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Poetikayla politika arasinda:

evt yeniden kurmak...

Hasan Bulent Kahraman



Eda Soylu’nun sergisi Evi Yeniden Rurmak adim tastyor. Bu adi uzun bir diistince stirecinin sonunda buldum.
Kendisiyle tartistik. Baglangicta daha farkh bir sergi diisiincesi vardi. Cesitli nedenlerle vazgectik. Eda,

adim adim ilerleyerck bu sergiyi olusturan igerige geldi.

Galert KHAS taki bu sergiden kisa bir siire 6nce Eda’y1 Akbank Sanat’ta diizenledigim bir sergiye davet
etmigtim. O sergl Sanat Rastlantisi/Rastlantimin Sanatr adim tasiyordu. ‘Rastlanti’ gibi ¢etin bir kavram
Virllio’dan ve Heideggerden kalkarak irdeledigim o sergiye Soylu ¢ok etkileyici bir igle katilmisti. Yapat,
galerinin hayli genis bir alanina yayiliyordu baglangicta. Ici beton doldurulmug baz yuvalar/kutular/

silindirler yaylarla yere tutturulmustu. O nesneleri duvarlara tirmandirmasini istemistim.

Gergeklestirdikten sonra ortaya ¢ok etkileyici, hayli ¢arpici bir ig ¢tkmugt. izleyici uzaktan ¢ok ‘sevimli’
gordiigi nesnelerin arasinda dolagmaya bagladiginda geriliyor, tirkiiyor, iistlerine basmaktan, nesnelerin
ayaklarina, pagalarina takilmasindan ¢ekiniyordu. Gergin bir iligki vardi izleyenle yapit arasinda. Eda
Soylu’nun isi biitiin rastlanti temeline oturan olgular gibi aynm zamanda oyuncakli/oyunlu (ludic) bir isti.

Yapit, garip bir sekilde biittin durgunlugu, siikuneti ve stabilitesi i¢inde bir performans icra ediyordu.

KHAStaki sergi bu yapitla agag1 yukar: ayn1 zamanlarda tamamlandi. En azindan iki yapitin stiregleri
cakisti, birbirinin i¢ine girdi. Birbirinden izler tagimasi dogaldi. Nitekim yapitin igerigi, kapsami ve
ozellikleri iistiinde dugtiniirken Eda, konuyu tartiymaya hayli hazirlikh baglamisti. Temelde bir ‘ev’ 6gesi
yer alacakti. Kendi evinden bazi parcalar getirecek, yikilan binalardan ¢itkan bazi parcalar tastyacak ve
yapitlar1 galeride toplayacak, biitlinleyecek, biitinlestirecekti. Ayrintilart konustuk, karar verdik, sergi

kurulmaya bagladi.
Ortaya cikan sergiye ne ad verecegimizi konugurken dogal olarak ‘Evi Yeniden Kurmak’ dedim.

Evi yemiden kurdu Eda Soylu.
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Eda Soylu'nun sergisi katmanlara yayilan bir sergi. Cesitli diizeylerde ele almip ¢oziimlenebilir. Tlk

evresl, kuskusuz adi. Hatta adinin birinci agamasi: evi yeniden kurmak!

Bu kavramin i¢inde yaganan giinle dogrudan bir iligkisinin oldugu agik. Yaganilan diinyanin en 6nemli
sorunlarindan bir gigebelik. Gogmek iradi bir edim olabilir. Kisi, kendi niyeti dogrultusunda bir mekandan
bir bagkasina gocebilir. Bununla birlikte biliyoruz ki, o halde dahi, gd¢mek sancil, sikintili, sorunludur.
Mekan degistirmek ne kadar istemli de olsa gligtii. Bugiin ise onun ¢ok diginda biiyiik kitlelerin tabi
oldugu, muhatap oldugu zorunlu gocler yaganiyor. Buglintin diinyasindaki asal kavram gig degil gigmen

kavramadir.

Bugiinkii ierigiyle bu iki kavram zamaninda Deleuze ve Guattari’nin getirdigi gdc¢ebelik kavramimdan
¢ok uzak bir yerde bigimleniyor. Deleuze’iin ve Guattarinin olusturdugu kavram merkeze déntik elestirel
bir kapasiteye sahipti. Olumlu ve iradi bir edimden s6z ediyordu. Fiili haliyle gd¢menlik ve gocebelik ise
bu anlamdan timiyle uzak, ¢ok sert ve insanlarin adeta savrularak, bityiik 1stiraplarla maruz kaldiklar
bir siyasal ve ger¢ek durumu tanimliyor. Yagadiklar: kentler bombalanmus, evleri yikilmis, kendilerine
bagka bir iilkede, cografyada kader arayan insanlari imliyor gé¢menlik bugtin. Bu maksatla denizlere
acilan, bogulan insanlardan s6z ediyoruz. Gittigi iilkelerde sinirsiz bir aciya maruz kalan, gelecegini

yitiren insandir bugiin gé¢men.
i§in ilging yan1 bu yitimlerin ve aranan yeni kaderin bir tek adinin olmasidir: ev!

Bugiinkii tarthi, anlami ve kapasitesi i¢inde ev geleneksel anlamini her diizeyde ¢oktan agmug bir kavram.
Ev, geleneksel ve ontolojik yapisi iginde yerlesik ve duragan bir yasantiya tekabiil eder. Belli ve ‘standart’
hayat tarzlarinin en énemlisi olani, en ‘gelismis’ ve ‘kategorik’ olani, burjuvazi, kendisini evle ve evin
sembolleriyle ifade eder ki, hepsinin temelini yerlesiklik olusturur. Birkag neslin bir arada oturdugu
mekan ger¢ek manada ‘burjuva evi’ olarak tayin edilir. Bugiiniin diinyas: ise gogebeligin evidir ve tam
tersine kimsenin iginde ofuramadigi, evi kuran kisinin dahi bir siire sonra terk etmek zorunda kaldig:

mekandir ev.

Bu akigkanhgin, bu zorunlu gé¢tin nedenleri ve meseleleri ayr1 bir olgudur. Fakat Eda Soylu sergide
iki kapasiteyl bir arada kuruyordu. Bunlar %’ ve ‘dig” mekanlardi ve bu karmagik sergi s6z konusu iki

kapasiteyi birbiriyle kktenci bir yaklagimla iligkilendiriyordu.

Evin yerlesiklikten cikip gogebeligin sembolii olmast serginin ve 6znesi olan ‘ev’ kavramimin dig
cephesini meydana getiriyordu. Yukarida bahsettigin tiim birikimi Eda sergiye ‘ev’ vurgusuyla tasiyordu.
‘Kurmak’ bu bakimdan 6nemliydi. Herkes bir ev kurmanin pesindeydi. Herkes yerytiziinde bir yurdu

olsun istiyordu. Yurt ok genig bir kavramdi. Insamn bedent, dili, bilinci yurdu olabilirdi. Insamn vatam

yurdu olabilirdi'. Insamn evi yurdu olabilirdi. Bunlar ayrica birbiriyle dil diizeyinde de biling ve kavrayis
diizeyinde de irtibatlanmig, birbirinin i¢ine ge¢mis kavramlardi. Eda, eve génderme yaptig1 anda tiim
bu genig hacmi sergisine ve dolayisiyla da tartiyma diizlemine aciyordu. Bu son derecede yerinde,

zamaninda yapilmig bir miidahaleydi.

Ustelik evi kurmaktan bahsederken serginin i¢ anlamina ayrica katkida bulunacak sekilde bir girigimde
bulunuyordu. ‘¥eniden kurulan’ evi ‘sokiiyordw’ veya sokintilerden hareket ediyordu. Kurmak ve sokmek!
Bunlan kargilayacak iki kavram var Bati dillerinde. Birisi ‘demonterdir. Digeri ‘deconstruction’. Bugiin
kazandiklar1 yeni anlamlarla bakilirsa, ‘dekonstriiksiyon’ artik daha yiiklia ve entellektiiel bir kavram.
‘Demonter’ ise daha teknik. S6z konusu iki kavramdan hangisinin bu serginin ‘i¢’ diizlemini olusturdugu

ciddi bir sorudur. Ciinkii serginin diger diizlemlerini belirlemektedir.

Demonte etmek yeniden kurmakla daha dogrudan iliskili. Bir ey sokiilir (demonter) gétiirtliip yerine,
baska bir yere yeniden kurulur: montaj. Dekonstriksiyon ise bir seyin derinligine inmek anlaminda
bir sokmedir. Yapilanit bozmak anlamina gelir; katmanlarina ayirmak, teker teker parcalar: birbirinden

uzaklagtirmak.

Eda’nin sergisinin teknik diizeyde bir ‘demontaj’a dayandigr muhakkak. Sergiyi olusturan nesneleri/
elemanlar1 bir yerden sokiip bir baska yere tagiyor, yeniden kuruyor. Insanlar bu gun yapabildikleri
kadariyla gocebelik hayatlarinda tam da bunu gergeklestiriyor. Yanlarina bir sey alma imkani bulanlar,
tarithin bagka 6rneklerinde gorildiagu gibi, sembolik de olsa, onlari tastyarak, bir baska yere yerlestirerek

(montaj) eski evlerini yeniden canlandirmak/kurmak amacimdadir.

