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ZAMANI TUTMAK

Dogdugu Adana’dan elinde bir tomar kagitla gérdigu
her seyi gizen bir glizel sanatlar akademisi 6grencisi
olarak ilk kez istanbul’a geldiginde on yedi yasindaydi,
Arif Ascl. Buglin de hala her firsatta her seyin esasinin
resim oldugunu vurguluyor: “iki boyutlu bir yiizeye bir
gorsel macera sigdirabilmek. Bu bir insan yizu, bir
hayvan imgesi, dini bir hikaye, bir motif ya da boyali
bir el izi olabilir. Her seyin basglangici resim!” Lascaux
magaralarinda, Bizans ikonalarinda, Eski Misir'da,
Ortagcag veya Ronesans’ta, insanlk tarihi boyunca
sanatgilarin kaygisi hep ayni olmustur; zaman iginde
akip giden o goruntu zincirinden birini alip sabitlemek,
o anidondurmak, belkide gelecege birakmak... Susan
Sontag’in fotograf Uzerine yazilarinda dile getirdigi
bir konu bu: “Fotograf sadece ele aldigi konuya biat
etmez; konusunun bir pargasi, bir uzantisidir. Konuyu
ele gegirmenin, ona hikmetmenin bir yontemi.”
insanoglunun trajedisi her zaman 8limli oldugunun
bilincinde olmasidir ¢linkli. Sanat ise, As¢I'nin deyimi
ile “bu trajediye karsi, toz olup zamanin karanhgina
karisma disuncesine karsi zayif bir ¢irpinigtir.”

idolleri Brancusi, Rothko, Giacometti olan bir
fotograf¢gidan bahsediyoruz. Hepsi gercegin, elle
tutulur olanin, gézle goérulenin 6tesinde bir his arayan;
6zun, tézun, yakalanamayanin pesinden kosan kisiler.
“‘Dunyanin nesnesel gercekligine ve varliklarin téztine
sadik kaliyorum.” diyerek kendi sanat yaklagimini
can alici bir cimle ile 6zetleyen Rothko. Kendi
sanatina soyut diyenleri embesil olmakla suclayip
hakikatin dis kabukta degil; fikirde bir seyin 6ziinde
oldugunu savunan Brancusi. “Gérmekten arta kalan
tortudur sanat” 6mrii boyunca bakma, seyretme ve
deneyimleme meselesini dert etmis Giacometti.

John Berger, fotografin bir lisani olmadigini, gekilen
bir fotograftaki gorselin aniden bir 1S13In yansimasi
olarak var oldugunu ve resmin tam aksine, birdeneyim
ve biling icermedigini savunuyordu. Peki, madem
sanat macerasina Guzel Sanatlar Akademisi’nde
resim egitimi ile basladi Arif As¢i, neden bu kaygilari
belki de en zor ele alabilecedi yontem olan fotografi
secti? Bunu kendisine sordugumuzda igten bir

cevap aliyoruz: “Hayatin kendi rol dagitimini,
kendi tiyatrosunu kurmasini bekleyip, bir daha
tekrar etmeyecek olan o ani en uygun zamanda en
uygun agidan belgelemek.” Clnkl Arif As¢i haberci
degil; sosyal sorunlara dikkat cekmeye de galismiyor.
Bir belgesel fotografgisi hig degil. Sadece her
fotografa “alabilecegi kadar, tasiyabilecegi kadar” bir
duygu yiiklemeye caligiyor. Her ne kadar “insanlig
kurtarmaya calismiyorum” dese de, aslinda bence
tam da bunu yapiyor, yalnizca sezgilerinin pesinden
giderek.

“lyi sanatta parlak bir fikirden daha fazlasi olmali.
Sezgi, ruh, vicdan, ¢gok 6zel bir harmandir; bu denge
olmall.” diyor sanatgi. Evet, fotograflarinin bir gesit
gorsel siir olmasina dikkat ediyor her zaman. Ve bunu
ne kadar basarirsa, fotografin o kadar uzun émdarlu
olacagina inaniyor. Bu yaklasim suphesiz resimle
olan iligkisinden kaynaklaniyor.

