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“Bir ressam, golgelerde ve

ctkintilarda kimbilir bizlerin

goremedigimiz neleri goriir!”

-Cicero

Sisin esrari:
sessiz duyumsama

Yukaridan asagiya yapilan bir ugras olan arkeolojide, tizerinde bulundugumuz
toprak sifir kabul edilir. Bu sifir su anda bulundugumuz kod, hareket nok-
tamizdir. Buradan baglayarak gerceklestirdigimiz her eylemi ‘inmek’ fiiliyle
karsilayabiliriz. Nereye mi inmek? Var olusumuzun, inan¢larimizin, bildikle-
rimizin, giindelik hayatlarimizin ilk hallerine dogru inmek. Bu ugrasi kiymetli
kilan bulundugumuz hali, halleri yani simdiyi anlamak/anlamlandirmaktir.
Bu anlama/anlamlandirma, mekan ve zamanin 6l¢iilebilir 6zellikte olmasiyla
mimkiindir. Bilincimiz bu sayede nesneler arasindaki yakinlik - uzaklik, s1g-
lik - derinlik gibi iligkileri belirler. Gértintiinin sonsuzlugu, alimlayan tarafin-
dan bir diizene koyulur. Arkeoloji de insan elinden ¢ikmig nesnelerin; insan
kabulii olan (kronolojik) zamanda yerini bulma veya ona bir alan agmadur.

Cogu calismasinda bir kazibilimci gibi hareket ederek yapitlar ortaya koyan
ressam Devabil Kara’nin bir bilimsel yontemi neden ve nasil bir sanat eserinin
konusu yaptiginin birkag aciklamasi vardir. Bunun 6ncelikli nedeni belirli bir
yerin belirlenebilir biitiin zamanlarini ayni bitiin icinde ortaya ¢ikarmaktir.
Buradan ele gegen nesneleri tek tek ortaya koymaktansa bunlar1 uzunca bir
stire olduklar: halle gosterme istegidir. Hatirlanacag gibi Devabil Kara’nin “4.
Katman” sergisindeki yapitlarinda actig1 alanlar bize uzun ve uzak bir ge¢mis
sunmakla kalmaz, o bize bir fosille simdide kurdugumuz bir iliski de sunar.
Boylece bir zamanlar var olanin kanity, izleyicinin de kaniti haline gelir.

Insan icin bellek 6znel anlamda kendi deneyimleriyle sinirlidir. Topraksa
biitiin insanligin ortak bellegi olarak diisiinildiginde bu sinir daha genis
araliklarla disiinilebilmektedir. Devabil Kara’nin bu ortak bellekten payi-
na disenleri islemesi ve tekrar kamuoyuna sunmasi 6zellikle “kareli alanda
kaz1’da kendini gosteriyor. Bir arkeolojik yontem olan kareleme metodu, bi-
tiin bir alani belirli 6l¢iilerle karelere bélme ve her kareye bir isim vermektir.
Boylece hedeflenen parca biitiin iliskisi kurmak oldugu kadar, ele gegirilen
buluntularin katmanlar i¢inde yerini anlamada gozetilen hedeflerden biridir.
Bu yontemin kendisi simdide gelistirildigi gibi uygulanmasi biitiin zamanlar1
kapsamaktadur.

Gegcmisin Izleri Simdinin Gélgesi

Devabil Kara, arkeoloji bilimi ve onun yontemleriyle kurdugu iliskiden bu
noktalardan sonra ayrilir. Ge¢misin anlamlandirmasi ve simdiye olan katkisi
tzerinde durmaz. Ge¢misin ve onun kanitlarinin kiltiirel, siyasi, sosyolojik
ve toplumsal anlamlarini hesaba katmaz. Ciinkd anlam, tretim pratiginin bir
sonucu degildir. Onun icin énemli olan nesnelerin zaman ve uzaydaki kar-
masik iliskisi sonucunda ortaya ¢ikan izleri ve golgeleridir. Ge¢misin izleri-
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“Size anlatmak istedigim daha
gizemlidir, varligin koklerine,
duyularin ele gelmeyen kaynagina
karismistir.”