Eda Soylu tam manasiyla bunu saglamigtir sergisinde. Ustelik sadece kendi evinin 6zgiin pargalarim
degil, baska evlerin geride birakilmig pargalarimi da sergi mekanina tagtyarak monte etmis ve bu kurguyla
yikimin en dramatik ifadesine ulasmistir. Yikmak, cok az yerde kurmak anlam ve kapasitesini i¢inde
barmdirir. Yikmak elbette yapmanin kargitidir. Ama her kurguda hem yiki/11/maya déniik bir potansiyel

vardir hem de her kurgu bir eski yikimdan izler tagtyabilir. Gok 6zel bir durumdan soz ediyoruz.

Yikip yeniden yapmak biiyiik oranda bir palimpsest siirecidir. Bu nedenle de her kurgu buyiik ve sinirlart
mechul bir palimpsestin ara konagidir. Eda Soylu'nun sergisinin dig planda, disariyla iligkili yaninda
vurguladigi budur: ev ve yagsam bir yikima yazgihdir ve biitiin hayatlar, ne derecede yerlesik olursa olsun,

bir palimpsestin, bir yap-boz un uzantisidir.

Sergi tam bu noktada usulca kendi i¢ine dogru acilir Yani, demontaj-montaj fashni tamamlar ve
dekonstriiksiyon diizlemine geger. Serginin entellektiel tartiymalart burada baslar ki, o baslangici

olusturan kavram, bizzat palimpsest’tir.*
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Sadece deginerck gegecek olsak dahi palimpsestin bir hafiza meselesi oldugunu biliyoruz. Silme
eyleminden geriye daima bir seyler kalir. Bu ya somut bir izdir, bir kazimanin, kaldirmanin izidir ya da
biitiin somut isaretler yiter gider, hafizada bir iz kalir. Kat1 haliyle palimpsest kalan izlerdir. Soyut planda
hafizaya donigiir, palimpsest. Her hafiza esasinda bir palimpsest olarak goriilebilir. Hatirladiklarimiz,
unutmayi segtiklerimiz veya unutulmay segenler, tekrar hatirladiklarimiz, hatirladiklarimizin/ge¢migin

izleri.

Evi yeniden kurmak sergisi bize dogrudan bu plani/diizeni getiriyor. Bir ev, evler sokiiliiyor, baska bir
mekanda, sergi mekaninda yeniden kuruluyor. Bu ‘silme’ ve yeniden kurma 6ncelikle hafizayla ilgili bir
sorunsal tiiretiyor. Akla hemen gelecek ‘ni¢in’ sorusunun bazi cevaplarin yukarida verdik. Bu serginin
igerdigi yeniden kurma eylemi, ama sokmeyle dogrudan iligkili yeniden kurma eylemi, dogrudan politik
bir edimdir. Buradaki politika tercihi sadece yasanan giintin siyasal sorunsallariyla iligkililik anlaminda
degildir. O dogallikla mevcuttur ve o bakimdan tavir alan, evrensel boyutlar olan bir siyasal soruna

dogrudan cevap veren bir sergidir. Isin gicle, ev yikip kurmakla ilgili kismu budur.

Once suna deginelim. Evet, Eda Soylu, ev/ler/i sokiip yeniden kurarak veya sokiilmiig evleri bir araya
getirip yeniden diizenleyerek bu yeniden kurma ediminin iginde hafizaya dogrudan bir géndermede
bulunuyor. Hatta buna génderme demek de dogru degil. Hafizay1 (sokiip) yeniden kuruyor. Bir evin
yasadigr bu déntstim hafizanin déntgtimidir. Evin degistirilmesi demek olan gé¢ dogrudan bir hafiza

meselesidir.’

Ne var ki, biraz geriye ¢ekilip bakinca ortaya ¢ikan resim ¢ok daha karmagik. Cinkid eger bu serginin
icerdigi ‘sokme/takma’ i5i dogrudan bellekle iligkiliyse, ki 6yle, Eda Soylu’nun sergisi bellegi yeniden
kurma amacindadir. Nitekim, serginin ‘eksik’ parcalardan olugmasi, bir evi biitin mimarisiyle
olugturmamasi, baz1 gondermelerle, evi izleyicinin zihninde tamamlamasim beklemesi s6z konusu

hafiza vurgusunun iki yonli (sanatci-izleyen) mevcudiyetini igaret etmektedir.

Gergekten de serginin icerdigi ‘ev’, evi amimsatan elemanlarla olugturulan mekan, bir palimpsest levha*
gibi, bolik porgiik, delik desik hafiza ¢agrigmlariyla ancak bir evi meydana getirir, biitiinler izleyenin

goziinde.

Bu ‘miidahale’, demek ki, Eda Soylu’nun bir hafiza problemi kurmasiyla ilgilidir: hafizay1 parcalamak
(sokmek) ve onu yeniden kurmak (monte etmek). O zaman daha ileriye gitmeden hemen belirtelim:
bizatihi bu yaklagim siyasaldir. Giinkd, bellek dogrudan dogruya miidahale edilen, bicimlendirilen,
yeniden yapilan, dizenlenen bir olgu olmak niteligiyle politik bir ‘alandir’. Insanin kendisi de, iktidar
arag, odak ve stirecleri de bellege miidahale eder. bellegi olusturan 6geler ise asla nétr veya pasif degildir.

Tipki bellegin dogrudan dogruya etkin, etkili ve hir¢in, saldirgan olmasi gibi bellege miidahale eden

elemanlar da aym niteliktedir. Dolayisiyla bellek bir savas alamidir ve siyasetle savas arasindaki iligki

malumdur.

Buradan tekrar bu eve dénelim ve onu bu ¢izgide cle alalim. Ev dedigimiz olgu son kertede hafizadir.
Farkinda olmaksizin, evde yasarken, bir yandan evin, 6te yandan kendimizin hafizasim kurariz. Bu bir
katmanlagmadir. Bir anda olusmaz. Ev de zaten iginde tek bir an yasadigimiz yer degildir. Bir ev iki kez
yapilir. Once tag ve toprakla inga edilir. Sonra da evin yasamini yani bellegini olugtururuz. Yapmin evi

bellegin evine doniigir. Ger¢ek manasida ev bellege aittir.

Bachelard evi ‘bambagka’ bir yer olarak goriiyor ve kendisine ait bir poetikast oldugunu savunuyordu.
Ev, hayallerin alamdir ve bu alanda ‘hafiza ve hayal birbirine kavusur’. Bu anlayis icinde ev, gene
Bachelard’a goére kozmosla yuizlesmemizi saglayan aractir. Ev, bir siginaktir. Soyut ve pasif anlamda
degil, tersine, kozmosla yiizlesmekte kullandigimiz bir arag olarak ev bir sigmaktr. Bireyligimizi evle
olustururuz. Bachelard daha da ileri giderek dis diinyada edindigimiz hatiralarin, bellek demektir bu,
evde edindigimiz hatiralarla ayni tona sahip o/mayacagin: belirtir. Biitiin bunlardan sonra da evi insanhigin

hatiralarim, diigtincelerini, riyalarin bir araya getiren en giiclii birlestirici olarak tamimlar.’

Bu durumda ‘ev’ sadece dig dinyanin bir parametresi olarak kalmaz. Ondan daha fazlasiyla ev i¢
diinyanin, bireyligin kurulmasim saglayan en énemli mekan/arag olarak bi¢imlenir. Bu defa dig diinya
degil, onu engelleyen, ona baraj kuran, onu kontrol eden bir i¢ hat olarak ortaya cikiyor ev. Kend:
hayallerimizi tirettigimiz, onlar aracihigiyla benligimizi olusturdugumuz kozadir ev, bir mikro kozmostur.
Alexander ve Chermayeft de bu konuyu vurgular ve evi ‘kisisel hafizanin sahnesi’ olarak tanimlar. Bu
baglamda da ev ikili bir igleve sahiptir. Kisiligi dig diinyaya ifade eder ama ondan daha 6nemlisi evde

yagsayanin kendisine ait imgesini (se/fimage) guiclendirir, kendisine kurdugu duzeni somutlagtirir.®

Biitiin bunlar ortaya ciddi bir gerilim ¢ikarir. Bu gerilim dig diinya ile evi birbirinden ayiran ‘esigin’

olusturdugu gerilimdir.

Bachelard evdeki unsurlarin farkh anlam katmanlar icerdigini vurgulamisti. Tavan arasmdan
¢ekmecelere kadar evin tim unsurlari evin ve o 6gelerin sahipleri i¢in ¢ok farkhi anlamlar iceriyor ve
kapstyordu. Oyledir. Agtigimiz her ¢gekmece bize farkli amlar ve anlamlar agar. Amilar insanda soyut
bir diisiince olarak belirtelim daima sicak, olumlu duygular ve giivenlik hissi olusturur. Bu, amlarin
(ve hatta unutusun) sagaltic etkisidir. Ayni sekilde kapali cekmecelerin ve mekanlarin agilmasimin bizi
Freudien anlamda gegmise, ilkel evreye, ana rahmine gottiren bir yan var. Ana rahmine yonelmis her
yolculuk gene yasadigimiz kopuslar: ve parcalanmalar1 ortadan kaldiracak olmasi nedeniyle insanda

olumlu ¢agriggmlar meydana getirir. Evin tekin, gtivenlikli, sarict yani boyle gikar ortaya.

17



18

Ama evlerin bir de sarsict yaminin oldugu muhakkak. Ttim o ¢ekmeceleri, bodrumlar, tavan aralariyla,
hatta biriktirdigi onca aniyla evler giivenlik duygusunu en ¢ok sarsan mekanlardandir. Gotik edebiyatin
ayni zamanda bir ev edebiyati oldugunu unutmamak gerekir. Bu itibarla ev; ‘tekinsizlik’ duygusunun en

fazla hissedildigi yerlerdendir.