Resim egditiminden gegen Ascl, sonradan yakin dostu
da olan Josef Koudelka’nin “Cingeneler” kitabini
almis bir giin, ve ona her gun kutsal kitap gibi bakiyor.
“Nasil olur, minicik bir makineyle kiguclk bir fotograf
karesine bu kadar duygu yogunlugu nasil yiklenebilir?
Bu nasil basarilir?” diyerek sagini basini yoluyor.
O noktada “Tamam, fotografla yasanir. Yani émrin
merkezine fotograf konabilir. Fotografla duydugum,
disundugum, hissettigim hergeyi verebilirim” diyor.

Arif Asci fotograflarina bakarken izleyiciye de ¢ok is
dustyor. Oncelikle onun cevresine dikkatlice baktig
gibi bakmak gerekiyor. Anlamaya, degerlendirmeye
calisarak degil, deneyimlemeye galisarak. Onyargisiz.
icgudilerimiz ile anlamaya g¢alismaliyiz onun
fotograflarini. Tanpinar’in “Dustinmek i¢in durmak
lazim” dedigi sey. Bu fotograflarin tadina varmak igin
de durmayi bilmek lazim. Sari plastik ¢atinin 1sikla
parlamasina uzunca bakmak, duvara yansidiginda
olusan turunculara dikkat etmek lazim. Isigin renk
demek oldugunu, rengin 1s1k oldugunu hatirlamak
lazim. Isik ve renkte olan nlanslarin hepsinde bir
sonsuzlugun var oldugunu hatirlamak lazim. Kirmizi

duvara isik vurdugunda duvarin her bélimuninde,
- karmin, vermilyon, skarlet, terra cotta - ayr bir ton
kirmizi oldugunu fark etmekten 6te deneyimlemek
lazim. John Logan’in Rothko ile ilgili piyesindeki
sahne gibi: “Kirmizi da neymis? Delacroix'nin
tablosundaki Fransiz bayraginin kirmizisi mi?
Istakoz mu? Lale? Biber? Trafik isiklarinin kirmizisi
mi? Spor araba kirmizisi mi? Seytan kirmizisi mi?
Dur isareti, Rus bayragi, Cin bayragi? Sarap?
Kan? Glnbatimi, nar, Noel Baba? Yakut kirmizisi
veya El Greco resmindeki elbiseler mi? Kalp atigl,
tutku, ruj, lav? Bir tavsanin burnu, albinonun gézu?
Tiziano’nun resimlerindeki sa¢ rengi? Kirmizi igte...”
Uzunca bakmak lazim, seyretmek... Butiin ndanslari
hissetmek. Hofmannsthal'in deyimi ile “yazilmamis
bir seyi okumak” belki de. Arif Asci'nin fotografinda
kirmizi duvarin 6nidnde duran topun turuncusuna
gulimsemek lazim. Dik bir kése duvarinin arkada
olusturdugu golgeden zevk almak lazim. Ve en
onemlisi de bu renk, 1sik ve gdlge oyunlarinin gelip
gegcici oldugunu ve birkag dakika iginde kaybolacagini
bilmek, kabullenmek lazim.

Cok yalniz bir deneyim bu. “Karsisindakinin
yalnizhidini muhafaza etmeyi, iki insan arasindaki
badin ulasabilecedi en yiksek amag¢ olarak
goriyorum.™ diyor Rainer Maria Rilke. Arif AsgI’nin
fotograflari tam da bu yuzden herkese dokunmayi
basariyor; izleyiciyi yalniz birakmayi basardigi igin.
O etrafini gdzlemlerken ne kadar mitevazi ve yalin
bir goz ile bakiyorsa, fotograflari da bize hic¢bir anlatim
dayatmadigi icin.

Ascl, fotograflarinda verilmesi gereken bir mesajdan
cok daha otesini aryor. Her bakanin fotograflarinda
kendi hikayesini kurmasini istiyor. Kore'de kaldigi
donem Magnum’dan Rus fotografgi Gueorgui
Pinkhassov’la tanigsma firsatini bulmustu. “Gostere
gostere gosteren fotograflar vardir. Gostermeyerek
gizleyerek saklayarak derdini anlatan fotograflar
vardir.” demisti ona Pinkhassov... Arif As¢i'nin fotograf
adina yapmak istediklerini bundan daha iyi agiklayan
bir cimle yok.

