada sert bir zil sesi bu metal kutuyu titretir, ayni anda cam
hiicrelerin igine bir numara diiserdi: 3, 7, 12, ... 15. Anneannem diisen numaray1 zih-
ninde not ettikten sonra yandaki kollardan birini yukan iter, rakamlar kutunun igine
geri kaybolurdu. Sonrasinda da zile basan dairenin istedini 6grenmek iizere yukari

katlara ¢ikarda.

Cocuklugun nesne ve mekanlarn sasirtici bir ber-
raklhikta hafizamizda yer ediniyor. O vakit adini
bilmedigim, 6grenmeye gerek de duymadidim,
ama bunca yil boyunca siiphesiz aklimin bir koé-
sesini mesgul etmis bu nesne bir kapici ¢adri pa-
nosuydu. Dedem ve anneannemin Giilbol Apart-
mani’'ndaki kapici dairelerinin sabit esyasiydi. Bu
daireye apartmamn ingaatinin tamamlanmasin-
dan kisa bir siire sonra 1970 yilinda yerlesmisler
bes c¢ocuklarnyla. Esinin 1980 yilindaki vefatin-
dan sonra anneannem kapici olarak ¢alismaya
devam etmisti, ta ki emekli oldugu 2000 yilina
kadar. Kuzenlerim ve kardesimle benim i¢in ¢o-
cuklugumuzun tatll saatlerinin gectigi yerdi an-
neannemin evi. iki géz oda ve iki kisinin ayakta
durmakta zorlandid: dar bir mutfaktan ibaret bir
kapici dairesi. Dogrudan agildid: genis apartman
bahgesi, evin kisith mekamnin tiim eksikliklerini
biz ¢ocuklar i¢in telafi ederdi.

Simdi diisiiniince ¢agr1 panosunun anneannemin
evini tamumlayan seylerden biri oldugunu gorii-
yorum, tipk: duvara yash divanlar, ot yastiklar, el
orgiisii paspas, iiggen prizma kasasiyla Numan
marka kiigiikk siyah-beyaz televizyon, arka oda-
nin bir késesini tutmus yiiklitkk gibi. Elbette evin
tiirlii esyasi, yiizeyi ve 6teberisinden yalnizca bi-
riydi bu pano. Ancak evin sakinlerinin seg¢ip bir
araya getirdigi seylerden farkli olarak o mekana
disaridan atanmis bir nesneydi. Olur olmaz za-
manlarda ¢alan ziliyle kendini hatirlatir, evin dii-
zenine miidahale ederdi. Zilinin ¢aldid: o anlarda
adin1 koyamadigim bir huzursuzluk hissettigimi
animsiyorum. Anneannemin tek bir siparis ya da
o6denecek bir fatura i¢in asansoérsiiz binada onca
kat1 inip ¢ikmak zorunda kalmasina igerliyordum
saninnm. Cagr panosu yukaridan asad: kurulan
esitsiz bir diizenegdin evin mahrem alanina kadar
sizan tezahiiriiydii bir nevi. Bir de kapici daire-
si denilen, varligini adinda tasidigi is tamimina
bor¢lu o ara mekanin en belirgin niganesi.

Nesneler ve mekanlar kendi kigisel tarihlerimize
centik atmakla birlikte parcasi oldugumuz top-
lumun hikdyesine de i1si1k tutar. Anneannemin
kiiciik kapici dairesi ve bu dairenin en goériiniir
duvarina yerlestirilmis cadr: panosu bizim hayat-

larimizla sinirli olmayan toplumsal anlamlar: barindiriyor. Cagr: panosu gibi tiimiiyle
anonim bir endiistri nesnesinin giiniimiizde izini siirmek pek gii¢ bir is. Neyse ki top-
lumsal hafizamizin tamidn Yesilcam Sinemas: bu aligilmadik nesnenin bahsini diismiis.
1976 tarihli Kapicilar Krali filminin basinda goriiniir ayni ¢agr: panosunun bir boy kii-
¢ligi. Kemal Sunal’in canlandirdidi ana karakterin kendisini cadiran sabirsiz apartman
sakinlerine verip veristirdigi sahneye konu olur. Yakin plan ¢ekimde goériinen marka
logosu bugiin hala faaliyette olan, kapi otomatigi ve sesli-goriintiilii iletigim sistemleri-
nin en bilyiik iireticilerinden birine igsaret ediyor. 1960 yilinda kurulan sirketin Tiirkiye
kentlesme tarihinde bir dénemece denk diistigiinii séylemek yersiz olmaz. 1950’ler
ve 1960’larda biiyiik kentlerin yasadid: hizli niifus artisi kat miilkiyetinin 6éniinii agan

apartment buildings built in Istanbul. How-
ever, the caretaker position defined at the
time by the apartment living in Beyoglu and
Galata was an extension of the Parisian insti-
tution of the concierge.” And the caretaker’s
flats on the ground floors were designed from
the very beginning as a part of the apartment
building they were located in. On the other
hand, from the 1950s onwards, the caretaker’s
flats in the apartment buildings that sprouted
in the big cities were often the product of flim-
sy interventions during or after construction.
We do not have much information about these
living areas that were either converted from
leftover spaces such as basements or boiler
rooms, or patched up as cursory additions to
the gardens of apartment buildings. The dis-
cipline of architectural history has remained
indifferent to the subject. Apart from a few
studies conducted in the field of urban sociol-
ogy, caretakers’ apartments have not been the
subject of scholarly study. On the other hand,
we see that they were mentioned in various
regulations and legal documents, and were
discussed in connection with efforts to de-
fine the caretaker profession and regulate the
housing needs of caretakers.

So, how can we even visualize the reality of
these dwellings - they were mostly ignored
by public debate, and, despite being located
in the central neighborhoods of the city, were
identified with the unqualified housing con-
ditions that were deemed good enough for
their residents. We can rely on the guidance
of personal testimonies on the one hand, art
and literature on the other. Here, I'd like to
mention Giilsiin Karamustafa’s Kapici Dairesi
[Flat of the Concierge]. This artwork, dated
1976, is one of the few representations of the
caretaker’s flat in visual art. Positioning us,
the viewers of the painting, as a resident of
the apartment building, Karamustafa reveals
the inside of the caretaker’s flat. The interior
behind the threshold defined by a pink door
frame stands in stark contrast to where we are
as spectators. Behind the plain walls painted
with a neutral tone, we look at a space that is
deprived of natural light and, to the extent of
its deprivation, is immersed in a riot of col-
ors. On the other side of the threshold stands
a mother with her baby in her arms and two
kids by her side with embarrassment in their
eyes. Colors and shapes that define the fig-
ures’ layers of clothing blend with the patterns
of the carpet, sofa, and cushions in the back-
ground, making the constricted space of the
caretaker’s apartment tangible for us. Let us
remember, this space, which the caretaker’s
family tries to turn into a home for themselves
with heaps of objects, is most likely convert-
ed from a portion of the basement or the boil-
er room. The rough flooring covered by the
carpet, and the hot water pipes painted in the
same blue color as the walls indicate the later
function gained by the place as the flat of the
caretaker.