(J. Gasquet, Cézanne, ithaf ciimlesi)

nin simdinin gélgesinde boy verme siiresidir. Zamanin tortusunun nesnelerin
tzerini 6rtmesidir. Tozdur. Siirekli degisim ve hareketin nesneyle olan iliski-
sinin bellegimizin kuytularinda yankilanmasidir. En nihayetinde denilebilir
ki nesnenin bellegidir. Devabil Kara nesneleri boyle algilamakla Bergson’cu
zaman anlayisina yaklasir. Strekli gecmisin hareket ve olus halinde simdide
var olma durumu eserlerinin ve sergilerinin ana izlegini olusturur diyebili-
riz. Hatta ilk dénem calismalarinda ge¢cmisi ve simdiyi bir an1 veya bir an gibi
sunan yiiz portrelerinden, 90’11 yillarda “Izler ve Gélgeler’e, “4. Katman”dan
“Dilin Soyleyemedikleri’ne oradan da “Golge ve Bellek”e ve “Golge Bellek ve
Ara Durumlar”a kadar genis bir yelpazede bu anlayis dogrultusunda gercek-
lesmis yapitlar: gormek mimkindir. Hatta ge¢misin siirekli kendini simdide
aksettirmesini eserlerindeki izlerle, Toptas: Cezaevi'nin duvarlarinin izlerini
bulusturur. “Beyaz Balina” heykel calismasi sanki binlerce mil uzaktaki okya-
nuslardan asip gelip tarihi yapinin ortasina bir géktasi gibi diiserek uzun uzak
gecmisi simdiye déhil eder. Tahtakale Hamami’'nda “Tekinsiz Oyunlar” adli
sergide “Caresizligin Kutsanmasi” adli neon isi bu hamamin belli bir bélimi-
niin izdisimind veya simdisinin golgesini yansitir.

Devabil Kara, zaman - nesne iliskisi tizerine olan egilimini son sergisi “Sis”te
de devam ettiriyor. Bu kez bir belli bir zaman araliginda ve belli bir alanin yi-
zeyine yayilan doga olay1 olan sisle iliskilendiriyor tiretim pratigini. Bu iliskiy-
le beraber uzayda ve zamanda yer kaplayan nesneleri neden olduklar: haliyle
ve nitelikleriyle algilayamiyoruz? Algilamamiza etki eden nedenler nedir? Do-
laysiz bir sekilde nasil duyumsariz? gibi sorular tizerinden Sriyor yapitlarini
Bunun iginde iretim prati§ine uygun ve bu sorularda karsilik bulan sisten
yola ¢ikiyor.

Yapitlarini katman katman olustururken anlam sorunsalini disarida tutmaya
calistyor. Tuval yiizeyinin sifir noktasindan icerlerde bir yerde olan en son
katmanin sifir noktasina kadar soyutlugu olabildigince her alana yaymanin iz-
lerini stirtiyor. Kaliplarin, ilkelerin, bilin¢ durumlarinin gérmemize engel olan
varligiyla karsi karsiya getiriyor bizi. Renk, ¢izgi ve boslukla sessiz duyumsa-
manin 6zgiil, en yabanil halini ve bellegin kuytu koselerini yardima ¢agiriyor
dilin teninde.

Goriinmezi Goriniir Kilma

Ontolojik olarak bir stireligine var olan bir doga olay1 olan sis, bakan géz icin
uzamin ve mekanin varligini tehdit eder. Uzamdaki diger varliklarin gérini-
mini siler, perde ¢eker ve onlari goriilmez hale getirir. Akiskanligi, bir miiddet
sonra dagiliyor olmasi bu olusu kesintiye ugratir. Sisin dogada bir siireligine
yarattigl bu olus halinde oldugu gibi Devabil Kara da resmin ylizeyinde go-
riintimlerin varligini ortadan kaldiriyor. Kapatiyor, sinirlar giziyor ve tstiini
ortiiyor. Yine de derinde, gériinmeyenin ardinda baska baska oluslar varligini
devam ettiriyor. Boylece resmin yiizeyiyle derini arasinda diyalektik bir stireg
aci8a cikiyor. Fakat bir senteze ulasmiyor. Bir yandan bu seyrelme ve gevseme
hali disar1 dogru genisledigi gibi iceriye dogru da sinmeye calisiyor. Diger yan-
dan derindeki yogunlasmanin dalgas: varligini yiizeyde hissettirme cabasiyla
hareket ediyor. Yiizeydeki seyrelme ve gevsemeyle derindeki farkina varama-
digimiz, goremedigimiz oluslar, varliklar, karsilagsmalar ve imgeler birbirlerine
basing uyguluyor. Ancak yogunlasmanin kendi seyri bir kuyu gibi sessiz bir
sekilde stirdiirdigi 1srarla dagiliyor tuvale. Bu engellenemez karsilasma, stir-
tiisme, kesisme ve sinir ihlal etme hali varliklar1 ve seyleri duyumsamanin en
ince teline degmeye calisiyor.
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Siyah Beyaz / Black and White
Tuval tzerine akrilik / Acrylic on canvas
110 X 120 cm, 2006
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Kareli Alanda Kaz1/