“Yelkovan” adli bu sergi, butiin bu disgunceleri
harmanladigi icin bu kadar 6nemli. Sergiye verilen
“Yelkovan” ad1, ¢ok hassas bir se¢im: Yelkovan gegen
zamanin dakika koludur, ince ayaridir. Teker teker
gecen dakikalarin hatirlatiimasidir. Kagip giden anlari
tutamayacagimizi bildigimiz igin, onlari yasamanin,
deneyimlemenin, hissiyatini yasamanin énemini
bize hatirlatir “Yelkovan”. Bir roportajinda, As¢i tek
“keske”sinin her aksam o guin gektigi fotograflarla ilgili
notlar almamig olmasi oldugunu itiraf etmisti. Zamani
tutamiyorsak, belki de deneyimi sabitlemek mumkun.

“Saatin kendisi mekéan, yurlytsi zaman,
ayari insandir... Bu da g0sterir ki zaman ve
mekéan, insanla mevcuttur.”

- Ahmet Hamdi Tanpinar, Saatleri Ayarlama
Enstitisi

Zaman akisinin merkezinde olan deneyim ise taniklik
etmekten geciyor; dakikalarca, saatlerce izlemek,
seyretmek, seyir etmek, seyahat etmek. Baska
bir anlami da var “Yelkovan”in: denizin bir karig
Uzerinden, suya degmeden ugarak kilometrelerce
seyir halinde kalabilen bir firtina kusu. Zaman da,
tipki yelkovan kusu gibi, hi¢c suya degmeden, hizla
akip gecmiyor mu? Bu kusun tehlike altinda olmasi
da ayri bir tesaduftlr belki de. Mana, hissiyat, duygu,
hele ki zaman... Bunlar da aslinda tehlike altinda
degil mi?

"Susan Sontag, On Photography, Picador Editions, s.155, 1977

2Mark Rothko, David Porter Gallery Washington DC, 1945
(Sergi katalog metninden alinti)

3 Alberto Giacometti, André Parinaud ile bir sdyleside, Ecrits,
Edition Hermann / “le résidu d’une vision”, Haziran 1962

“Rainer Maria Rilke, Letters of Rainer Maria Rilke 1892-1910,
The Norton Editions, 1969
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HOLDING TIME

Arif Asci was only 17 when he came to Istanbul as a fine
arts student from Adana, where he was born, sheets of
paper in his hand, drawing everything he saw. Today,
he still reminds people at every opportunity he gets that
the essence of everything is in painting. “To be able to
fix a visual adventure on a two-dimensional surface.
This could be a human face, the image of an animal, a
religious story, a motif or a painted hand. The beginning of
everything is painting!” Artists, ranging from the Lascaux
caves to Byzantine icons to Ancient Egypt to the Middle
Ages and to Renaissance, have been concerned with the
same thing throughout history: to fix a link from the chain
of images from the flow of time, to freeze that moment,
and to perhaps leave it for the future. This is a topic that
Susan Sontag brings up in her writings on photography:
“A photograph is not only like its subject, a homage to the
subject. It is part of, an extension of that subject; and a
potent means of acquiring it, of gaining control over it.”
The tragedy of the human being is that he is aware of his
own mortality. Art, on the other hand, is “a weak flutter to
resist the tragedy, the thought of joining the darkness of
time, of becoming dust,” according to Arif Asgl.

We are talking about a photographer whose idols are
Brancusi, Rothko, Giacometti: artists who went after a
feeling beyond what the eye can see, what is tangible,
what is real, of the essence, the core, what cannot be
held. We are talking about Rothko who summarizes his
artistic approach with the striking sentence, “l adhere
to the material reality of the world and the substance of
things.” We are talking about Brancusi who deemed
those who thought his art abstract, imbeciles, who
claimed that truth was not on the outer shell, but rather
in the idea, in the essence of something. Giacometti,
who dealt with looking, watching, and experiencing all
life, insisting that art is ‘the residue of vision.™

John Berger claimed that photography does not possess
a language; That the photographic image is produced
instantaneously, by the reflection of light; that, unlike
drawing, in photography, the figuration is notimpregnated
by experience or consciousness. Then why did Arif Asgl,
who began his adventure in art with painting at the Fine

Art Academy, move on to photography, which is perhaps
the most difficult medium for his specific concerns?
When we ask him about this, he responds sincerely
with, “To wait for the distribution of roles in life, for life
to setup its own theater, to pick the right moment in the
right angle, to document that moment that will never be
repeated.” Because Arif Asgl is not a journalist. He isn’t
trying to draw attention to social problems. He is by no
means a documentary photographer. He is only trying to
charge a photograph with emotion, “as much as it can
take, as much as it hold.” Although he claims that he is
“not trying to save humanity,” | think this is exactly what
he is doing -by only pursuing his intuitions.