Bu diisiince genis 6l¢iide Freud’un tekinsizlik tistiine yazdigi ¢igir agan denemesinden sonra gelistirilmigtir.
Freud, ok iy1 bilinen bu makalede, Almancada ‘tekinsiz’ anlamina gelen s6zcugu, ‘unheimliche’t kullanir.
Sozciik ‘heimliche’ kokiinden tiiremigtir. Ev, yurt, vatan gibi anlamlar tasimaktadir. Dolayisiyla ‘un-heimliche’
evsiz, yurtsuz anlamima gelmektedir. Daha genig bir tanimlamayla ‘heimliche’ yerlesiklik duygusuyla
iligkilidir. Bunun digina ¢ikilmasi yani yerlesiklik duygusunun yitirilmesiyle tekinsizlik duygusunun

bagladig1 apaciktir.

Ustiine ¢ok sey yazilmig bu kavram mimaride de bu baglamiyla kabul edilmistir. Evin bir biitiin olarak
getirdigi ‘esirgeyicilik’ ile tekinlik duygusu verdigi ama evin yitirilmesiyle yerini tekinsizlik duygusuna
biraktig1 biliniyor®. Evin bahsettigimiz sckilde kendi iginde, kendi i¢ elemanlariyla (cekmeceler, bodrum,
kiler, cat1 arasi, merdivenler, sahanliklar) tekinsizlik duygusu yaratmasi da bu ‘organlarin’ zamanla
yerlesik anlamlarimi yitirmesinden ve genel olarak da bahsettigimiz ‘esirgeme’ anlayiginin diginda
kalmasmdandir®. Kisacasi, yerlesiklik duygusunun yitirilmesiyle birlikte ister ev olsun isterse herhangi

bir eleman bizde aykirt duygular uyandiracak bu da tekinsizlik duygusuna yol acacaktir.

‘Hevmliche’ kavraminin ve zitt1 olan ‘unheimliche’ kavraminin Eda Soylu’nun sergisinde temel kurucu rolii
oldugunu burada artik belirtelim. Bunun iki nedeni var. Birincisi, sergi bir esikle bashyor. Tipki bir
eve girilir gibi giriliyor. Fakat o anda baska bir siireg igliyor. Soylu, evin (yani serginin, yani ‘yapitin’)
‘dosemesini’ tstiine ¢icekler gomilmiis bir beton déseme olarak tasarlamus. izleyici eve girecek,
dolayisiyla evin dégemesini ¢igneyecek. Bu dogal. Aykirt olan ise bu ddsemenin, Ustiine basiimasiyla
birlikte, kirilmasi, bozulmasi. Ustelik déseme sadece ayak altinda kirilan bir ince beton yiizeyden
olusmuyor. Beton istiinde/i¢inde/dokusunda ¢ignenmemenin, korunmanin, esirgenmenin, yani
inceligin, hassasiyetin sembolii de olan cicekleri barindiryor. Izleyici iistiinde yiiriiyerek o cicekleri de
eziyor, yok ediyor. Hatta bir agidan bakilirsa sergiden, konvansiyonel bir anlayisa gore, ‘asil’, ‘sanatsal’

eleman bu cigekli beton yiizey. Ve sanatct bu beton yiizeyin ¢ignenmesini, ayak altinda ezilmesini istiyor.

Cok dramatik, ¢ok gergin bir an oldugunu bunun kuskusuz. Eve girmek bu zorunlulugu iistlenmek
oldugundan, izleyici, baglangicta caresiz ve tirkek bir sekilde girip zemini ¢igniyor. Eyleminin ikili bir
olgu olarak nasil bir ‘tekinsizlik’ duygusu yarattigi muhakkak. Once korumasi gereken, korunmast

gereken ev bozuluyor.

Ikincisi, ev, tamdik, bildik, ‘esirgeyen’ bir mekan degil. 1zleyiciyi zora kogan, hatta yipratan bir mekan.

Dolayisiyla serginin icerdigi ev bagh bagina bir evsizlik tstiine oturdugundan ciddi bir ‘anksiyete’ye yol

agryor ki, tekinsizligin temel diirtiisti budur: anksiyete.

Buradan devam edilirse su da soylenebilir. Yeniden kurulan bir evden séz ediyoruz. Kugkusuz dogru.
Farkli mekanlardan getirilmis elemanlarla olusturulmug bir ev kurulmus, duruyor karsimizda. Fakat sz
konusu evi deneyimlemek olarak distindiigiimiizde kurulan degil yikilan, bozulan, dagitilan bir eve
doniigiiyor aynm1 mekan. Buradaki yikma ediminin sanatci tarafindan gerceklestirilmest istenen asal edim
oldugunda kugku yok. Nedeni ise agik: Soylu, izleyicinin tekinsizlik duygusunu sadece bir evde hissedilen

pasif bir duygu olmasini degil, deneyimleme ile saglanmug aktif bir duygu olmasini bekliyor.

Bu yaklagima da bir gerekce bulmamiz gerekirse o ¢6ziimt Heidegger’de arayabiliriz. Heidegger, Varlik
ve Laman’1n igindeki kiiciik ve o kadar 6nemsenmeyen kavramlarindan biri olarak tekinsizlik (‘unkeimlich’)
kavramini kullanir. Bunu ‘anksiyete’ (‘angst’) baglaminda ele alir'®. Heidegger’e gore, gerek orada gerekse
daha bagka metinlerde!!’ kullandigr sekliyle, bunalt (angst) insamin varoluguyla ilgilidir. Bu ‘orjinal’

bunaltidir ve soyle geligir.

Heidegger’e gére Varlik, da-sein’dir. Da-sein, Almancada ‘orada olmak’ demektir. Varlik, Heidegger’e
gore daima dinyada olmak, diinyayla bir/lik olmaktir. Diinyaya ise atimisizdir. Atilmishk (Geworfenheit-
Thrownness). Diinyaya gelmek, diinyada olmak elimizde degildir. Bize ragmen olusmustur. Insan radikal
bir kararla ve kendi eliyle yasgamina son vermezse kendi zamaninin ve ¢evriminin tutsagidir. Acikiriz,
uyuruz, uyaniriz ve kendisini gene ‘diinyada buluruz’. Bu atilmighktir. Atilmuglik, bizatihi diinyada olma hali
bir bunalimdir. Qiinki varlik zamandir. Zaman ise sonludur. Dolayisiyla diinyada olmak 6liimle i¢ ice
olmakutir ve 6lime dogru olmaktir. Bunu bilmek, bu bilingle yasamak, diinyada olmak, varhig: stirdiirmek
temel (orijinal) bunalimmmizdir: diinyada olmak bunalimdw:'* Bunun bizde olusumunu saglayan ana oge
Dasein’in ve varhgin, orada, yani diinyadaki (anlamh ve huzur veren mekanda) anlamh beraberligidir.
Ustelik, Heidegger, anksiyeteyi (angs) ‘evde-olmamak’ (Un-zuhaus/not-being-at-home) ile iligkilendirir, uzak
ve yakin anlamlari iginde. Bu mekanda meydana gelen bir sarsintinin s6z konusu dengeyi, daha dogrusu

dengesizligi bozacag: agiktir.'*

Bu acidan bakilirsa Eda Soylu, iki yoldan s6z konusu tekinsizligi izleyicinin yagsamasini/gerceklemesini

saghyor.

Oncelikle, bahsettigimiz ve igine girdigimiz ev bir iskelet evdir. Tamamlanmus, disaridan bakimca bizde
ev ¢agrisimi uyandirsa bile ev duygusu uyandiran bir mekan degildir. Evin elemanlart mevcuttur. Fakat
her sey birbirinden bagimsizdir ve yikinti halindedir. Bizatihi bu durumun tekinsizligi yarattigr aciktir.
Ikincisi, o evi tabamindan baglayarak yikmaya zorlamak suretiyle sahip oldugumuz yerlesiklik duygusunu

yikmamizi da saglamakta ve 6ylelikle iginde oldugumuz tekinsizlik hissinin icimizde en ist diizeyde
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damitilmasina yol agmaktadir.

Dasein’in yerlesiklik haline bir darbedir Soylu’nun tutumu. Sunu da ekleyelim: yerlesiklik mekanla
kaimdir. Ciinkii zaman zaten yitip gitmekte ve bizi 6lime tagimaktadir. Insan o uzaklagma icinde
varhigini mekana tutunarak gercekler. Ev bu mekanin en saf ve somut halidir. Evin yikilmas1 Varhigin
olimcilliigiinii ona duyumsatmak anlamina geldigi kadar o 6liim olgusunu dogrudan dogruya yasamak
ve igsellestirmektir. Eda Soylu sergisiyle bir evi yitkmanim dolayistyla 6liime yaklagmanin dinamiklerini

belirliyor izleyici igin.
Bu halin bagka bir nedeninden daha s6z ederek bu ¢emberi tamamlayabiliriz.

Freud tekinsizlik diisiincesinin oncelikle estetik bir kavram oldugunu da vurgular: bu kavram ashinda
estetik alaninda incelenmelidir. Fakat estetik giizel ve yuce gibi kavramlarla meggul olarak tekinsiz
kavramini diglamistir. Bu konu daha sonra gegsitli kaynaklarda iglenir. Tekinsizlik bir estetik duygu olabilir
mi sorusuna yanit aranir.’”® Ozellikle Feminist estetigin gelismesiyle birlikte konu baska bir diizeye ve

boyuta taginmstir.