Excavation in the Graphed Space

Tuval tzerine akrilik ve karisik teknik /
Oil on acrylic and mixed technique

110 X 100 cm, 2005

Zamanin ruhu

Kandinsky, “Her sanat eseri, ¢aginin ¢ocugu ve ¢ogu zaman duygularimizin
kaynagidir” diyor. Zamanin ruhunun zihinlerde, algida ve ruhlarda nasil yan-
kilandigim1 disiinmek ve bunu herhangi bir medyumla ifade etmenin ola-
naklarini yaratmak bir sanat¢i icin zamanina taniklik etmesi adina 6nemli-
dir. Devabil Kara, “Sis”te yer alan kimi yapitlarinda israrli bir sekilde tuvali
kendi sinirinin disina tagiriyor. Bu perspektiften bakinca; bu yapitlarda tasan
ressamin tanik oldugu zamanin ruhu mudur? Eninde yasamlar: belirsizlige,
cikmaza ve hiclige sokan, tizerlerimize sinen etkisi... Ya da “Akiskan moderni-
te”nin strekli bir akis halinde olusunun etkileri. Anin 6neminin vurgulandig:
bu zaman aralig siirekli bir simdi doguruyor. Oncesiz ve sonrasiz bir simdinin
icinde sikisip kalma durumu yaratiyor. Her seyin aktig1 ve buna karsi bir goz
atmadan fazla da ileriye gidemeyip seylerle karsilasmamanin agir yiki altinda
kaliyor akiskan modernitenin 6zneleri. Fakat seylerle karsilagsmak, onlar1 de-
neyimlemek algida ve suurda 6nemli yarilmalarin, catlaklarin olusmasinda bi-
yik bir rol oynayabilir. Hi¢ olmadigimiz kadar kendimiz olabiliriz. Gézlerde
ve ruhlarda yankilanan bir karsilasmadan sonra hicbir sey eskisi gibi olmaya-
caktir. Seylerle karsilasma ve goz géze gelme durumunun ortadan kalktig: bu
yapitlarda ¢agin durumlarinin varlig: tizerinden de bir okuma yapilabilir diye
disiniyorum. Devabil Kara biitiin bunlara ragmen umutsuzluk ve karamsar-
lik gibi duygu ve bilin¢ durumlarindan kurtulamamanin sisini dagitmaya cali-
siyor. Sanatcinin mavi, kirmizi ve beyaz gibi siklikla kullandig: renkler bu ser-
gide yerini yesile birakiyor. Monokramatik bir sekilde cogu yapita hakim olan
yesille tuvallerine renk veriyor. Yesil rengin tiim degerleri doganin meditatif
ve arindirict etkisine karsilik gelebiliyor. Bu rengin farkli tonlarinin sagladig:
etki, sisin kasvetli gériinimiini ortadan kaldirmay: ¢abaliyor.

Sandalyenin kaideye doniismesi

Peki, biz izleyici olarak bunlari sisin i¢cinde duyumsamaya calisiyoruz. Bir an
icin tuvalin icinden disariya baksak: ressam ve biz de mi sisin icindeyiz? Bu so-
ruya bir¢ok eserine konu olmus ve bu sergide de kendine yer bulan sandalye ve
onun imgesinden hareketle cevap arayabiliriz. Sandalyenin bir imge olarak ik-
tidar pratigindeki sembolik degerleri tartisilmaz. Giici, hiyerarsiyi belirler. Bu
nesne simdiye kadarki eserlerinde tuvalde gériliiyordu. Bu sergisinde yer alan
bir calismasinda da tuvaldeki yerini koruyor. Fakat ayni zamanda tuvalden di-
sar1 da tastyor bu sergide. Bu nesnenin mekanda kendine yer bulduguna tanik
oluyoruz. Her iki durumda da bakanda irtifa kaybina neden oluyor, bakanin
ayaklarini yerden kesiyor. Sandalyenin sergi alaninda diisecekmis ya da dogru-
lacakmis gibi goriillmesi bir cocugun emekleme déneminden adim attig: yani
yatay durumdan dikeye gectigi durumu andiriyor. Kendi varligiyla, yiikseklik-
le, uzamin derinligiyle ve bir ugurumla ilk defa karsilasmasinda oldugu gibi
gerilim dolu sahnenin mizansenine déniisiiyor sandalyenin buradaki varligi.