“Good art should include more than a bright idea; intuition,
spirit, conscience are a very specific blend, there needs to
be that balance.” he says. Yes, he always pays attention
to the visual poetry of his photographs. And he believes
that the more successful he is at doing this, the longer
the life span of his photograph will be. Needless to say,
this approach stems from his relationship with painting.

Arif As¢l, who was trained as a painter, bought the book
‘Gypsies’ by Joseph Koudelka -the two would later
become close friends- from Paris and would look at it
as if it was the holy book. He was driving himself insane,
thinking about how a tiny camera would charge a small
photograph with so much emotion. “How did he do this?”
he thought. At that point, he realised that he could live
with photography, that he could put photography at the
center of his life. He thought he could relay everything he
thought and felt through photography.

When looking at an Arif As¢i photograph, there is a lot
that the viewer has to do. Just like how he observes his
surroundings, we need to look at his photographs with
the same intentness. To try to experience rather than to
understand, to assess. Without prejudices. We need to
try to understand his photographs through instinct. What
Tanpinar calls, “To think, you need to stop.” In order to
enjoy these photographs, you need to know how to stop.
You need to look for a long time at the way the yellow
plastic roof shines with light -you need to pay attention to

the oranges that appear in its reflections on the wall. You
need to remember light means color and color means
light. You need to remember that all of the nuances of
color and light include an infinity. When light hits the
red wall, each section of the wall containing a different
tone- carmine, vermillion, scarlet, terra cotta- needs to
be experienced, beyond just noticing. Just like the scene
about Rothko in John Logan’s play: “What is red? The red
in Delacroix’s painting of the French flag? Alobster’s red?
Atulip? A pepper? The red of traffic lights? Sneaker red?
Devil red? Stop sign, Russian flag, Chinese flag? Wine?
Blood? Sunset, pomegranate, Santa Claus? Ruby red or
the dresses in El Grecos’a paintings? Heartbeat, passion,
lipstick, lava? A rabbit’s nose, an albino’s eye? The color
of Tiziano’s paintings? Just red...” It's important to look for
a while, to watch. To feel all of the nuances, in Hugo von
Hofmannsthal’'s words, “to read what has never been
written” perhaps. It's necessary to smile at the orange of
the ball in front of the red wall in Arif AsgI’s photograph.
To enjoy the shadow that a wall forms behind. And most
importantly, to accept that all these games of color, light,
and shadow are temporary and that they will disappear
in a few minutes.

This is a very lonely experience. “I hold this to be the
highest task for a bond between two people: that each
protects the solitude of the other™* said Rainer Maria
Rilke. This is exactly why Arif AscI’s photographs are
able to touch everyone. Because they are able to leave
the viewer alone; because of his modest and simple
observation of the world, because he doesn’t impose
any narratives on us.

Arif Asci looks for a lot more than a simple message to
be delivered in his photographs. He wants everybody
to construct their own stories in the photographs.
When he was staying in Korea, he got to meet the
famous Russian photographer Gueorgui Pinkhassov
of Magnum. Pinkhassov said, “There are photographs
that show by showing; there are photographs that deal
with things through not showing, by concealing.” There
is no better sentence to explain what Arif As¢l is trying to
achieve with photography.

This exhibition “Yelkovan” by Arif Ascl is crucial to
understand the artist's practice, because it combines
all these thoughts. The title “Yelkovan” is very specific
choice: Yelkovan is the minute hand of the clock, of time
passing -it's the fine tuning of time. It is the reminder of
minutes passing one by one. As we know that it is not
possible to hold on to the moments passing, “Yelkovan”
reminds us of the importance of living them, experiencing
them, of feeling their emotions. In an interview, Arif Ascl
said that his only “regret” was not have kept a notebook
when he was taking photographs. If we can’t hold time,
perhaps it's possible to make it permanent through
experience.

“The clock is the space, its passing is time,
its tuning is the person... Which shows that time
and space exist only with the person.”