Bununla birlikte sanat yapitinin kendi dokunulmazlhigi icinde bir tekinsizlik duygusu tasidigi agiktir.
Sanat yapitinin Tanrisal bir nesne gibi algilanmasi, yiicelme duygusuyla birlikte degerlendirilmesi bu
dinamigi harekete gecirir. Yapitin bozulabilecek, dokunuldugunda kirilacak olmasi mekanik olarak bu
duyguyu beslerken miize mekani, i¢cinde gomiilii/yerlesik tuttugu, yapitla izleyici arasina yerlestirdigi
dokunulumazhk/agilmazlik iligkisiyle bu duyguyu pekistiric. Hatta bu duyguyu ‘mekansallagtirir’.

Miizelere biraz da o dokunulmazlik iligkisinden kaynaklanan ‘uhreviyeti’ hissetmek icin gideriz.

Bir diger olgu da sanat yapitinin 6zgiinligi ile tekinsizligi arasinda cereyan eder. Sanat yapiti biriciktir,
bu onun 6zguinligiini olusturur. Ona dokunulmasi bu somut olguyu asmak anlamina gelir ki, olmayacak
bir seydir. Kant¢1 bir anlamda sanat yapiti ancak yiicelme (sublimation) duygusuyla kavranabilir. Sanat
yapitinin ontik gercekligi de bu duygunun olugmasina yardim eder. Hatta sanat yapitinin ontolojisi bu

duyguyu ickindir (zmmanent). Sanat yapiti varsa, dokunulmazdir ve bu duygunun yiiceligi i¢inden algilanir.

Dada, akim olarak, birkag diizlemde bu gergege karg: ¢ikti. Sanat yapitinin orijinalliginden kaynaklanan
kisitlamalart onu giindelik olanla biitiinlestirerek agmaya cahsti. Dogrudan dogruya Duchamp’in
hazir nesne mantig1 ve yerlestirmesi Pisuar bu gercegi vurgular. Gundelik hayatin nesnelerinin sanat
yapitina déntismesi bu bakimdan ilgingtir. Hem siradandirlar hem de bu nesneler sanat yapitinin ‘yiice’
duygusunu i¢lerinde, ¢ekirdeklerinde barindirirlar. Dada’nin tepkiselligi bu gercegi gérmigtir. Dada’nin
¢ok uzak bir uzantisi olarak izlenebilecek Fluxus ve nihayet ‘sosyal heykel” yapan Beuys un performansi

tam manastyla bu eksene oturur. Beuys, sokaklar siipiirerek eylem halinde sanat yapitini ve sanat yapiti

(sanat halindeki) eylemi gergeklestiriyordu. ‘Dokunmanin’ ve ‘eylemenin’ sanat yapitina donismesi

Kantg yiicel(t)menin kargisindaki en giiglii edimdi.

Eda Soylunun sergisi ise bir biitiin olarak, bastan beri sz ettigimiz tiim dinamikleriyle beraber bu
noktaya odaklanir. Sergiye her diizlemde hakim olan tekinsizlik duygusu esik-ev/i¢-dig/yapi-iskelet
boyutlarinda gelisirken daha ilk agamada, gene daha 6nce degindigimiz, yere serili beton désemenin
ve ¢igeklerin ezilmesi/kirilmasiyla tekinsizlik algisini bambagka bir agamaya gétiirtr. Boylece bir sanat
yapitini tahrip eden, hatta yok eden izleyici bu siirecin icerdigi tim tekinsizlik duygusundan agama
asama geciyordu. Bu mekani 6ldiirmekle eg anlamliydi. Mekan kalicihigin, o manada sanat da kalicihigin
yani 6liime direnmenin gercekligi idiyse, Soylu, hem evi farkh agamalarda s6kerck ve yeniden kurarak,
hem izleyicinin onu tahrip etmesini isteyip ona bu imkani hazirlayarak onun en ug kertede bizatihi
6liimii deneyimlemesini de sagliyordu. Oliim ise tekinsizligin en ileri evresidir. Tekinsizlik duygusunun

bizde uyanmas: 6liimden korktugumuz i¢indir.

Boylece izleyici artik hicbir seyinden emin olmadigi bir mekana ve yapinim/yapitin igine ¢ekilir. Bu onun
tanidig1 tiim duygulardan bogalmasidir. Ve daha da ilginci bunu ‘ev’ gibi giivenlik duygusunun besigi olan
bir mekanda yasamasidir. Béylelikle ‘demonik’ hale gelmis bir sanat yapitindan sz ediyoruz. Bu i¢inde
yasanilan giinden derlenmis ama ona en st dizeyde gosterilmig bir tepkidir. Sanat yapitinin mikrolojisi
i¢cinde barmdirdigi katmanlar1 gésteren son derecede politik bir tutumdur. Bu politika gtindelik hayatin
igerdigi, kapsadigi politikanin Gtesinde sanat yapitinin poetikasipla butiinlesmigtir. Hatta, sanat yapitinin

poetikasinin ne diizeyde politik olabilecegine verilmis bir yanittir.

Boylesi bir baglamda insanin glivenlik duygusunun yok olmasimdan daha dogal ne olabilir?

Hasan Bulent Kahraman

Kasim 2016 - Subat 2017
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Notlar:
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birini Genette’in yapiti meydana getiriyor. Gerard Genette, Palimpsest: Literature in the Second Degree.
Cev. C. Newman. Nebraska: University of Nebraska Press, 1997. Yakintarihl, Genette’in kitabini
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& Space. Princeton, NJ: Princeton University Press, 2008.

10. Martin Heidegger, Being and Time. Cev. D. Stambaugh. Albany: State University of New York
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Between poetics and politics:

constructing the house anew...

Hasan Bulent Kahraman



Eda Soylu’s exhibition is called Constructing The House Anew. 1 found this name at the end of a long thought
process. We discussed it with her. At the beginning, she had a different exhibition idea. We changed our

minds for various reasons. Eda proceeded step by step to reach the current content of this exhibition.

I had recently invited Eda to an exhibition that I organized at Akbank Sanat, before this one at Galeri
KHAS. That exhibition was named the 7he Incident of Art/Art of Incident. Soylu had participated with
a very impressive work in that exhibition, with an austere name such as ‘Incident’, one I derived from
Virilio and Hewdegger: At first, the artwork spread over a very large space in the gallery. Concrete-filled
holes/boxes/cylinders were attached to the ground with the help of coil springs. I had asked her to

escalate those objects onto the walls.

After that was realized, a fascinating and quite striking work came in sight. The spectators initially found
the objects ‘pretty’ from afar but strolling among them, they felt tense, frightened, tried to keep clear;
scared their feet and cuffs would tangle up with the objects. There was a tense relationship between the
viewer and the artwork. Eda Soylu’s work was at the same time a playful (ludic) work, just like all the
phenomenon based on coincidence. The work daringly displayed a certain kind of performance with all

the stagnation, serenity and stability it possessed.

The exhibit at KHAS was completed at about the same time with this artwork. To say the least, the
process of the two works of art coincided and penetrated each other. It was natural to have traces of
one another. Eventually, while considering the content, scope, and features of the work, Eda was very
well-prepared to discuss the matter. Fundamentally, it would be based on the concept of ‘home’. She
would bring some pieces from her own house, carry some pieces from demolished buildings and collect,
integrate, unify them inside the gallery. The details were discussed, decided upon and the exhibition

started to be assembled.

When we talked about what we would name the exhibition, I naturally said, ‘Constructing The House

Anew’.

Eda Soplu constructed the house anewe.
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Eda Soylu’s exhibition is one that spreads onto layers. It can be handled and analyzed on various levels.

The first phase is undoubtedly the name. Even the first step of the name: to construct a house anew!

This concept’s direct connection with the current times is quite explicit. One of the main problems of
the world we live in is, mmigration. Immigration can be a voluntary action. A person can immigrate from
one place to another with a clear intention. Nevertheless, it is apparent how in that case immigration
can be painful, troublesome and problematic. It is hard to change one’s place, even if it may be
voluntary. Today, however, we witness examples of compulsory immigration subject to large masses.

The fundamental concept of the world today is that of the immigrants, not immagration.

With today’s content, these two concepts are shaped in a period that is far from the concept of
immigration brought by Deleuze and Guattari. The concept formed by Deleuze and Guattari had
a centralized critical capacity. They mentioned a positive and voluntary action. As for that, actual
immigration and nomadism describe a political and real situation totally distant from this sense, very
enduring and which people are almost dispersed, subjected to great suffering. The cities they live in
are bombed, their houses collapsed, and immigration today indicates those people searching their fate
in another country, a different geography. We are talking about people drowning in the seas for this
purpose. An immigrant is a person exposed to an unlimited amount of suffering, someone that lost his/

her future in another country.

What’s interesting is that this loss and the search for a new destiny have the same name: fome!

Today, the concept of home has already transcended its traditional meaning and capacity on all levels.
Home corresponds to a seftled and stable kind of living in its traditional and ontological structure. The
most significant among specific and ‘standard’ lifestyles, the most ‘developed’ and ‘categorical’ one is
the bourgeoisie, that expresses itself with symbols of the house and home, which settlement constitute the
foundation of it all. The place where a few generations live together is designated as a ‘bourgeois house’
in the real sense of the word. Today’s world is the home of the immigrant and on the contrary, it is a

place where no one can live in, even the person who built the house has to leave after a while.