Bu sandalye, tizerinde yer alan bagsiz ve kimliksiz bir heykelle diisiinildGgiin-
de bir kaideye doniistiigii goriliyor. Bir nesnenin kaideye doniismesi ne de-
mektir? Klasik anlamda bir hacmi ve kiitlesi olan kaide, hacmi ve kiitlesi olan
bir heykele dayanak olur. Kaide, heykelin mekanidir. Tarihsel, toplumsal, dinsel
bir mite form vermenin aracisidir. Uzun donem kaidesiz bir heykel disiinile-
medi. 20. yiizyila gelindiginde bu alanda biiyiik bir degisimin kapilar1 aralan-
di. Artik kaidesiz heykeller yapilmaya baslandi. Béylece heykel sanati farkl
formlarda ele alindi. Heykel sanatinda kaidenin ortadan kalktig1 bir zaman
araliginda bir sanatci icin ¢ok 6nemli olan bir imge neden kaideye déntstr?
Belki de Devabil Kara bu mitten kurtulmak ve onu kendi dogasina birakmak
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Caresizligin Kutsanmasi / Glorifying the Despair
Detay / Detail
Istanbul, 2011
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istiyordur. Ama sandalye yere paralel durdugu ve dogrulmamais bir kaide gorii-
niimiinde oldugu icin hala bu mitten kurtulamadigini anliyoruz.

Ote yandan bu nesneyi sergi alaninda tam da sisli yapitlarin karsisina getirerek
asil siste olanin biz oldugumuz hakikatiyle géz goze getiriyor. Heidegger’in
“cercevelemesi” burada ortadan kalkiyor sis sadece cercevenin sinirlari icinde
kalmiyor yasadigimiz “hakikatten” tuvale geciyor. Gergeklikte deneyimleme-
digimiz hig¢bir yiizii riiyada goremedigimiz gibi diisiinceyi ne kadar berrak-
lastirirsak berraklastiralim her seyi bir sis icinde gordigiimiiz gercegi de giin
ylzine cikiyor.

Iste bu noktadan sonra Devabil Kara sergideki diger eserlerinde gériinmeye-
nin ardindaki gergekligi sezdirebilmek icin algida ve diisiincede gedik ve oyuk-
lar aciyor. Sis tabakasinin gozleri bogan goriintiisii boslukla ayriliga ve fark-
liliga agiliyor. Yiizeyde genisleyen, daralan, kivrilan ve fisildasan durumlarin
varligiyla beziyor rélyefi. Bosluk goziimiizden icimize doluyor. Oluslar tim
potansiyelleriyle bu bosluklardan siziyor. Oyuktan bize dogru savruluyor. Te-
nimize carpiyor. Goézlerimiz ve ruhumuz nefes aliyor. Boylece “Eski ¢ok eski
bir kivrimin yesilligindeyiz ne iyi” diyerek buluyoruz kendimizi. Ayrica bu
uzami kaplayan sis, ¢izgili neon 1siklariyla kirilmaya calisiliyor. Bakan goziin
goriintimleri ayirt etmesini saglamaya yardimci oluyor.

Van Gogh’un gékyiiziinin parlakligindan dolay: gliney Fransa’ya gitmesinde-
ki amaci nesnelerin hakikatlerini en olduklar: halleriyle gorme istegiydi. De-
vabil Kara’nin yesilin farkli tonlariyla olusturdugu sisten dolayi 6zsel olani go-
rip algilayamadigimiz i¢in hangi “gérme bigimlerinden” ve duyumsamalardan
kurtulmamiz gerektigini bu atmosferle géz goze geldigimizde sezebilecegiz.

En nihayetinde seylerin suskunlugu ve sessizligi bir ¢igliga doniisebilir mi?
Biz diinyaya ac¢ildigimiz, diinya da bize acildig1 yerde. Kim bilir bu atmosfer
dagildiginda, ortii kalktiginda, sinirlar asindiginda, goz gozi gordigiinde,
mesafeler kisaldiginda sifir noktasinda varliklarin teniyle ve kendi tenimiz
birbiriyle karsilasabilir. Birakalim diinyanin teni, kendi tenimize degsin tim
yabanilligryla.

1 Pelin Dilara Golak, “Husserl Fenomenolojisi ve Soyut Sanat” Yitksek Lisans Tezi, Mimar Sinan Giizel
Sanatlar Universitesi SBE, 2016, sy. 1.

2 Maurice Merleau - Ponty, “Géz ve Tin”, Ahmet Soysal (gev.), Istanbul: Metis Yayinlari, 2016, sy. 25.
3 Wassily Kandinsky, “Sanatta Ruhsallik Uzerine”, Giilin Ekinci (gev.), Istanbul: Altikirkbes Yayin,
2015, sy.27.