- Ahmet Hamdi Tanpinar, Time Regulation Institute

Experience, which is at the center of the flow of time, is
through witnessing -to watch for minutes, for hours. To
watch, to move, to travel. There is also another meaning
in “Yelkovan™- it is yelkouan shearwater, a bird that can
fly for kilometers without touching the water. Doesn’t
time flow just like that bird, never touching water, rapidly?
Maybe the fact that this bird species is threatened is
another coincidence. Meaning, feeling, emotion, and
especially time -aren’t these all under threat?

"Susan Sontag, On Photography, Picador Editions, 1977, p.155

2Excerpt from Mark Rothko’s text “Personal Statement:
Painting Prophecy, 1950, written for his exhibition at the David
Porter Gallery in Washington DC in 1945.

3 Alberto Giacometti, interview with André Parinaud,
June 1962 - Ecrits, Edition Hermann / “le résidu d’une vision”

4Rainer Maria Rilke, in a letter to Paula Modersohn-Becker,
12 February 1902, ‘Letters of Rainer Maria Rilke 1892-1910’,
The Norton editions, p.65
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1958
1975-1982

1984-1986

1986

1996-1997

Adana’da dogdu.

Devlet Guzel Sanatlar Akademisi Resim
Bolimi’'nde 6grenim gordu.

Devlet Giizel Sanatlar Akademisi Ozgiin
Baski Atdlyesi'nde arastirma gorevlisi
olarak calistl.

Ug yil sirecek Asya yolculugu esnasinda
fotografa basladi ve on iki bélimden olusan
“Turkuaz” belgeselini gerceklestirdi.

Deve kervaniyla tarihi ipek Yolu’nu Cin’den
baslayarak Turkiye'ye yurlyerek geldi.

Secilmis Kisisel Sergiler

1997
2000
2003
2005

2007
2008

2010
Yayin
1998

2002
2009

2010

ipek Yolu, Topkap! Sarayi

Bahtabakan, Kargi Sanat Calismalari

ipek Yolu, Massachusetts University,

Boston

istanbul-Panorama, Porte de Hall
(Halleport) Museum, Briiksel
istanbul-Panorama, The Gallery Now, Seul
istanbul-Panorama, A. Schusev Museum
(Moskova Photobiennale kapsaminda), Moskova
istanbul-Panorama, Cezayir Salon, istanbul

ipek Yolunda Son Kervan, Kale Seramik
Kaltar Yayinlar

Bahtabakan, Kale Seramik Kdltiir Yayinlari
istanbul’un Kuslari, is Bankasi Kiiltiir
Yayinlar

istanbul’'un Sokak Képekleri, is Bankasi
Kaltar Yayinlari

istanbul Panorama, A4 Ofset Yayinlari
istanbul’'un Sokak Kedileri, is Bankasi
Kaltar Yayinlari
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1958
1975-1982

1984-1986

1986

1996-1997

Born in Adana

Educated at the State Academy of Fine Arts,
Department of Painting

Worked as a research associate at the State
Academy of Fine Arts Original Print Workshop
Embarked on a trip to Asia which would last
for three years, during which he began
photography and created the documentary,
“Turkuaz”, consisting of 12 parts.

Starting from China, with a camel caravan,
ventured the Silk Road to Turkey, on foot.

Selected Personal Exhibits

1997
2000
2003
2005

2007
2008

2010

The Silk Road, Topkapi Palace
Bahtabakan, Kargi Sanat Calismalari

The Silk Road, Massachusetts University,
Boston

Istanbul-Panorama, Porte de Hall
(Halleport) Museum, Brussels
Istanbul-Panorama, The Gallery Now, Seoul
Istanbul-Panorama, A. Schusev Museum,
(Within the Moscow Photobiennial) Moscow
Istanbul-Panorama, Cezayir Salon, Istanbul

Publications

1998

2002
2009

2010

The Last Caravan on the Silk Road, Kale
Seramik Cultural Publishing

Bahtabakan, Kale Seramik Cultural Publishing
The Birds of Istanbul, i§ Bankasi Cultural
Publishing

The Street Dogs of Istanbul, is Bankasi
Cultural Publishing

Istanbul Panorama, A4 Ofset Publishing
The Street Cats of Istanbul, is Bankasi
Cultural Publishing