This mobility, the reasons for this forced immigration and its issues are a different phenomenon. But
Eda Soylu was establishing the two capacities together. These were ‘nside’ and ‘outside’ spaces and this

complex exhibition related the two capacities to each other with a fundamentalist approach.

The house going beyond a settlement and becoming the symbol of the immigrant created the facade of
the exhibition and hence its theme concept, ‘home’. All the build-up mentioned above was carried out

by Eda to the exhibition with the emphasis on ‘home’. ‘Building’ was important in that regard. Everyone

secked after building a house. Everyone desired a home on this earth. Home was a very broad concept.
A person’s body, language, consciousness could be his/her home'. A person’s motherland could be
home. A house could be home. These concepts were intertpenetrated and connected with one another
at the language level as well as the level of consciousness and comprehension. Eda was opening the
door of the exhibition to all this vast volume of concepts and thus to a discussion environment, in her

reference to the house. This intervention was profoundly relevant and timely.

Moreover, when talking about setting up a house, she also initiated a contribution to the inner meaning
of the exhibition. The ‘rebuwilt’ house was ‘disassembling’ or moving from the disassembly. Building and
disassembling! There are two concepts to meet these words in the Western languages. One is ‘demonter’.
The other is ‘deconstruction’. If we look at the new meanings they have today, ‘deconstruction’ is now a
more lucrative and intellectual concept. ‘Demonter’ remains more technical. It is a serious question as
to which of these two concepts constitutes the ‘inner’ plane of the exhibition. Because they determine

other planes of the exhibition.

Disassembly is more directly related to rebuilding. Something is removed (demonter) and replaced in
another setting: assembly. Deconstruction is a dismantling, which means to go down to the depth of

something. It means disrupting the structure; to separate the layers one by one.

It is certain that Eda’s exhibition is based on a ‘disassembly’ at the technical level. She removes objects/
elements, that make up the exhibition, from one place and rebuilds them in another location. People are
doing exactly the same in today’s nomadic life. As seen in other examples of history, those who have the
possibility to carry something with them, even if they may only be symbolic, aim to revive/build up their

old houses, by placing them somewhere else (montage).

Eda Soylu provided that in her exhibition, in the strictest sense. Furthermore, not only the original parts
of her own house, but also by carrying parts of other houses that were left behind, to the exhibition
setting; she reassembled those pieces, through which she reached the most dramatic expression of
destruction. Destruction very rarely contains the meaning and capacity of building. To deconstruct is,
of course, the opposite of building it. But in each construction, there is a potential for destruction, and

every construction may carry traces of an old ruin. We are talking about a very special situation.

To a large extent, it is a palimpsest process to destruct and rebuild. For this reason, every construction
is an intermediate host of a big and uncharted palimpsest. This is where the exhibition of Eda Soylu
emphasizes the outer plane, associated with the external: home and life are destined to a destruction and

whichever life is settled at any moment, it is an extension of a palimpsest, a puzzle.
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At this point, the exhibition turns slowly inwards. Which means that it completes the disassembly-
assembly phase and goes to the deconstruction level. The intellectual controversy of the exhibition

begins here, the concept that forms the starting point is the palimpsest? itself.

Even if we just mention it briefly, we know that palimpsest is a matter of memory. There is always
something left from deletion. It is either a physical trace, the trace of a scraping-off, a removal or all
physical traces fade away to die, leaving a mark in the memory. On a solid state, a palimpsest is the
remaining traces. On an abstract level palimpsest transforms into memory. Each memory can actually
be seen as a palimpsest. Those we remember, those we choose to forget or those who choose to be

forgotten, the ones we remember, the remainders of what we remember / the past.

The exhibition Constructing the House Anew directly brings us this plan/scheme. A house, houses are
dismantled, and rebuilt at the exhibition site, at another place. This ‘deletion’ and rebuilding, primarily
derive memory related 1ssues. We gave some of the answers to the question “why” that comes to mind
immediately. The act of rebuilding contained in this exhibition, but the act of rebuilding directly related
to disassembly, is a direct political act. The political preference here does not only refer to the political
problems of the day in which we live. It is naturally present and is an exhibition that responds directly to a
political problem that has universal dimensions by taking a stand. This is the part related to immigration

and deconstruction of houses.

First, let’s talk about this: Yes, Eda Soylu directly refers to memory in this act of reconstruction by
disassembling and rebuilding the house(s) or reassembling dismantled houses. It is not even right to
address this act as a referral. She dismantles and rebuilds the memory. This transformation of a house

is the transformation of memory. Immigration, which means changing houses, is a matter of memory.”

However, taking a step back, the picture that appears is much more complex. Because if the ‘assembly/
disassembly’ of this exhibition is directly related to memory, which in fact is; Eda Soylu’s exhibition aims
to rebuild the memory. Thus, the fact that the exhibition consists of ‘incomplete’ pieces, and does not
constitute a whole architecture of a house - expecting viewers to complete the whole picture of a house
in their minds with some references - indicate the bi-directional (the artist the audience) presence of the

memory emphasis.
Indeed, the concept of ‘home’ that is contained in this exhibition, the space created with the elements
reminiscent of a house, completes a whole house in the eye of the viewer by evoking fragmented,

shattered pieces of a memory just like a palimpsest sheet".

This ‘intervention” means that Eda Soylu builds a memory problem: to dismember (disassembling) the

memory and to rebuild (reassembling) it. Without further ado, we have to point out that this approach
is political in itself. Because memory is a political ‘field’; a phenomenon with characteristics that can be
directly intervened, shaped, reconstructed, and organized. Man himself and the tools, focus, processes
of the ruling power also interfere in memory. The elements that memory is combined of, are never
neutral or passive. The elements that interfere with memory possess the same qualities of being directly
active, effective, irritable and aggressive. Consequently, memory is a battlefield, thereby the inevitable

relationship between politics and war.

Let’s go back to the concept of home and approach it from this perspective. The phenomenon we call
home is memory, in the last instance. Without even realizing, over the course of our lives in the house, we
build the memory of it on one hand and the memory of ourselves, on the other. This is a stratification.
It does not occur instantly. Home is not a place we live in for a moment after all. A house is built twice. It
is first built with stone and clay. Later we create the life of the house (home), its memory. The built house

becomes the house of memory. The house actually belongs to the memory.

Bachelard regarded the house as an ‘utterly different’ place and argued that it had a poetry of its own.
Home is a field of dreams and the ‘memory and imagination rejoin’ here. In this sense, home is the
vehicle that enables us to face the cosmos again, according to Bachelard. Home 1s a refuge. Not in the
abstract and passive sense, on the contrary, it is a shelter for us as a means of facing the cosmos. We
become individuals through home. Bachelard goes further, debating that the memories we have in the
outer world, may not have the same tone as the memories obtained at home. After all this, he defines

home as the most powerful unifier of mankind’s memories, thoughts, dreams.’

In this case, ‘home’ does not remain as a parameter of the outside world. More than that, home takes
shape as the most substantial tool/setting to establish the inner world, the individuality. This time home
appears as an inner line controlling, shutting out, building a barrier to the outside world. Home becomes
a cocoon, a microcosmos that we create our dreams in, through which we create ourselves. Alexander
and Chermayeff also emphasize this subject and define the house as the ‘stage of personal memory’.
In this context, the house has a dual function. It expresses personality to the outside world, but more

importantly, it strengthens the self~image of the inhabitant, materializes the organization within.®

All this creates a serious tension. This tension is created by the ‘threshold’ that separates home from the

outside world.

Bachelard had emphasized that the elements in the house contained different layers of meaning. All the
elements of a house, from the attic to the drawers, meant very differently for the house and its owners.

They do. Every drawer we open, reveals different memories and meanings to us. Memories, say on an
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abstract level, always create a warm, positive feeling and a sense of security. This is the healing effect
of memories (and even oblivion). In the same way, the opening of closed drawers and spaces have
something in common that leads us to the past, the primitive stage, the mother’s womb, in the Freudian
sense. Every trip to the womb brings positive associations to the scene that will resolve the failures and
disengagements we have experienced. The auspicious, safe, embracing side of the house will manifest

itself this way:.

But surely there is a traumatic side to the houses. Houses are the most unsettling places of the feeling
of safety, with those drawers, basements, attics, even with all the memories they have accumulated over
time. It is important to remember that Gothic literature is also the literature of the house. In this respect,

the house is the place where the ‘uncanny’ feeling is felt the most.

This idea has been widely developed after Freud’s groundbreaking essay on uncanny. In this well-known
article, Ireud uses the word ‘unheimliche’, which means ‘uncanny’ in German. It is derived from the word
‘heimliche’ which has meanings like a house, home, homeland. Therefore, ‘unheimliche’ means homeless.
In a wider context, ‘heimliche’ is associated with the feeling of settlement. It is obvious that the feeling

of uncanniness has risen to the surface, as that feeling of settlement is lost’.

This concept has been accepted in the architectural context as well. It is known that the house gives
a sense of ‘protection’ with the auspiciousness that it brings as a whole, but leaves its place to feeling
uncanny as the house is los®. The fact that the house creates a sense of uncanniness in its own internal
elements (drawers, basements, cellars, interstices, staircases, landings) is due to the fact that these ‘organs’
lose their meanings of settlement and remain outside the concept of ‘protection’. In short, the loss of
the sense of settlement, whether it be the house or any of its elements, will awaken contradictory feelings

in us, which will lead to feeling uncanny.