4 Azad Ziya Eren, “Yitik Baykus”, Istanbul: Noktiirn Yayinlari, 2012, sy. 16.
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Askida / On the Hang Suskun Direnis / Silent Resistance
Tuval tizerine yagliboya ve akrilik / Oil and acrylic on canvas Tuval tizerine yagliboya / Oil on canvas
160x140 cm, 2018 160X140 cm, 2018
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Bosluk Huzursuzlugu / Impatience of Absence Bekleyis / Expectancy
Tuval iizerine yagliboya / Oil on canvas Tuval tizerine akrilik / Acrylic on canvas
160 x 140 cm, 2018 200 X 170 cm, 2018
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Kose Ag1/ Corner Angle
Tuval tizerine akrilik ve yagliboya / Oil and acrylic on canvas
160 X 140 cm, 2018

Kopus / Break off
Tuval tizerine yagliboya ve akrilik / Oil and acrylic on canvas
160 X 140 cm, 2018
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Yesil Bolge / Green Area Birinci Bolge / First Area
Tuval tizerine akrilik / Acrylic on canvas Tuval tizerine yagliboya / Oil on canvas
90 x 60 cm, 2018 110 X 90 cm, 2018




Alan Agis1/ Angle of View
Tuval tizerine yagliboya / Oil on canvas
70 x 60 cm, 2018

Ufuk Cizgisi / Skyline
Tuval tizerine yagliboya ve akrilik / Oil and acrylic on canvas
200 X 170 cm, 2018
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Ayrik Alan / Split Field
Tuval Uzerine Akrilik ve Akrilik Kalem / Acrylic and acrylic pen on canvas Ayrik Alan / Split Field
240 X 210 cm, 2018 Detay / Detail
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Ayrik Alan / Split Field Ayrik Alan / Split Field
Detay / Detail Detay / Detail




Ayrik Alan / Split Field
Detay / Detail
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Yabanci / Stranger
Tuval tizerine akrilik ve el yapimi kagit / Acrylic and papier maché on canvas
110 X 90 cm, 2018
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Dilin Soyleyemedikleri / The Incommunicables
PG Art Gallery, 2010
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“Painters see more in
shadows and
protrusions than we
ever do!”

-Cicero

The Mystery of Fog:
A Silent Perception

Archaeology operates downwards, digging into the soil — hence the surface being
ground zero. This is where we start, and our point of departure. Any subsequent
activity would be now termed as a “descent”. But then where exactly do we descend
to? We descend into the primary conditions of our existence, beliefs, knowledge, and
daily lives. The value of any such effort resides in the understanding and apprecia-
tion of our present condition(s). Temporal and spatial measurability is the key into
this understanding and appreciation. Problems such as proximity and depth between
objects are then resolved by our mind. The receiver re-organizes the eternity of an
image. Similarly, archaeology dates human artefacts chronologically (another hu-
man construction) and categorically sorts them.

One can propose a few reasons why the painter Devabil Kara adopts a scientific
method as his subject in many of his artworks, as if he is an archaeologist. One good
reason lies in the ability to reveal all possible historical moments of a single place in
its entirety. Rather than displaying artefacts in their singularity, it is the desire to
present their modes and changes on a much longer term. The possibilities that Deva-
bil Kara offered in his exhibition titled “The Fourth Stratum”, as one might remem-
ber, provide us not only a long and distant past but also a platform where we form a
contact with a fossil in the present. The proof of a past existence now also proves the
presence of a viewer.

Human memory, individually speaking, is limited to one’s own experiences. Imagi-
ned as the common memory of the complete humanity, the soil naturally possesses
vast borders. “Kareli Alanda Kazi” (The Excavation in a Square) presents one such
example where Devabil Kara deals with his own share in this collective memory and
re-presents it to the public. Subdividing a large excavation unit into squares of requ-
lar sizes, this archaeological method designates each small area individually. The ob-
jective here is not only to relate a single piece to a larger whole, but also to determine
the position of an artefact within multiple strata. Developed in the present time, this
method applies to all temporal moments in history.

Traces of the Past, Shadows of the Present

At this point Devabil Kara stops referring to archaeology and its methods. He is
neither interested in assigning a meaning to the past and nor does he dwell on its
contribution to the present. Cultural, political, sociological and social implications
of the past and its artefacts are ignored. A meaning, after all, does not depend on
the act of production. The painter follows the traces and shadows of objects within
their intricate relation in time and space. The traces of the past are revealed again
under the shadows of the present. A residue of time covers all objects. Dust reigns.
The relation between the object and the perpetual change/motion echoes in the dis-
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“What I am trying to

translate to you is more mysterious;
it is entwined in the very roots of
being, in the impalpable source of
sensations.”