I am acquainted with some details of the care-
taker’s flat depicted by Karamustafa as a mi-

crocosm in its own right. My grandmother
once mentioned: When it was decided that
she and her family would move into the Giil-
bol Apartment Building, she reached out to
Mehmet Bey, one of the property owners from
the same village as her, and secured to add
a section of the boiler room to the flat which
was originally designed as one room. To let
the light come into this room that was buried in
the hillside the building sits on, they opened
a deep window well above eye level. This
deep window, to which we would occasional-
ly pull ourselves to sit in, was one of the pecu-
liar things that made my grandmother’s small
house interesting for us children.

Certainly, not all caretaker’s flats were as
generous as my grandmother’s, despite its
inadequacies as a dwelling. I remember hav-
ing gone to the flat of a dear classmate from
primary school. The family of my friend, who
I later learned had been accepted to the vi-
olin department of the conservatory, lived in
the caretaker’s flat in an apartment building
on the main shopping street of the district
we lived in. The flat, which was reached by
stairs from the street level, had no windows.
The caretaker’s flat was squeezed under the
apartment building’s garden that was cov-
ered with concrete, and perpetually dark
rooms were supposedly illuminated by the
skylights placed on the concrete floor above.
Every time [ walked past their house, my eyes
caught the dirty Plexiglas ledges on the gar-
den floor, and I felt rage mixed with bewilder-
ment at this unfair situation the owners of the
apartment building ignored.

With the central heating pipes visible in the
background, Giilsiin Karamustafa’s painting
notes down another familiar image in a care-
taker’s flat. In my grandmother’s house, there
were two heating pipes that ran from wall to
wall in both rooms, parallel to the ceiling. I re-
member that, despite all the warnings, as kids,
we would hang on these thick pipes carrying
hot water and insulated with plaster cloth, to
play. Of course, there is also the caretaker’s
call board. Karamustafa’s painting does not
include this industrial object that I identify
with my grandmother’s house. But, it is there
in disguise, as the diaphone attached at the
entrance of the flat. Fundamentally, both de-
vices serve the same function. They provide a
one-way communication under the control of
the person who rings the bell, or the one who
picks up the receiver.

*khk

Objects enter our lives, at times, by choice
or, at times, as a result of the era and circum-
stances we are in. They might be useful to us.
We might desire to own them simply because
they are pleasing to the eye. They might have
been forced upon us, by persuasion or force.



*“Kaplcﬂar,” Diinden Bugiine
Istanbul Ansiklopedisi

2. Basim (Istanbul: Kiiltiir
Bakanligi ve Tarih Vakfi, 2003)

yasal diizenlemelerle birlesince kent peyzajinin basat unsuru haline geldi apartmanlar.
Ozellikle ¢ok daireli, kaloriferle 1sinan binalar igin kapici tutmak bir zaruretti. iste tam
da bu dénemde, apartmanlasmanin getirdidi yeni toplumsal rol ve iligkilerin miizakere
edilmesini saglayacak yerli bir sanayi iiriinii olarak dolasima girdi kapici ¢agri panosu.
Elektrikle ¢alisan mekanik aksaml cihaz, kentli kimliklerini modern apartman yasami-
mn vadettidi irtifa kazamimiyla pekistiren orta siniflarin hizmet talebine aracilik ediyor-
du. Siphesiz kapici ¢agri panosunun tarihte benzer érnekleri var. On dokuzuncu yiiz-
yil Britanyasi’'nda malikanelerde hizmetli zili denilen bir diizenek bulunurdu érnedin.
Evlerin farkl noktalarina ¢ekilmis kablolarin ¢alistirdidn ziller bir ana panoda toplanir,
hizmetciler herhangi bir odadan yapilan ¢agriy1 panodaki zillerin altina iligtirilmis eti-
ketlerden takip edebilirdi. Yirminci yiizyilin ilk yarisinda elektrige terfi eden bu tiir dii-
zeneklerin apartmanlarda kullanilan kapici ¢agri panolariyla aralarinda bir akrabalik
oldugunu soyleyebiliriz. Her iki durumda da yukaridakiler ve asadidakiler arasindaki
sinifsal rolleri diizenleyen bir teknoloji s6z konusu.

Tipk1 kapici ¢adgri panosu gibi kapici dairesi de 1950 sonrasinda yasanan toplumsal
doniisiimiin bir yan iiriiniiydii. Bir mesken tiirii olarak kapici dairesinin ge¢misini on
dokuzuncu yiizyilin sonuna, Istanbul’da insa edilen ilk apartmanlara gétiirmek miim-
kiin elbette. Ancak o dénemde Beyoglu ve Galata’daki apartman yasamimin tanimladi-
1 bicimiyle kapicilik, Paris’teki concierge kurumunun bir uzantisiydi.” Zemin katlarda
yer alan kapici daireleri de ta en basindan bulunduklar apartmanin bir pargasi olarak
tasarlanmislardi. Oysa 1950’lerden itibaren biiyiik kentlerde boy atan apartmanlarin
kapici daireleri cogunlukla ingaat esnasinda ya da sonrasinda yapilan derme ¢atma bir
miidahalenin iiriiniiydiiler. Bodrum kati, kalorifer dairesi gibi binanin artakalan alan-
larindan devsirilen ya da apartman bahgesine iistiinkoérii bir eklenti olarak yamanan
bu yasam mekanlarn hakkinda pek bilgimiz yok. Mimarlik tarihi disiplini konuya ilgisiz
kalmis. Kent sosyolojisi alaninda yiiriitillen birkag ¢alisma disinda da akademik yazina
konu olmamus kapici daireleri. Ote yandan pek ¢ok yénetmelik ve hukuk metnine konu
edildiklerini, kapicilik mesleginin tanimini ve kapicilarin barinma ihtiyaglarini diizen-
leme ¢abalarnyla giindeme geldiklerini gériiyoruz.