Let us now state that the concept of ‘heimliche’ and its opposite ‘unheimliche’ are what the exhibition of
Eda Soylu based its foundation on. There are two reasons for this. First, the exhibition begins with
a threshold. The entrance 1s exactly the same way in a house. But at that moment, another process
takes place. Soylu designed the ‘floor’ of the house (in other words of the exhibition, the artwork) as
a concrete slab with embedded flowers. The spectators enter, hence they crush the floor under their
feet. It’s natural. What contradicts is that this ground starts to collapse, break down as it’s stepped on.
Moreover, the floor is not solely made up of a thin concrete surface that breaks under the foot. On/
inside the concrete, in its texture, flowers are sheltered, a symbol of not being pressed upon, protection,
as well as fragility. Walking on them, the audience crushes those flowers, destroying them. From a certain
standpoint, according to a conventional understanding, the ‘original’, ‘artistic’ element of this exhibiton
is the flowered concrete surface. And the artist wants this concrete surface to be trampled on, crushed

under the foot.

Doubtlessly this is an immensely dramatic, intense moment. Since the spectators are obliged to undertake
this responsibility the moment they enter the house, helplessly and timidly they trample on the surface.
This movement is infallibly a paradox that creates a sense of ‘uncanniness’. The house that needs to

protect and to be protected is destroyed in the beginning,

Secondly, the house is not the familiar, well-known, ‘sanctuary’. It is a place that challenges, wears down
the spectator. Therefore, the house which the exhibition is settled upon harbors a houselessness of its

own, and causes a serious ‘anxiety’, the basic trigger of feeling uncanny.

Continuing from here, the following can be stated. We are talking about a rebuilt house. Doubtless. A
house built with elements brought from different places is right there standing in front of us. But when
we think of experiencing the house, the same place transforms into a broken, distorted, destroyed house.
There is no doubt that the act of destruction here is the prime act desired to be performed by the artist.
The reason 1s clear: Soylu expects the viewer’s sense of wuncanniness to be an active feeling, not just a

passive feeling felt in a home, but an experience.

If we need to find a reason for this approach, we can search that solution in Heidegger. Heidegger uses
the notion of ‘unheimlich’ as one of the smallest and least-appreciated concepts in Bemng and Time. He deals
with it in the context of ‘anxiety’ (‘angst’)!’. According to Heidegger, the angst is concerned with the
existence of man, as he uses it there or in his other articles'. This is the ‘original” anxiety and develops

as follows.

Heidegger says that Being is da-sein. Da-semn, in German means ‘to be there’. Being is, according to
Heidegger, always to be in the world, to be one with the world. We were thrown out into the world.
Geworfenheit-Thrownness. It 1s beyond our power to come into the world, to be in the world. It happens
despite us. If a human being does not end his/her life with a radical decision and by his/her own hand,
he/she is the prisoner of his/her time and cycle. We feel hungry, we fall asleep, we wake up and we find
ourselves ‘in this world” again. This is being thrown. Being thrown, being in this world per se is a kind of
depression. Because being is time and time is finite. Therefore, being in the world is to be intertwined
with death and facing death. Knowing this, to live with this consciousness, being in the world, continuing
existence is our basic (original) depression: being in this world is depression'. The main element that provides
this formation within us is Dasein and its presence there, in other words, meaningful togetherness (in a
meaningful and peaceful place) in the world. Moreover, Heidegger associates anxiety (angst) with ‘Un-
zuhaus / not-being-at-home’, in its far and close context'. It is obvious that a trauma in such place will
distort the equilibrium, or rather the imbalance'.

From this point of view;, Eda Soylu makes it possible for the spectator to experience/confirm uncanniness

at issue, in two ways.

33



34

First of all, the mentioned house we enter, is a carcass. Although it may look complete from the outside
and evoke the feeling of a house within us, it doesn’t recall that, even if we may call it so. It has the
elements of a house. But everything inside is independent of each other and in ruins. Evidently this
setting creates uncanniness. Secondly, by forcing us to demolish that house starting from the floor, the
exhibition makes us destroy the feeling of settlement; thus leading to the utmost distillation of feeling

uncanny within.

Soylu’s attitude is a blow on Dasein’s settlement feature. Let’s also add that the settlement can exist
with a place. Because time is already withering and it’s carrying us to death. Man realizes his being, by
clinging his presence to a place, in the midst of that drifting away. The house is the purest and most
tangible state of this place. The destruction of the house is to experience and internalize the death
phenomenon directly, which also means to sense it as the lethality of being. In her exhibition, Eda Soylu

determines the dynamics for the viewer to approach death by destroying a house.

We can complete the circle by approaching another cause of this state.

Freud also emphasized that the idea of unconsciousness is primarily an aesthetic concept: this concept
should actually be studied in the field of aesthetics. But the aesthetics exclude the concept of uncanny
by engaging in the concepts such of beautiful and sublime. This subject is later discussed in various
sources. The answer to whether uncanny is an aesthetic feeling, is being searched®. Especially with the

development of Feminist aesthetics, the subject has moved to another level and dimension.

However, it is clear that the artwork carries a sense of uncanniness of its own. The perception of the
artwork as a divine object evaluated together with the sense of sublime, activates this dynamic. As the fact
that the artwork can be distorted and broken apart when touched, maintains this feeling mechanically;
the museum setting reinforces the relationship of untouchableness/impassability it embeds within and
places it between the artwork and the viewer. It even ‘spatializes’ that feeling. We visit museums, to feel

a little of that ‘cthereal’ arising from that relationship of untouchableness.

Another phenomenon takes place between the authenticity of the artwork and its uncanniness. The
work of art is unique, which constitutes its authenticity. To touch it means to go beyond that physical fact,
which 1s something that can not happen. In the Kantian sense, the work of art can only be grasped by
the feeling of sublimation. The ontical reality of artwork also helps shape that feeling. Even the ontology
of the artwork is tmmanent of the same feeling, If there is an artwork, it is untouchable and it is perceived

from this sublime sensation.

Dada, as a movement, opposed this fact on several levels. It tried to overcome the limitations arising

from the originality of the artwork by integrating it with the everyday life. Duchamp’s ready-made logic
and placement of the Urinal, directly emphasizes that fact. It is interesting in this respect that the objects
of everyday life turn into artistic works. They are both ordinary and contain the ‘sublime’ feelings of
artwork, inside, in their core. Dada’s reactance perceives this fact. Fluxus, which can be viewed as a very
distant extension of Dada, and finally the performance of Beuys, who created the ‘social sculpture’,
literally center on this axis. Beuys, by sweeping the streets, performed artwork as an action and acted in
the works of art (in the form of art). The transformation of ‘touching’ and ‘acting’ into artistic work, was

the strongest act against the Kantian sublime / sublimation.

Eda Soylu’s exhibition as a whole, focuses on this point, with all its dynamics mentioned from the
beginning. While the feeling of uncanniness evolves around all the planes of the exhibition; threshold-
house / interior-exterior / building-carcass, starting from the first stage, it carries the perception of
uncanniness to a completely different level by crushing/ trampling on the concrete floor covering and
flowers, we mentioned previously. Thus, the viewer, who demolished or even destroyed an artwork,
gradually passed through this process, feeling uncanny. It was equivalent to killing the place. If the
place and hence the art meant permanence, the reality of resisting to death in that sense; then Soylu, by
disassembling and rebuilding the house in different stages, made it possible for the viewer to experience
death per se, in the last instance. Death is the farthest phase of uncanniness. It is because we are afraid

of death that the feeling of uncanniness awakens within.

So the viewer is drawn into a place and structure/artwork that he/she is no longer sure of. This is
evacuation of all the feelings he/she is familiar with. Even more interestingly, he/she feels this in a
‘house’, a nest where the sense of security resides. Hereby, we are talking about a work of art that has
become ‘demonic’. This is a reaction compiled from the day we live in, but also shown at the ultimate
level. It is a profound political attitude revealing layers contained in the micrologics of the artwork. This
attitude 1s integrated with the poetics of art beyond the politics that everyday life involves, comprises. It is

even a response to the level of politics in the poetics of an artwork.

In this regard, what could be more natural than the disappearance of mankind’s feeling of security?

Hasan Bulent Kahraman

November 2016 - February 2017
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Notes:

1. 1In one of his most well-known expressions, Heidegger accepts language as the man’s home.

2. Palimpsest is a very controversial concept, especially in literary theory. One of the main sources
of this discussion is brought by Genette’s work. Gerard Genette, Palimpsest: Literature in the Second Degree.
Translation. C. Newman. Nebraska: University of Nebraska Press, 1997. See a more general study on
Genette’s book by Sarah Dillon, Palimpsest: Literature, Criticism, Theory. London: Bloomsbury, 2014.

3. TFor a comprehensive review of the literature on this subject, see Julia Crreet and Andreas
Kitzmann, editors, Memory and Migration: Multidisciplinary Approaches to Memory Studies. Toronto:
University of Toronto Press, 2014.

4. ‘Sheet’ is something that can be written on at the same time; destiny in Turkish also may be
translated as ‘protected sheet’ 1.e.

5. Gaston Bachelard, Poetics of Space. Cev. Mara Jolas. New York: Becaon Press, new edition, 1992.
6. Serge Chermayeff and Christopher Alexander, Community and Privacy: Toward a New Architecture of
Humanism. London: Pelican, 1963; p. 7.

7. Sigmund Freud, ‘The Uncanny’, inside The Uncanny. trans. D. McLintock. London: Penguin Books,
2003.

8. Anthony Vidler, The Architectural Uncanny: Essays in the Modern Unhomely (Cambridge, Massachusetts
and London, England: The MIT Press, 1992), 17.