(J. Gasquet, Cézanne, dedication)

Caresizligin Kutsanmasi / Glorifying the Despair
Neon, Tahtakale Hamami / Tahtakale Bath, Istanbul
600 X 400 cm, 2011
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tant corners of our memory. In short, the painter is after the memory of the object.
In his approach to objects, Devabil Kara is closer to the Bergsonian perception of
time. The past constantly lurks in every motion and mode of the present throughout
his works and exhibitions. In his early works depicting the past and the present just
like a memory or a single moment in the form of portraits; his 1990 exhibitions titled
“Izler ve Gélgeler” (Traces and Shadows), “4. Katman” (The Fourth Stratum), “Dilin
Soyleyemedikleri” (The Incommunicables); and later exhibitions titled “Gélge ve Bel-
lek” (The Shadow and the Memory) and “Gélge Bellek ve Ara Durumlar” (The Ghost
Memory and Transitions) — they all bear the traces of the abovementioned unders-
tanding. He even relates the echoes of the past in the present time to the traces on the
walls of Toptast Prison. His sculpture “White Whale” seems like a meteorite fallen
onto a historical building after covering great distances from a thousand-miles-away
ocean, thus bringing a long and distant past into the present. In the exhibition titled
“Uncanny Games” (held in Tahtakale Bath), the neon work “Caresizligin Kutsanma-
st” (Glorifying the Despair) presents a partial projection of the bath or the shadow
of its present.

The exhibition titled “Sis” (Fog) is a continuation of Devabil Kara’s interest in the re-
lation between time and object. This time his works deal with a natural phenomenon
that covers a certain space during a certain time interval: fog. Why can’t we properly
perceive the objects that occupy a place in time and space under this condition? What
are the factors that affect our perception? How do we perceive something indirectly?
These are the type of questions that surround his works. Fog emerges here as a de-
parture point since it perfectly fits into his own art practices and further elaborates
on the above questions.

Building up various strata in his works, the painter tends to ignore the problem of
meaning. From ground zero of the canvas into the same point of the deepest stratum,
his primary approach is purely abstract. He makes us encounter patterns, principles,
levels of consciousness that stand as obstacles to our vision. The colours, lines and
spaces that he employs create a language that invites the most authentic and intact
mode of perception along with the remote corners of our memory.

Referring to the Invisible

Ontologically speaking, fog is a natural phenomenon that exists for a limited period
of time, and in the eyes of a viewer it is a threat to the very existence of space. It erases
the appearance of other beings in the space, its curtain makes them invisible. Its liqu-
idity and subsequent dissolution disrupt this condition as well. Just like the condition
that fog creates in the nature, Devabil Kara abolishes the existence of appearances
on the surface of a painting. He encloses, frames and covers them. Various conditions,
however, sustain their existence somewhere deeper, behind the invisible. Between the
surface of the painting and its depths, then, a dialectic relationship emerges — with
no synthesis. This condition of dilution and loosening not only stretches to the outside
world but it also permeates inwards. The condensation in the depths, on the other
hand, still hits the surface with its waves. Those conditions, beings, encounters and
images that we cannot access or see within the depths apply great pressures to each
other following that dilution and loosening in the surface. This condensation gradu-
ally spreads onto the surface as it silently insists like a well. The inevitable condition
of encounters, conflicts and violations invites a subtle perception of beings and things.

Zeitgeist

Kandinsky says, “Every work of art is a child of its time, while often it is the parent
of our emotions” . Contemplating on how a zeitgeist affects minds, perceptions and
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A4-peki bu durumda Iblis kim? /
Who is the evil then?
29 x 21 cm, Kagit, Beton, Neon /
Paper, concrete, neon

Izlenim II / Impression II
4. Katman Serisinden /
The Fourth Straturn Series

Naturmort

~ Tual tizerine karisik teknik /
| Mixed technique on canvas
| 140x 130 x 30 cm, 2008

spirits, and then attempting to express this through a medium, an artist assumes the
critical role of witnessing his/her own time. The paintings in Devabil Kara’s new ex-
hibition “Sis” (Fog) outstretch from the reqular borders of the canvas. Is it then this
zeitgeist that surrounds the artist and which we now see overflowing? Are they the fa-
ctors that trigger uncertainties, lead to dead-ends and engender nothingness — which
eventually affect us... Or the influences of the condition of a constant liquidity in the
“liquid modernity’... Glorifying the present moment, this era constantly re-creates a
present. And this leads to a condition of being stuck in a present that does not have a
beginning or an end. Subjects of the liquid modernity are overwhelmed by an extreme
liguidity and a lack of real encounters that refer to something more than a simple
glance. Encounters and experiences, on the other hand, can potentially play a great
role in the emergence of critical ruptures and fractures in the mind and consciousness.
Here one might explore his/her true self. Following an encounter that visually strikes
one and spiritually echoes, all will change. Artworks that abolish physical encoun-
ters and direct eye contact invite viewers to revisit the conditions of the zeitgeist.
Yet Devabil Kara aims to clear the fog that emerges from the inability to defeat the
conditions of hopelessness and pessimism. His reqular colours of blue, red and white
are now replaced by a consistent green. This monochromatic position dominates his
paintings in the exhibition. Green here suggests the meditative and purifying aspects
of the nature. Shades of green aim to cancel the gloom implied by fog.