Peki kamusal tartismanin ¢ogunlukla gérmezden geldigi, sehrin merkezi mahallele-
rinde bulunmalarina ragmen sakinlerine reva goriilen niteliksiz barinma kosullariyla
o6zdes bu yasam mekanlarinin gergedini nasil canlandirabiliriz géziimiizde? Bunun igin
bir yanda kisisel tanikliklarin, dijer yanda da sanat ve edebiyatin kilavuzluguna giive-
nebiliriz. Burada s6zii Giilsiin Karamustafa'nin Kapici Dairesi adli eserine getirmek iste-
rim. 1976 tarihli eser, kapici dairesinin gorsel sanatlardaki ender temsillerinden birini
iceriyor. Karamustafa apartman sakini konumuna yerlestirdigi biz resmin izleyicilerine
kapici dairesinin i¢ini gosteriyor. Pembe renkte bir kapi kasasinin tanimladidi esigin
gerisindeki i¢ mekan, izleyici olarak bulundugumuz yerle tam bir tezat halinde. Notr bir
tonla boyali diiz duvarlarin gerisinde dogal 1siktan mahrum, mahrum oldugu oranda da
kendini renklerin ciimbiisiine kaptirmis bir mekana bakiyoruz. Esigin 6te tarafinda ku-
caginda bebedi, yam basinda mahcup bakigh iki gocuguyla birlikte bir anne duruyor.
Figiirlerin kat kat kiyafetlerini tanimlayan renkler ve sekiller arka plandaki hali, divan,
yastiklarin desenlerine karigip kapici dairesinin dar mekanim bizim igin elle tutulur
hale getiriyor. Hatirlayalim, kapic: ailesinin tepeleme esyayla ev kilmaya ¢alistidn bu
mekanin apartmanin bodrum katindan veyahut kalorifer dairesinden arttirilmig bir alan
olmasi kuvvetle muhtemel. Halinin 6rttiigii kaba zemin désemesi, duvarlarla ayni mavi
renge boyali sicak su borulari kapici dairesinin sonradan edindigi islevin gostergeleri.

Karamustafa’nin kendi basina bir mikrokozmos olarak resmettidi bi¢imiyle kapici dai-
resinin kimi detaylari benim i¢in ¢ok tanidik. Anneannemin kendisi bahsetmisti: Giilbol
Apartmani’na ¢ocuklaryla birlikte tasinacaklar belli oldugunda kendileriyle ayni koy-
den gelen miilk sahiplerinden Mehmet Bey’den rica etmis, tek g6z oda olarak planla-
nan kapici dairesine kalorifer dairesinden bir béliimiin eklenmesini saglamis. Binanin
oturdugu yamaca goémiilii bu odaya bir de 1s1tk almasi i¢in goz hizasinin ¢ok iistiinde
derin bir pencere agmislar. Arada tirmanip igine oturdugumuz bu derin pencere anne-
annemin kii¢iik evini biz gocuklar i¢in ilging hale getiren aligilmadik seylerden biriydi.

Stiphesiz her kapici dairesi, bir konut olarak tiim yetersizliklerine ragmen anneannemin
evi kadar cémert degildi. llkokuldan pek sevdigim bir sinif arkadasimin evine gittigimi
hatirhyorum. Sonradan konservatuvarin keman béliimiine kabul edildigini 6grendigim
arkadasimin ailesi, oturdugumuz semtin ana aligveris caddesindeki bir apartmanin ka-
pic1 dairesinde yastyordu. Sokak seviyesinden merdivenle inilen evlerinde hi¢ pen-
cere yoktu. Kapici dairesi beton kaplh apartman bahgesinin altinda sikigtirilmis, evin
miitemadiyen karanlik olan odalar1 yukarida beton zemine kondurulan tepe camlariyla
so6ziim ona aydinlatilmaya ¢alisilmisti. Evlerinin 6niinden her gecgisimde géziim bahge
zeminindeki kirli pleksiglas ¢ikintilara takilir, apartman sahiplerinin aldirig etmedidi
bu haksiz durum karsisinda hayretle karigik 6fke duyardim.

Or we might be disinterested or unaware of
their existence amidst our daily concerns. But
what do all these objects that we encounter
in our lives tell us? The fragments that I have
pieced here tracing the caretaker’s call board
show that objects do not only hold a physical
space in the world by the virtue of their ma-
terial existence. Objects negotiate the rela-
tionships we establish among ourselves and
with the world, and define the terms of our
engagements. At first glance, we might con-
fuse them to be simple projections of the will
and intention that bring them forth. However,
with their inert bodies, they can mold our be-
haviors, shape our habits, regulate our ways
of doing things, and further seep into our out-
look and attitudes towards the outside world.
Moreover, they can acquire a meaning far
greater than their use value with the trace and
story they leave behind. As such, we can con-
sider objects as crossroads where personal
and social narratives intersect, overlap, and
at times are turned upside down. And just like
the caretaker’s call board, we can look at an
object as if it were a prism that filters light, and
follow its stories as they break up into differ-
ent directions.

We lost my grandmother in October 2019. The
day we put her to rest, on our way back from
the cemetery, my cousins, my brother and I
stopped by my grandmother’s old house. It
was astonishing to see that the family who
took over the caretaker’s flat from my grand-
mother still lived there. The same flat has
been home to only two families over the span
of a half-century in a city where everything is
in rapid change. Of course, the furniture was
different, and the plants and trees were much
bigger than I remembered. On the wall facing
the door opening to the garden, I saw the call
box in its usual place. The power cord from
the top was cut off, and the board was no lon-
ger functional. It stood on the wall as the wit-
ness of a bygone age. In an era when commu-
nication devices of all shapes and sizes siege
our daily lives, it has become obsolete and
has been removed from circulation. I wanted
to tell its story here before it completely with-
ers away.