9. Here, we neglect the main notions of seeing/eye/looking brought by Freud and later developed.
That is main element that creates the feeling of uncannines in a setting. For the source that approaches
this subject with obtrusive articles, see Beatriz Colomina, Sexuality & Space. Princeton, NJ: Princeton
University Press, 2008.

10. Martin Heidegger, Being and Time. Trans. D. Stambaugh. Albany: State University of New York
Press, 2010; p. 182-192.

11. Martin Heidegger, Introduction to Metaphysics. Trans. G. Freid and R. Polt. New Haven: Yale
University Press, 2014; Martin Heidegger, Holderlin’s Hymn “The Ister”. Trans. W. McNeill and J. Davis.
Bllomington; Indiana Unversity Press, 1996.

12. Heidegger, Being and Time, p. 183 and cont’d.

13. Martin Heidegger, Baeing and Time, translated by John Macquarrie and Edward Robinson. New
York: Harper and Row, 1962; s. 310.

14. The perfect source studying Heidegger’s association with uncanniness is by: Katherine Withy,
Heidegger on Being Uncanny, Harvard University Press, 2015.

15. A striking study on this topic: Gregorio Kohon, Reflections on the Aesthetic Experience: Psychoanalysis and
the Uncanny. London:Routledge, 2015.



Soylest:

Yasamilanlarin 1zlert nerede?

Istanbul Art News, Gamze Kantarcioglu



Gamze Kantarcroglu: Oncelikle serginin temele oturdugu “evi yeniden kurmak” meselesinden bahsedebilir misin?
Serginin adu oldukga agiklayicr aslinda, ama “ev™ ne demek, senden dinleyebilir miyiz?

Eda Soylu: Kimisi icin bir insandir ev, kimisi i¢in tiggen ¢atih kare gévdeli bir yap, kimisi i¢in bunun
¢izimi, kimi icin sirt ¢antasina doldurduklari, kimisi igin bir fotograf, Bachelard’a gore bir ¢ekmece,
kimisi i¢in de yalnizca anilari... o ev sicakligini ne hissettiriyorsa odur bence ev. Bu bir objeymis, kisiymis,
sehirmig, odaymig 6nemi yok, herkesin dyle ya da boyle bir evi vardir. Hayatimizin her anminda bir
barmak arayis1 icindeyiz. Dogmadan 6nce ana rahminde, 6ldikten sonra mezarda -yahut yakildiysak
kiillerimiz savruldugu yerde-, ve bu ikisi arasinda gecen yasam diye adlandirdigimiz stiregte miitemadi
bir barinak arayisi igindeyiz. Savaglar da bunun i¢in, kiyimlar da, 6limler de, bogulmalar da, yikimlar
da. Bir ev yikildiginda o evdeki izler, gélgeler, yasanmiglik nereye gidiyor? Oyle kolay ki ytkmak. Oyle

kolay ki darmadagin etmek birikmiglikleri. Serginin temeli bu gibi diisiincelere ve sorulara dayaniyor.

G.K.: Peki bu “ev” kavramu ne zamandan bert zihnini mesgul ediyor?

E.S.: Ev kavramu 10 yildir zihnimi mesgul eden bir kavram. Diigtincelerimin form bulmast ise son bir
kag yilda gergeklesti. 2013 yilinda “Ve evin yuzt burkuldu” adli bir seri tizerinde ¢aliymaya bagladim.
“Ve evin yiizii burkuldu”, Metin Altiok’un “Yikicilar Geldiler” adh siirinin ilk dizesi. Bu giirde bir evin
yikim stireci gozlemlenir; evin iskeleti tizerinde ¢irillgiplak kahisi, disen kohne yiizii, ardindan geriye
kalan kesit... “Yikicilar geldiler; / Dustii giiriiltistyle yiizii k6hne evin, / Gorundii bazi odalar: ve
i¢ duvarlar. / Ayni renklerle boyanmig sofasi, isli mutfagi. / Bir kesit kalmisti geriye simdi o evden
/ Eski bir yagantiyr simgeleyen”. Dort duvardan olusan, hane diye adlandirabilecegimiz bir binanin
i¢inde, yakilarak éldiirilmiis bir insanin dizeleridir bunlar. Ben bulunma ve barinma kavramlar tizerine
yogunlagtyorum. Yalnizca benim bir yerde bulunmam, yahut barmdigim alamn bir yerde bulunmas:
degil; yaptigim iglerin de barindiklari, bulunduklari alani 6nemsiyorum. Kendi iglerinde, kendi

kendilerine barmabilsinler istiyorum. Bitmek tikenmek bilmeyen bir ev arayst icindeyim.
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G.K.: Bir seyi merak ediyorum... Sergi alamnda gordigiimiiz kapilar gergekten yasadigin yerlerin kapilare mu yoksa bu
metaforik bir referans mu veriyorsun?

E.S.: Sergideki kapr ve pencerelerin biiyiik bir boliimii yasadigim yere ait, kendi evimden sokerek
getirdigim kapilar. Ben Tirkiye’ye dondiigiimden beri atlyemde yastyorum ve rettigim igleri kendi
yasadigim alana yerlestirerek deneyimliyorum ilk 6nce. Bu kapilarin tizerlerinde goérdiugiintz renkli
yaylar, Twisteryard adli isimden. Ben bir buguk yildir bu yayl kapilarla beraber yastyorum. Gegis alanim
daraldigindan, gece karanhkta tak diye carpabiliyorum yaylardan birine tuvalete, mutfaga giderken,
camum yanabiliyor yahut ¢ikan sesten trkebiliyorum. Ama bu sayede gozlemleme imkanim oluyor
izleyici ve is arasindaki iligkiyi. Bu bahsettigim bir giinlik, iki giinltik bir inceleme degil, siirekliligi olan
bir durum. Eve giren ¢ikan herkes bu yaylarla muhattap olmak durumunda kaliyor ve ben deneyimleyip
gozlemliyorum. Ne hissettiriyor karsisindakine ig ve neyi nasil yerlegtirirsem su ya da bu hissiyata
erigebilirim, bunu anlamaya galiggyorum. Benim ev diye adlandirdigim yerden onlar sékiip, onlarin
ev diye adlandirabilecegi bir barmak arayisi icine girdim. Bu sergide yeniden barmabildiler. Sergide
bulunan diger kap1 ve pencereler ise, kaldinnm kenarlarinda buldugum yikilan evlerden topladigim
pargalar. Bu yikik kap: ve pencereler bana Altiok’un siirini animsatiyor; miuthis bir burukluk ve hiiziin
yerlesmis Ustlerine. Kim bilir nelere sahit oldular yillar boyu, kimlere ev sahipligi yapular, kimleri

barmdirdilar iginde?

G.K.: Kendi evini sokiip bagka bir yere ev kurmak, senin kisisel hayatinla iliskilendurilebilir me? Bir yerden bir yere gig
etme, semn agina oldugun bir kavram mi? Bu yerlestirmeyt kendi hayatindan harekete gegerek hazuladigin soyleyebilir
miyiz?

E.S.: Serginin temelinde kendi hayatimdan yansimalari elbette ki mevcut, bu sergi bir otoportre
niteliginde. Ama burada benim ev arayisgimdan cok, islerin kendilerine barinak arayist durumu s6z

konusu. 1§1erin evi olsun istedim, kendilerine ait bir alanlari, bu yiizden Evi Yeniden Kurdum.

G.K.: Sergimin aym zamanda kiiratirii olan Prof. Dr. Hasan Biilent Kahraman’m sergi agiklamasinda bahsettigi gibr,
Freud’un “tekinsizlik” kuramumn ozii eve dayanyor. Gergekten de ev kavramu giiven duygusuyla, korunmakla yakindan
tlgili. Sen de sergi alaminda kendine giivenli bir liman mu kurmak istedin?

E.S.: Burda soyle ilging bir durum var. Giivenli bir liman dedigimizde korunakl bir alandan bahsediyor
oluyoruz genelde. Oysa burada, bir tUniversitede, kocaman bir sergi alanindayiz, herkese hep acik,
herkesi misafir eden bir yer ve bu ylizden de ¢ok giizel. Bence bu serginin en énemli kavramlarindan biri
insanlara emanet olmasi ve ziyaretgilerin izlerini taggmast. Bu sergi alanina girmeyi tercih eden herkes,
istemlice yahut istemsizde sergiye bir katkida bulunuyor. Ve sergiyi yaninda tagtyor giderken, gerek ayak
izlerinde, gerekse yerden alip evlerine gotiirdiikleri parcalarda. Bu ¢ok énemli. Insanlar ile sanat eserleri
arasindaki o kemiklesmis duvar bu sergide ortadan kalkmg durumda. Insanlar kapilar1 acryor, kapilardan
geciyor, kapatiyor, yaylara ¢arpiyor seslerini dinliyor, sallanan kapiyr dondiiriiyor, yapayalniz duran bir

kap1 var ona sariliyor. Yerdeki Duvarkagidi’'nin tizerinde yuridiikce insanlar, igine ¢igek gdmiilii betonlar

ayaklan altinda kirilip pargalaniyor. Insanlar ziyarete geldikleri bir yeri ¢igneyerck gezerken, eser ve
izleyici arasinda gérmeye aligkin olmadigimiz igten yaklagimlar yaganiyor. Benim i¢in bu durum ¢ok
kiymetli. Sergi bir nevi onu ziyaret edenlere emanet, onlarin kontrolinde neyin ne kadar degisecegi.
Aciliy giiniinde ¢igeklerin giizel giizel, muntazam bir gekide durdugu zemin ile kapanig giiniinde toz
halini ¢oktan almis olacak olan zemin arasinda 6nemli boyutta fark olacak ve bu déniigiim serginin
bence en 6nemli noktast. izleyicinin sergiye katkisi olmasi, iz birakabilmest, enstalasyonun olusjumunda
rol oynamast, biitiin bunlar ashnda kulaga tekinsiz gelebilecek durumlar. Oysa tam tersi. Miithig bir
giiven ve emanet etme duygusu ile yola cikildi. Ayn1 durumu gecen sene Balat sokaklarina Duvarkagidi’ni
yerlestirirken de yasamigtim. Sabah sorgulayan gozlerle beni ve yaptiklarimi seyreden mahalle sakinleri,
aksama dogru ben yerlestirmelerimi bitirdigimde “Kizim bize emanet bunlar goziin arkada kalmasin,”
diyorlardi. Bu hakikaten ¢ok kiymetli. Benim i¢in gergekten 6nemli olan bu samimiyeti kurabilmek. Aym
samimiyeti bu sergide de olusturmak istedim, bu agidan evet bu sergi alan1 benim i¢in giivenli bir liman

belki de.