A Chair’s Transformation into a Pedestal

This is what we try to sense as viewers in the fog. Imagine for a second being on the
canvas and looking outside — are we (including the painter) inside the fog as well?
The chair and its image, a common theme in the artist’s works, can help us answer
this question. A chair’s image representing power is of course undeniable. It symbo-
lizes authority and hierarchy. Until today, this object was present in his works — on
the canvas. One work in the exhibition depicts it again. Yet it also exists now outside
of the canvas. This object at present occupies a physical space in the hall. Both cases
makes the viewer lose altitude. The shaky position of the chair in the exhibition hall
reminds one of a toddler taking its very first steps — the transition from a horizontal
to a vertical position. The presence of a chair here stages a scene of immense tension
in which one encounters his/her own existence, a height, a depth in space, and an
abyss.

Combined with a sculpture that has no head or identity, the chair transforms into
a pedestal. But then what does it mean if an object transforms into a pedestal? In
classical terms, a pedestal supports a sculpture — they both occupy a space and are
composed of a mass. A pedestal offers a space to a sculpture. It is a medium that
forms a historical, social and religious myth. There used to be no sculpture without a
pedestal. The 20th century introduced a radical change in this area. Sculptures with
no pedestal were created. Then emerged new forms in the art of sculpture. Why does
a key image for an artist now transforms into a pedestal in an age in which pedestals
are removed from the art of sculpture? Perhaps Devabil Kara aims to overcome this
myth and free it from its own bonds. Since the chair currently lies on the surface and
presents itself as an unerect pedestal, however, one can assume that the myth still
prevails.

Placing this object right in front of the works marked by fog, he makes us encounter
the fact that it is actually us who are in the fog. Here Heidegger’s “Gestell” disappe-
ars. Freeing itself from the borders of a frame, fog permeates to the canvas from the
“reality”. Since we cannot dream a face that we did not see in reality, one realizes
all that we see appears under a fog, no matter how subtly we try to crystallize our

thoughts.
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Dilin Soyleyemedikleri / The Incommunicables
Vailde-i Atik Kiilliyesi, 2009
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With the aim of suggesting the realities behind the invisible, Devabil Kara creates
holes and voids in the other works in his exhibition. The image of a heavy fog en-
genders a disparity and distinction when combined with space. The relief is adorned
with modes that expand, shrink, curve and whisper. The void infiltrates into us. Dif-
ferent forms and conditions overflow from these spaces in their full force. They rapid-
ly reach out to us, crashing onto our skin — and we breath, visually and spiritually.
“An old, an ancient green surrounds us on this meander.” On the other hand, neon
lights try to dissolve the same fog that permeates that space. They suspend in the air
visually aiding the eyes that try to distinguish objects.

Following a bright sky, Van Gogh went to southern France to see objects in their pure
realities. Unable to perceive the essence in the exhibition due to the fog Devabil Kara
creates with shades of green, we are to realize which “ways of seeing” and perceptions
that we need to overcome.

Finally, one wonders if the muteness and silence of things can transform into a sc-
ream. Especially when we open up to the world and it opens up to us.. When the
fog dissolves, the cover is removed, borders are abolished, a mutual understanding is
achieved and distances vanish, we can actually encounter beings physically — who
knows? Let the world’s wilderness come into direct contact with us.

Otoportre / Auto portrait
Tuval iizerine yagliboya ve akrilik / Oil and acrylic on canvas
160 x 140 cm, 2018
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Sis / Fog, 2018 Sis / Fog, 2018
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Sakli Figiir IT / Hidden Figure II

Tuval tizerine akrilik, seliiloz ve dogal pigment /
Acrylic on canvas, cellulose and natural pigment
80 x 70 cm, 2018

Sarmal Distis / Spiral Fall

Tuval tizerine akrilik, seliloz ve dogal pigment /
Acrylic on canvas, cellulose and natural pigment
200 X 170 cm, 2018
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Karsit Ag1/ Opposite Angle
Tuval Gizerine akrilik ve seliiloz / Acrylic on canvas and cellulose Dusme Ekseni / Axis of Fall

Tuval tizerine akrilik ve seliilloz / Acrylic on canvas and cellulose

110 X 90 cm, 2018
110 X 90 cm, 2018
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Yesil Oyun Alani/ Green Area of Game

Tuval tizerine akrilik, seliiloz ve dogal pigment /
Acrylic on canvas, cellulose and natural pigment
80 x 70 cm, 2018

Izdisiim / Projection

Tuval tizerine akrilik ve dogal pigment /
Acrylic and natural pigment on canvas
160 X 140 cm, 2018
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Sis / Fog, 2018
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Agir / Heavy

El yapimi kagit tizerine rust ve dogal pigment /
Rust and natural pigment on handmade paper
28 x 26 cm, 2018
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Sessiz / Silent