Giilsiin Karamustafa'nin resmi arka planda goriinen kalorifer borulariyla kapici dai-
resine dair bir bagka tanidik imgenin kaydini diisiiyor. Anneannemin evinde her iki
oday1 da tavana paralel bir konumda duvardan duvara kat eden ikiser adet kalori-
fer borusu bulunurdu. Al¢ih bezle yalitilmis, sicak su tasiyan bu kalin borulara biz
¢ocuklarn tim uyarilara ragmen arada oyun amagh asildigimiz hatirhyorum. Ta-
bii bir de kapici ¢agri panosu var. Karamustafa’nin resmi benim i¢in anneannemin
eviyle 6zdeslesen bu endiistri nesnesine yer vermiyor. Ancak kilik degistirmis bi-
¢imiyle, dairenin girisine iligtirilmis bir diyafon olarak goriiniiyor bize. Oysa 6ziin-
de her iki cihaz da aymni iglevi goriiyor. Bir tarafta zile basanin, diger tarafta ise 6te
uctan ahizeyi kaldiranin kontroliinde tek yénde seyreden bir iletigimi saghyorlar.
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sindan kapicilann actigs da-
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Nesneler kimi zaman kendi se¢imlerimiz, kimi zaman da i¢inde bulundugumuz an
ve durumun sonucu olarak girer hayatimiza. Bizim i¢in iglev goriirler. Sadece gozii-
miizii oksadiklar i¢in onlara sahip olmay: arzulayabiliriz. Riza veya zor yoluyla bize
dayatilmis da olabilirler. Ya da sessiz varliklarina tiimden ilgisiz kalabilir, giindelik
mesguliyetlerimiz arasinda onlarin farkinda bile olmayabiliriz. Peki hayatimizin te-
sadiif ettigi onca nesne bize ne séyler? Benim burada kapici ¢adri panosunun izinde
birbirine teyelledigim pargalar, nesnelerin dinyada yalnizca kendi maddi varlikla-
rindan ibaret bir yer kaplamadigim gosteriyor. Nesneler birbirimizle ve diinyay-
la kurdugumuz iliskiye aracilik eder, iliskilenme kosullarimizi tanimlar. ilk bakista
nesneler onlarn cisme biiriindiiren irade ve niyetin basit bir izdisiminden ibaret
gibi gorinebilirler goziimiize. Oysa hareketsiz cisimleriyle davramislarimizi kali-
ba sokabilir, huylanmza yon verebilir, bir yandan yapma-etme bigcimlerimizi dii-
zenlerken diger yandan dis diinya karsisinda anlayis ve tutumlarnimiza sizabilirler.
Dahasi hayatimizda biraktidn izi ve hikayesiyle her nesne kullanim dederinin ¢ok
dtesinde bir anlam kazanabilir. Oyle ki nesneleri kisisel ve toplumsal anlatilarin
kesistigi, ust liste bindidi, yeri geldiginde ters yiiz edildigi birer kavsak noktasi ola-
rak gorebiliriz. Ve tipki kapici ¢agri panosunda oldugu gibi, bir nesneye 15101 siizen
bir prizmaymiggasina bakabilir, farkli yonlere dadilan hikayelerini takip edebiliriz.

2019 yilinin Ekim ayinda anneanne-
mi kaybettik. Topraga verdigimiz

_ Ne kdylil, ne kentii, kabul etmeyen ve kabul edilmeyenler...
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Kagit iizerine kargik teknik | seen ia svorum.

30x40cm detayl eserin kartpostali
Emre Gonliigiir Arsivi
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Flat of the Concierge, 1976

Mixed technique on paper

30x40cm postcard of detailed work
o The Archive of Emre Génliigiir
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Gillsiin Karamustafa, Kapici Dairesi, 1976, Kagit iizerine karisik teknik, 30x40cm detayl eserin sergi i¢in iiretilmis réprodiiksiyonudur.
Roprodiiksiyon; Arsivsel baski. Sanat¢i ve BiiroSarigedik izniyle.

Giilsiin Karamustafa, Flat of the Concierge, 1976, Mixed technique on paper, 30x40cm reproduction of detailed work produced for exhibition.
Reproduction; Archival print. Courtesy of the artist and BiiroSarigedik.



Semaver adli hikdyesinde Sait Faik, annesinin beklenmedik élumiu karsisinda bir tirli
aglayamayan, duygularin agiga vuramayan hiiziinli oglun giinler sonra ancak annesi
ile birlikte yaptiklar kahvaltilarin ayrilmaz pargasi olan semaveri birdenbire karsisin-
da goriince duygularinin bogaldigini ve kana kana agladigini anlatir. Bu hikdyede se-
maver, ¢ay yapiminda kullanilan, insana hizmet eden bir nesne yahut kenarda duran
bir siis nesnesi olarak sadece semaverin formu ya da fonksiyonu ile ilgili bir vurgu de-
gil insanlarin nesnelere atfettigi anlamlar ve duygular baglaminda, insanin hallerini,
insanin nesne ile kurdugu iligkiler araciligiyla anlatmak icin kullanmilmigtir. Hikdyenin
baslarinda, kendisi de bir fabrika is¢isi olan odul Ali, semaveri bir fabrikaya benzetir.
icinde “ne 1zdirap ne grev ne kaza olan bir fabrikaya”. Hikayenin ilerleyen béliimle-
rinde ise semaver, Ali'nin bagka duygularinin ortaya ¢ikmasimn araci ve bu duygu
bosalmasini anlatmanin aracisi olur. Bu hikdyede gegen semaver, bize bir nesnenin
kendi iizerine vazife kilinan gérevini ifa etmek disinda, nesnenin kendisinin, hem nes-
ne araciligiyla yasanan duygu ve deneyimlere araci oldugunu, hem de siradan, giin-
delik nesnelerin insanlar i¢in ¢esitli kisisel anlamlar tasidigini ve bu kigisel anlamlarin
ortaya ¢ikmasi igin araci oldugunu anlatir. Sait Faik, semaverin Ali i¢in anlamini ve
onun semavere yikledigi anlam araciligiyla Ali'nin dinyasini anlatir. Semaverin bu
aracilidi bizlere bagka nesnelerle olan iligkilerimizden, onlara atfettigimiz onca anlam
ve degerden dolay: tanidik geldigi i¢in, nesnelerin hikdyeler aktarmadaki yetenedini
ortaya koyar. Giindelik nesneler insana dair hikayeleri, bir nesneyi konu ederek veya
o nesne aracilifiyla aktarabilen, girdikleri gesitli kiliflarla insanlarin birbiriyle etkile-
simine ve insanin bagskalaryla ya da kendi i¢ diinyasiyla olan iletisimine aracilik eden
maharetli “sey”lerdir. Maharetli nesneler bizlere kendi hikayelerini, tasarlanip iretil-
dikleri yerlerin hikayelerini hem de biyografilerinin ¢esitli agsamalarinda kendilerine
sahip olanlarin kendileriyle ve birbirleriyle kurdugu iligkiler iizerinden sahiplerinin
hikayelerini anlatirlar.

Ben seri iiretilen, hepimizin satin alip sahip olabilecedi giindelik nesnelerin okumasini
yapmayl ve o nesnelerin aktardign hikayeleri, essiz olan, kisinin kendine 6zel nes-
nelerin okumasini yapmaktan ya da o biricik nesnelerin aktardig: hikayelerden daha
anlaml oldugunu diisiiniiyorum. Seri iiretilen ve tiikketilen nesneler toplumun farkl
kesimlerinden ¢ok sayida insana hizmet ettidi i¢in bir nesne iizerinden irdeleyebile-
cegimiz bu ¢esitliligin sagladig: ¢oklu bakis acgisim1 daha keskin buluyorum. Ayrica,
seri iiretilen ve tuketilen giindelik nesnelerin, siradan insanlarin kigisel tarihlerini ak-
tarabilmesi ve toplumsal ve ekonomik degisimlerin tarihsel seyrini dogrudan insan
hayatina temas eden aracilar ile anlatabilmesi dikkate deger bir durumdur. Maddi
ozellikleri ve gorevleri aym olan seri iiretilmis nesnelerin farkli insanlarin hayatlarina
baska sekillerde dahil olup farkh vesilelerle kullanildiklari i¢in toplumun kolektif hafi-
zasini zenginlestirdigi apagik ortadadar.

Hem seri uretilmis nesnelerin maharetlerinden s6z etmek hem de nesnelerin hayat
dongiisiinii ve insan hayatlariyla oriilii biyografilerini, nesnelerin girdigi farkl kiliflar
ve nesnelerin tezahiirlerini tartigmak icin Is Bankas1 kumbarasi ¢ok giizel bir érnektir.
Tiirkiye’nin en bilinen kurumsal nesnelerinden olan is Bankas1 kumbarasinin kéklii bir
tarihi vardir. Ben bu tarihi yinelemek yerine nesnelerin kendini yenileyerek gegirdigi
déngiisel hayati toplumsal bellegimizde belirgin bir izi olan Is Bankas1 kumbaras ara-
cihigiyla érneklendirmek isterim. Is Bankasi kumbarasi bir nesne olarak uzun siire ha-
yatimizda kalmus, nesilden nesile aktarilirmis, bellegimizdeki yerini tazelemis ve ¢ok
kisinin cocukluk hikayelerinde yer almistir. Is Bankasi kumbarasi taninan ve bilinen
bir grafik 6ge olarak Tiirkiye’nin maddi kiiltiiriinde farkli tezahiirlere, yeni anlamlara
déniiserek, meydan saati formunda kendini devam ettirmistir. Is Bankasi kumbarasinin
benim hayat hikdyeme temas eden noktasi, kumbaranin giindelik bir formdan bagka
bir dlgekte yeni bir forma ve igleve, sonrasinda da bir anlama ve bir mekana déniisme-
si ve bu doniisiimiin dogdugum ve biyudigim kentin bellegine biraktidi iz ile ilgilidir.

Tiirkiye’nin toplumsal hafizasina kazinan Is Bankasi kumbarasi 1928’de halki: tasarrufa
yonlendirmek ve milli tasarruf kapasitesini arttirmak {izere, banka miisterilerine iicreti
karsih@dinda daditilacak kisisel bir nesne olarak piyasaya siiriilmiistiir. Milli tasarrufu
tesvik etmek, para biriktirmenin erdemini her nesilden insana aktarmak, en ¢ok da
Cumhuriyet’in yeni nesillerine bu aligkanhigi cocukluktan itibaren asilamak icin Is Ban-
kasr’'nin kurumsal iletisim nesnesi olarak kumbara kullanilmistir. Kumbara nesnesin-
den yola ¢ikarak radyo oyunlari, ¢cocuk dergileri ve tanitim etkinlikleriyle kumbaray:
nesne ve imge olarak merkeze alan ve bu nesne araciliiyla toplumda bir tasarruf
davranisini bicimlendirmeye c¢alisan bir faaliyet siiregelmistir. Is Bankas: kumbarasi,
nesne olarak da grafik bir temsil olarak da Tiirkiye’'nin her yerinde, bir tamitim sem-
bolii olarak kullanilmigtir. Biitiin bu ¢esitli tezahiirleriyle, kumbara, Is Bankas: Neg-
riyat Miidiirii Mecdi Sadrettin Sayman’in dedigi gibi milli tasarrufun sembolii olarak
Cumhuriyet’in ilk yillarindan beri toplumsal bellegimizde yer almaktadir. Is Bankasi
kumbarasi formu, memleketimizde kumbara denilen iriiniin en bilinen formu olarak
Tirkiye’nin maddi ve gorsel kiiltiiriine sirayet etmis bir formdur.




is Bankas1 kumbarasi bagka bankalarin iiriinlerine de dogrudan etki etmistir. is Banka-
s1 kumbarasi bir marka iiriiniiyken, jenerik form haline déniigsmiis, daha sonra 1930°1u
yillarda Ziraat Bankasi, epey sonra da Pamukbank gibi bankalarin kullandiklar: kum-
baralar, Is Bankas1 kumbarasi formuna benzer iiriinler olarak ortaya ¢cikmiglardir. Aymn
gorevi ifa etmek i¢in sayisiz nesne formu iiretilebilecekken zihinlerde ve belleklere
yer eden bu formun, neredeyse ayni sekilde korunarak baska bankalarin kumbaralari
olarak yeniden ortaya c¢ikmasi da toplumsal bellekte yer alan kiiltiire sirayet etmis
formlarn, tekil ve belirli bir nesnenin, o nesnenin ait oldugu nesne smnifinin jenerik
nesne dilini belirlemekte ne kadar etkili olabilecedinin bir goéstergesidir. Bagka ban-
kalarin kumbaralarinin da aym formda olmasi, bu yinelenen aynilik, cografyamizda
siklikla goriilen, bir formu tekrar ederek onu etiit etme, ona saygi gosterme seklinde
tezahiir eden bir modern 6ncesi zihniyetin yeniden su yiiziine ¢ikmasi midir? Yoksa
ayni fabrika tarafindan iiretilen is Bankasi ve Ziraat Bankasi kumbaralarini ayristirma-
ya ihtiya¢ duyulmamasi memleketimizde 6zgiinliige ve marka kiiltiiriine 6zensizligin
bir niganesi midir, diisiinmeye deder.