El yapimi kagit tizerine rust ve dogal pigment /
Rust and natural pigment on handmade paper
28 x 26 cm, 2018

Isgal / Occupation

El yapimi kagit iizerine rust ve dogal pigment /
Rust and natural pigment on handmade paper
41 X 40 cm, 2018

s

Mekansiz / Placeless
Elyapimi kagit / Handmade paper
28 x 26 cm, 2018
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Diis / Dream Isgal IT / Occupation II
Elyapimi kagit / Handmade paper El yapimi kagit Gizerine rust ve dogal pigment / Rust and natural pigment on handmade paper
28 x 26 cm, 2018 41 X 40 cm, 2018

Cikmaz Alan / Dead-end Area

Elyapimi kagit tizerine dogal pigment / 1kili Séylem / Dual Discourse

Natural pigment on handmade paper El yapimi kagit tizerine rust ve dogal pigment / Rust and natural pigment on handmade paper
28 x 26 cm, 2018 28 x 23 cm, 2018
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Sitkunetin C1glig1/ Scream of Tranquility

El yapimi kagit tizerine dogal pigment ve mum /
Natural pigment and wax on handmade paper
140 X 130 cm, 2018

Diyalog / Dialoque
Elyapimi kagit tizerine rust / Rust on handmade paper
28 x 26 cm, 2018

Tutsak / Captire

El yapimi kagit tizerine rust ve dogal pigment /
Rust and natural pigment on handmade paper
28 x 26 cm, 2018
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Biyografi / Biography

1962  Erzurum’da dogdu / Born in Erzurum

1986 Marmara Universitesi Giizel Sanatlar Fakiiltesi Resim Bolimii’nii bitirdi.
Graduated from the Fine Arts Academy of Marmara Univesity.

1993 Marmara Universitesi Sosyal Bilimler Enstitiisii’'nde Sanatta Yeterlik
tezini verdi. / Completed his phd degree in the same university.

Halen Marmara Universitesi Giizel Sanatlar Fakiiltesi Resim Bélimii’nde 6gretim
tyesi olarak calismaktadir / He joined the teaching staff of Marmara University, Fine
Arts Faculty Visual arts department following his graduation.

Secilmis Kisisel Sergiler / Selected Personal Exhibitions

1990 Vakko Sanat Galerisi / Art Gallery, Istanbul
1992  Vakko Sanat Galerisi / Art Gallery Istanbul
1993  Vakko Sanat Galerisi / Art Gallery Ankara
1998 Trace and Shadows, Parish Gallery, Georgetown, Washington, DC
2004 Galeri Siyah Beyaz , Ankara
2006 Dérdiincii Katman / The Fourth Stratum, PG Art Gallery, Istanbul
2009 Dilin Séyleyemedikleri / The Incommunicables, Valide Atik Kiilliyesi,
PG Art Gallery, Bebek
2011 Dilin séylemedikleri / The Incommunicables,
Istituto Portoghese di Sant’ Antonio in Roma / Rome
2016  Golge Bellek / The Ghost Memory, Tem Sanat Galerisi /
Art Gallery, Istanbul

Secilmis Karma Sergiler / Selected Mixed Exhibitions

1986  Giiniimiiz Sanatgilar1 7. Istanbul Sergisi / 7th Contemporary Artists
Istanbul Exhibition, Hareket Koskii, Istanbul Resim Heykel Miizesi ,
Istanbul

1987  Giiniimiiz Sanatgilar: 8. Istanbul Sergisi / 8th Contemporary Artists
Istanbul Exhibition, Hareket Koskii, Istanbul Resim Heykel Miizesi ,
Istanbul

1990 Cagdas Tiirk Resim Sergisi / Contemporary Turkish Painting Exhibition,
Ramko Sanat Galerisi / Art Gallery, Istanbul

1993  Uluslararasi 2.Kochi Bask: Trienali / 2nd Kochi International Triennial
Exhibition of Prints, Kochi, Japonya / Japan
Uluslararasi 1. Maastricht Grafik Bienali, Hollanda / 15t Maastricht
International Print Biennial, Maastricht, The Netherlands

1996  Oteki, Habitat II, Antrepo, Istanbul

2001 Baslangictan Bugiine Tiirkiye’de Graviir, Karsi Sanat Calismalari, Istanbul

2004 Bizden ve Onlardan 17/ Us and Them 17, Tem Sanat Galerisi/ Tem Art
Gallery, Istanbul

2006 Hacettepe Sanat Miizesi Koleksiyon Sergisi / Art Museum Collection
Exhibition, Ankara

2007 Bir Onerme Yedi Oneri, PG Art Gallery, Istanbul

2010 Huma Kabakge1 Art Collection, Osthaus Museum, Hagen, Almanya / Germany