Kumbara gelecede yonelik tasarruf ve yatirim yaptirmay: 6zendiren, zamanla kum-
baray: kullanan kisiye ve topluma faydal bir aligkanlik kazandiran bir nevi davranisi
sekillendirmesi beklenen ¢ocuklarin kullanimina yonelik bir nesnedir. Tiirkiye Cum-
huriyeti’nin yeni nesillerinin daha miireffeh yasamas: i¢in tasarruf yapmay: 6zendi-
ren bu nesnenin tanitim afiglerinde baskin olarak ¢ocuklar kullanilmig ve kumbaranin
bir nesne olarak gelecekle ve zaman kavramiyla olan iligkisi agik ya da ortiikk olarak
siirekli olarak vurgulanmistir. Kumbara, ayni zamanda bugiin kullanilan ama fayda-
simn ilerleyen zamanlarda goriilecegini vaat eden, kullanicisini gelecede hazirlayan
bir gelecek zaman nesnesidir. Baska bir deyisle, kumbara, gelecekte ihtiya¢ olana
kadar kendisiyle para biriktirilen, ilerleyen bir zamanda bu para kullanilip yeniden
para biriktirilmeye baslanacagini vaat eden bir déngiisel zaman nesnesidir. Is Bankasi
kumbarasi, kurumun tamtimlarinda kullanilmak iizere 1932’de bir zaman gosterge ge-
reci olarak dogrudan zaman kavramu ile ilisikli bir diger nesneye Is Bankasi kumbara
meydan saatine evrilmigtir.

is Bankas1 kumbarasinin dlcedini degistirip kent meydanlarina temsili reklam nesnesi
olarak koyma fikri dénemin Ankara valisi Nevzat Tandogan’in kumbara maketine saat
konulmasini sart kosmasi sonucu dedistirilmis, kumbara maketine kadran takilmasiyla
kumbara formunda bir tanitim nesnesi, baska bir nesneye, kumbara meydan saatine
déniismiistiir. Ankara, Istanbul, izmir, Adana ve iilkenin baska birgok il ve ilgesinde
is Bankas1 kumbara meydan saati, kentin iglek yerlerine kondurulmus, kent hayatinin
ve kent gorselliginin bir parcasi olarak Tiirkiye maddi ve gorsel kiiltiir tarihinde ve
Tirkiye’nin Cumhuriyet dénemi belledi i¢inde yerini almistir. Tiirkiye’de abidevi saat
kuleleri ¢cogunlukla 19. Yiizyil’da 6zellikle de II. Abdiilhamit déneminde yapilmstir.
Cesitli kentlerdeki bu meydan saatleri her biri essiz formlarda ¢esitli mimari iislup-
lar kullanilarak insa edilmis ve bulunduklar: kentlerin simgeleri haline gelmislerdir.
Bu yapilar adu iistiinde saat kulesidir, yani saatin yerlestirildigi mimari eserlerdir. Is
Bankas1 kumbara meydan saatleri ise saat kulelerinden farkh sekilde, bir nesne ola-
rak endiistriyel yontemlerle seri iiretilmis, meydanlara yerlestirilen ayni formda kent
saatleridir.

Is Bankasi kumbara saatleri Tiirkiye’de cgesitli kentlerinde aymi formda yinelenen,
kentlerin ve meydanlarin gorsel kimligini belirleyen kent nesneleridir. Endiistriyel
ve yinelenen formlarin Tiirkiye kent gorselligini heniiz siradanlastirmadidi Cumhu-
riyet'in erken on yillarinda, Is Bankas: kumbara saatleri, Tiirkiye kent hayat ile ilgili
ortak anilarin olusmasinda etkili olmustur. Is Bankas: kumbarasi nesne olarak sahibi-
nin hayatina taniklik ederken, tabiri caizse mutasyona ugramis ve kent meydanlarina
Is Bankas1 Kumbara Saati olarak tezahiir etmistir.

Giiniimiizde maalesef Is Bankas1 kumbara saatlerinin gogu kaldirilmistir. Ancak Ada-
na’daki saat, hala yerinde ve ¢aligmaktadir. Beni bu yaziy1 yazmaya yonlendiren, ki-
sisel tarihimin de bir parcasi olan, bir zamanlar her giin semtinden ge¢tigim bu saat
ayni zamanda bir nesnenin bir kentin bellegine olan etkisini géstermesi agisindan an-
lamlidir. is Bankas1 kumbara meydan saatinin Adana’da adi Kiigiiksaat’tir. Bulundugu
semte adini veren bu saatin yer aldigi semtin adi da Kiiciiksaat’tir. Tipk: Istanbul’daki
Nisantasi ya da Izmir’deki Asansér gibi, adin1 semtte baskin sekilde gériiniir olan bir
nesneden alan bu semt, Adana’min en islek yerlerinden biri, Adana ¢arsisinin gébedi-
dir. Is Bankasi’nin memleketin farkli kentlerine dikilmis olan meydan saatleri arasinda
bir ad1 olan ve bu ad1 saatin bulundugu semte de adini veren bagka bir drnegdi var mi
bilmiyorum ama Kiigiiksaat’in Adana’da nesnenin 0Ol¢edi ile ilgili bir ad almasi1 Ada-
na’daki bagka bir meydan saati ile ilgilidir. Iki nesnenin birbiriyle él¢ek iligkisi {izerin-
den tamimlanan bir yerel adlandirma pratigi sonucu, Adana’da daha énceden 1881°de
insa edilen azametli bir saat kulesi, “Bilyilksaat” oldudu i¢in, Tiirkiye’nin en yiiksek
saat kulesi “Biiyilksaat”in yaninda miitevazi kii¢iik bir nesne olarak kalan meydan saa-

tine de isim olarak Kii¢iiksaat uygun diismiistiir. Kiiciiksaat ve Bilyiiksaat, birbirlerine
referansla adlandirilan, Adana kentinin goérsel dokusunu sekillendiren, bulunduklar:
mekanlarn tanimlayan ve hem tasarim nesneleri olarak kigilerin hayatlarina dokunan
ve hafizalardaki hikdyelerde yer alan hem de baska bir 6lgekte kentin mekan isimle-
rini belirleyen, kentin ve kentlinin dilini ve anlatilarini zenginlestiren, kent hafizasini
sekillendiren formlardir.

Kiiciiksaat, bir nesnenin geg¢irdigi déniisiimler sonucu belirlenmis bir semt ad1 olarak
soyut haliyle giindelik dilde ve ortak toplumsal bellekte dolasimda olmanin yani sira,
Kiiciiksaat adini ihtiva eden tabelalarda farkl yazi tipi formlarinda yeniden somutlasa-
rak grafik olarak da karsimiza gikar. is Bankas1 kumbarasi, verdigi hizmet kumbarayla
da milli tasarrufla da zamanla da hig ilintili olmayan, sadece Kiigiiksaat semtinde oldu-
gu i¢in bu isimle anilan birgok diikkanin tabelasinda ve sehrin her késesinden sehrin
bu islek merkezine yolcu tasiyan otobiis ve dolmuslarin tabelalarinda, baska bir anla-
ma ve forma biiriinmiis bir sekilde, baska hikayeler anlatan, yerel dili yeniden goérsel
olarak da sekillendiren sekilde tezahiir eder.

Nesneler kendi déngiileri ve doniisiimleri olan hayatlara sahiptirler ve bizlerin hayat
dongiilerine de farkl halleriyle dahil olurlar. Nesneler hangi gorevi gérmek i¢in kul-
lamildiklar: kadar, anlatilarimizi aktarmaktaki maharetleri, sekillendirdikleri ortak alig-
kanliklar ve toplumsal hafizanin ingasina yaptiklar katki ile de faydalidirlar. Is Bankas:
kumbarasinin hikayesi de benim i¢in bir¢ok insanin zihninde, hatiralarinda olan bir
nesnenin ¢esitli sekillere ve anlamlara doniisiimiiniin hikayesidir.

is Bankasi kumbaras1 ve kumbara meydan saatleri iizerinden, bir nesnenin, topluma
birden fazla katmanda etki ettidi, kisisel ve toplumsal hikayelere taniklik ve aracilik
ettigi, toplumun mekanlarini, dilini ve anlatilarini sekillendirdigi séylenebilir. Erken
Cumhuriyet donemi tasarruf politikalar1 imgelerinin nesnelesmis hali olarak sayabi-
lecegimiz kumbara, hem milli tasarruf hamlesinin bir sembolii hem de Is Bankasi’nin
tamitim imgesidir. Bu imge yeniden iiretilerek bir kent nesnesine ve kentin bir parcasi
olan semt adina doniiserek toplumsal bellekte yerini almigtir.
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maninda sizin de kiigiik bir ser-
mayeniz birikmis olur.
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In “The Samovar”, Sait Faik depicts the story
of a mourning son who couldn’t cry nor ex-
press his feelings when his mother died. Days
after, all of a sudden, he comes across the
samovar, the integral element of breakfasts
with his mother, and starts crying his heart
out, pouring out all his emotions. In the story,
the samovar does not emphasize only its form
or function as an object used to make tea and
serve people, or as a decorative object dis-
played. As for the meanings and feelings peo-
ple attribute to objects, it is used to describe
human states through the relationships they
establish with an object. Early in the story, the
son Ali, who happens to be a factory worker,
compares the samovar to a factory. “A facto-
ry with no suffering, strike, accident.” Later
in the story, the samovar becomes a means of
revealing Ali’s other emotions and the media-
tor for describing the discharge of these emo-
tions. The samovar in the story commentates
that, apart from performing its assigned task,
an object is a mediator for both the feelings
and experiences encountered through the
object. And also, ordinary everyday objects
hold various personal definitions and function
as a means for them to surface. Sait Faik de-
picts the meaning of the samovar for Ali and
his world through the importance he attains to
the samovar. The mediation the samovar un-
dertakes reveals the ability of objects to tell
stories, as it feels familiar to us from our re-
lationships with other objects as well as the
meanings and values we attribute to them.
Daily objects are eloquent talented “things”
-they can convey human stories by talking
about or through an object, and can negoti-
ate interactions between humans as well as
human beings’ communication with others or
their inner worlds. Eloquent Talented objects
narrate their own stories, the stories of where
they were designed and produced, and the
relations with their various owners throughout
their biographies and among themselves.

I find the stories of mass-produced objects
that anyone can afford and reading into them
more significant than reading unique, cus-
tomized objects or the stories they convey.
Since mass-produced and consumed objects
serve a large number of people from differ-
ent segments of society, I consider the mul-
tiple perspectives provided by this diversity
to be more exact while examining an object.
It is also noteworthy that mass-produced and
mass-consumed everyday objects can relay
the personal history of ordinary people and
elucidate the historical course of social and
economic changes. Because they are involved
with the lives of a variety of people separately
and used in distinctive ways, it is obvious that
mass-produced objects with the same materi-
al properties and functions enrich the collec-
tive memory of society.

isbank Money Box is a good example to talk
about both talents of mass-produced objects
and the life cycle of objects: Their biographies
interweave with human lives taking on differ-
ent roles via manifold manifestations. isbank

money box, one of the most-known corporate
objects of Turkey, has a deep-rooted history.
Instead of recounting this history, I would like
to explicate the circular life of objects, and how
they survive by renewing themselves through
the Isbank money box which left a prominent
mark in our collective memory. isbank mon-
ey box remained for a long time as an object,
was passed down for generations, refreshed
its place in our memory, and held a place in
many childhood stories. As a famous graphic
item Isbank money box mutated into a vari-
ety of manifestations and purposes, and then,
preserved itself in the form of a clock tower.
The impact of the isbank money box on my
life concerns the time when it mutated into a
new form with a new function on another scale
and morphed into a different definition and a
space that then left its mark in the memory of
the city where I was born and raised.

The i§bank money box, which has been en-
graved in Turkey’s social memory, was put
on the market in 1928 as a personal object to
be distributed to the bank’s customers in re-
turn for a fee, to encourage the public to ac-
cumulate savings and increase the national
savings capacity. The money box was instru-
mentalized as the corporate communication
object of isbank to inspire national savings,
to convey the virtue of saving money to all
ages, and most importantly to instill this habit
in the new generations of the Republic from
childhood. A set of actions was put forward
to shape money savings behavior in society
through the money box; promotional activities
centered around the money box such as radio
plays, and children’s magazines. isbank mon-
ey box was used as a promotional symbol all
over Turkey, both as an object and a graph-
ic representation. The money box, with all its
various material manifestations, has been in
our collective memory since the first years of
the Republic as the “symbol of national sav-
ings”, as Mecdi Sadrettin Sayman, the isbank
Publication Manager, once said. The form of
the Isbank money box has infiltrated the ma-
terial and visual culture of Turkey as the most
well-known form of the money box.

The Isbank money box had a direct influence
on the products of other banks, thus, it turned
into a generic form from being a brand prod-
uct. Later in the 1930s, the money boxes used
by Ziraat Bank, and much later by Pamukbank
emerged in similar forms to that of isbank
money box. Albeit it was possible to create
innumerable forms to fulfill the same task, the
fact that the exact form that had been imple-
mented in our memory reappeared as money
boxes of other banks proves how forms that
penetrate the culture and collective memory
could be impactful in defining the generic ob-
ject language. The fact that the banks repeat-
ed the same form, was it a re-emergence of a
pre-modernity mentality of studying and re-
specting a form by repetition - that is frequent-
ly found in your geography- by the renewal of
sameness? Or, does it signify the negligence
in our country toward authenticity and brand

culture so no need was felt to separate the
money boxes of Isbank and Ziraat Bank pro-
duced in the same factory? Worth a thought.
Made for children to use, a money box is an
object encouraging making savings for the fu-
ture, expected to acquire a useful habit and at-
titude to the individual and society over time.
This object which promotes a habit of savings
so that the future generations and the Repub-
lic to live prosperously was portrayed often
with children, and its relation to the future and
time was always signified either explicitly or
subtly. The money box is a future tense object
which is used in the present. It promises a de-
layed benefit; prepares its user for the future.
In other words, a money box is a circular ob-
ject that promises the capacity to accumulate
money until it is needed in the future; once it is
spent; and to accumulate money once more.
isbank money box turned into a clock tower
in 1932 within the frame of promotions for the
institution; another object which is directly
annexed to time as a time indicator device.

The idea was to reframe the scale of the mon-
ey box as a representative advertorial object in
the city squares, but when Nevzat Tandogan,
the governor of Ankara at the time, stipulat-
ed the money box model to have a clock, the
design was changed. Upon installing a clock
to the money box model, a promotional object
mutated into another, a clock tower. i§bank
money box clock towers were placed in the
busiest parts of the towns and districts in Anka-
ra, Istanbul, Izmir, Adana, and other prominent
cities, thus, becoming a part of urban life and
scene, marking their place in the material and
visual culture of Turkey as well as in the mem-
ory of the young Turkish Republic.

Most of the monumental clock towers of Turkey
were built in the 19th century during the reign
of Abdul Hamid II. These clock towers of dif-
ferent cities were built using various architec-
tural styles, and each with its unique form be-
came the hallmarks of the cities in which they
resided. These buildings, as they are called,
are clock towers; architectural works in which
clocks are implemented. However, i$bank
clock towers were industrially mass-produced
as an object in the same form and were in-
stalled in city squares.

isbank money box clocks were city objects that
were repetitive in form and designative of the
visual identity of the public squares in differ-
ent cities in Turkey. In the early decades of the
Republic, when industrial and repetitive forms
did not yet standardize the urban scenery of
Turkey, Isbank moneybox clocks were influ-
ential in the formation of common memories
of Turkish urban life. While the isbank money
box bore witness to its owner’s life as an object,
it, so to speak, mutated and manifested in the
city squares as the Isbank Moneybox Clock.

Unfortunately, most of the isbank money
clocks have been removed. However, the
clock in Adana is still there and functional.
This clock, which prompted me to write this
article, which is a part of my personal history,
and which I used to pass by every day, is also

significant in terms of revealing the effect of
an object on the memory of a city. The Isbank
money box clock in Adana is called Kii¢iiksaat
(Little Clock) by the locals. It named the dis-
trict it’s located after itself; Kiigiiksaat. Sim-
ilar to Nisantas1 (Target Stone) in Istanbul or
Asansor (Elevator) in Izmir, this district, which
takes its name after a prominently visible ob-
jectin its borders, is one of the busiest areas in
Adana, the center of the marketplace.

I do not know if it is the only Isbank money
box clock with a name and anointed a district,
but it is named concerning its scale to anoth-
er clock tower in Adana as a result of a local
practice to name two similar objects in com-
parison to their sizes. The older clock, built in
1881, a spectacular one, also the tallest in Tur-
key, is sure to be called “Biiyiiksaat” (The Big
Clock), so the other one could only be Kii¢iik-
saat. Kiigiiksaat and Bilyiiksaat are forms that
are named in reference to each other, shap-
ing the texture of Adana, assigning their loca-
tions, touching people’s lives, taking part in
stories of the past; on another scale; designat-
ing the names of the urban spaces, enriching
the narrative and language of the city and its
dwellers, shaping the urban memory.

Along with being in circulation in the daily lan-
guage and collective memory with its abstract
form, Kiiciiksaat, as a name of a district deter-
mined after the mutations of an object, reveals
itself as a tangible form; rematerialized as a
graph in different fonts on signs with its name.
Irrelevant to the isbank money box’s task or
national savings, even so to time, Kiigiiksaat
appears on many shops’ signboards because
they are simply located in the district. It also
manifests itself on the signboards of buses
and minibusses that carry passengers from
every corner of the city to the marketplace, so
in a different meaning and form, it tells other
stories and reshapes the local language visu-
ally. Objects have their lives with cycles and
transformations, and they get engaged with
our life cycles within different modes.

Objects are beneficial not only for the tasks
they perform, but also for their dexterity in
conveying our narratives, the common habits
they shape, and their contribution to the con-
struction of social memory. To me and many
other people, the story of the Isbank money
box is the story of the mutation of an object
into various shapes and purposes.

Through Isbank money box and isbank mon-
ey box clocks, one can propose that an object
impacts society in more than one layer; it wit-
nesses and mediates personal and social sto-
ries shaping the places, language, and narra-
tives of society. The money box, which we can
count as the objectification of images of the
savings policy of the early Republican period,
is both a symbol of the national savings move-
ment and a promotional image of isbank. This
image was reproduced as and mutated into a
city object which named a part of the city, the
district it is located after its name thus mark-
ing its place in the collective memory.
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