G.K.: Sergi alaminda gordigiimiiz kapilay, beton pargalar, duvarlar bir evi ev yapmak igin gerekli malzemeler ancak
“Yyuva® hussini vermiyor: Bu kasith bir tercih olsa gerek degil mi? Sonugta gig etmek de evi bagka yerde fiziksel olarak
kurmaktan ¢ok ruhen bagka bir yerde tutunabilmekle ilgili. ..

E.S.: Aynen 6yle. Ruhen tutunabilmek ve yaninda o evin izini tagiyabilmek bence gog. O ize her ne

anlam yiikleniyorsa orada gizli ev.

G.K.: Sert, kinlmaz betonlann iizerinde agan narin, renkli ¢ieklerin bakana umutlu olmayr igretiyor gibe bir hali var
Beton — gigek kullanmanmin altindaki fikirden bahsedebilir misin biraz?

E.S.: “Ve evin yuzi burkuldu” serisinin temelini olusturan en 6nemli 6gelerden biridir ¢icegi betona
gomme eylemi. Betona gémiilen ¢icekler 6yle hemen 6lmiiyorlar, gézlemlenilebilir bir 6lamleri var.
Zamanla giicstizlesiyorlar, ancak bu 6liim sekli renklerini korumalarim saghyor. Bir yandan hayatlar
alinirken diger yandan &limsiizlestiriliyorlar. Gergek manasiyla bastirilmig bir gekilde sessizce kendi
i¢lerinde bir stirecten geciyorlar. Kimi ¢tkmak istiyor, kimi simsiki tutunuyor, kimi yer ¢ekimine karst
gelemiyor, can ¢ekigiyorlar. Bu benim etkimin oldugu bir siire¢ degil. Beton ile ¢icek arasimda gegen
bir diyalog. Bu diyalog ashnda kiiltiirimuze ve giinliik yagantimiza yerlegmis olan kabalik ve kirilganhk
iligkisini yansitiyor. Kirilgan diye adlandirdigimiz ¢igek beton gibi kaba ve sert bir materyale iz
birakabiliyor, beton ahgik olmadigindan béyle ufak parcalar halinde bulunmaya, kirilgan oluyor. Bu
yaklagim gtizelligi hastalandirmak fikrinden geliyor (Sickening of the Beautiful).

G.K.: Biraz agabilir misin bu “giizelligi hastalandirmak” fikrini?
E.S.: 2012 yilinda yaptigim 1iki gezinin ¢ok biiyiik yeri var biitiin iglerimin olusumunda. Ilki Polonya.
Polonya’da kamplari ziyaret ederken edindigim bir kavram hastalikh giizellik kavrami. Doganin insanin

ayibii ortmek istercesine rengarenk cicek a¢masindan ve insanin doga karsisindaki acizliginden
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¢ok etkilenmigtim. Bunca acinin yagandigi yere bu denli hayranhik duyabilmek ise benim i¢in utang
vericiydi. Midem bulanmisti kendimden Auschwitz’i bu denli bitytileyici buldugumdan 6tiirti. Oysa ¢im
bitmiyormus zamaninda insan kalabalikhigindan, ¢ikan ot hemen yeniyormus. Nerede simdi o insanlar,
izleri nerede? $imdi orada agagtan, cigekten, renkten gecilmezken, o yaganmighk hangi yapragin altina
saklanmig? Hastalikl bir giizellik vardi o bahar sabahi ben Auschwitz’in kapisindan igeri girerken, o giin
bu giindiir bu kavram benimle. Ikinci gezi Italya’nin Matera sehrine. Matera fagizmin altinda ezilen
bir gehir, Italya’daki Yahudiler kamplara génderilmek yerine Matera’ya gonderiliyorlar. Burada herkes
kendi kapisinin 6niini temizlemekten sorumlu. Yagmur yagiyor, borulardan geciyor, kapinin 6ntine
akiyor ve bu suyu kullaniyorlar ve elbette ki sitma kirip geciyor biitin sehri. Hani diyor ya Nazim “bir
sehir vardi / yeller eser yerinde / bes sehir vardr / yeller eser yerinde / yiiz sehir vardi / yeller eser
yerinde / yok olan sehirlere siirler yazilmayacak / sair kalmayacak ki” burasi da aynen béyle. Ciok insan
oliyor bu sehirden. 60larda karantina altina alintyor sehir. Yukariya yeni bir sehir kuruyorlar, sehirde
Louis Vuitton var Gucci var hersey var. Eski sehrin sag kurtulanlari, yani bugiiniin yaghlari, yeni sehirde
yagtyor simdi. Manzara diye olilerine bakiyorlar. Biz de yiirtiyoruz bu élilerin iz biraka biraka yok
oldugu eski sehirde hocamiz diyor ki yere bakin ne var ayaginizin altinda, bakiyoruz, iki tane bedenin izi
¢ikmig betona. Nerde duruyoruz suan diyor? Mezar diyoruz. Hayir diyor, biz suan bir evin ¢atisindayiz.
Oyle bir sehir ki bu, bir insana gat1 olan yer bagka bir insana mezar. Beton bedeni ben ilk defa Matera’da
gordiim. Bedenlerin izi ¢tkmisti resmen betona. Izi ¢ikma eylemi ¢ok 6nemli olacakti benim igin daha

sonralarda.

G.K.: Betondan gikan gigekleri daha ince Balat sokaklarnda da kullanmustin. Simdi benzer isleri sokaktan kapal
mekdna tasidin. Bu mekan degisikligi bu gibt unsurlann algilamsim degistiryyor mu sence?

E.S.: Mekan degisikli elbette unsurlarin algilamigini degistirir. Yerlegtirildigi yer, bulundugu konum,
dokundugu insan biitiin bunlarin hepsinin ¢ok biiytik 6nemi var. Doganin i¢indeyken baska tepki veriyor
15, hanenin i¢indeyken baska. Ama i¢ mekan, yahut dig mekan nereye nasil yerlestirilse yerlestirilsin,

temeli hep ayni iki kavrama dayaniyor: kabalik-kirilganlik iligkisi ve gtizelligi hastalandirma durumu.

G.K.: Sergimin kiiratorii Prof- Di: Hasan Biilent Kahraman’la olan ¢alisma siirecinden de bahsedebilir misin? Bu siireg
sana neler katty, nasil bir deneyim oldu?

E.S.: Cok kiymetli bir siirecti bu. Sergide gérdiigiintiz biitiin isler ti¢ hafta kadar kisa bir stirede tretildi.
Bunun son bir haftasim ben Kadir Has Universitesi’'nde gegirdim, bir yandan iiretime devam ediyor, bir
yandan yerlestiriyordum. Bu stirecte Hasan Biillent Kahraman benim igin serginin her katmanina ayri
ayr1 6nem verip kapsaml bir sekilde aktarabilen,

ayna niteliginde bir géz oldu. Kadir Has Universitesi Rektorii Mustafa Aydin ve Rektér Yardimcisi,
kiirator Hasan Bilent Kahraman’in mithis vizyonu sayesinde gerceklesti bu sergi, bana bu denli

guvendikleri ve kapilarini actiklart igin kendilerine tesekkiir bor¢luyum.

Aralik 2016



Interview:
Where are the traces of the lwed?

Istanbul Art News, Gamze Kantarcioglu



Gamze Kantarcioglu: Could you tell us about the concept of “Constructing the House Anew” on which the
exhibition is based? The name of the exhubition itself is quite explanatory, but, could you tell us again what “home” is?

Eda Soylu: Home is a person for some, a square-shaped building with a triangular roof for some others,
a sketch of both above or a picture that is kept in a back-pack for others; it is a drawer for Bachelard and
nothing but the memories for still some others... for me, home is whatever gives you the warmth of home
in feeling. It does not matter if it is identified with an object, a person, a city or a room, everyone has a
home in one way or another. We are in search of a shelter in all phases of our lives. In our mother’s tomb
before coming to life, in a grave after death —or wherever our ashes are thrown, if cremated- and we are
in a constant search for a shelter in the process in between that is called life. This is what wars are for,
atrocities, deaths, drownings, demolitions are for. When a building gets demolished, where do the traces,
shadows and the life experience inside it go? It is so very easy to demolish. It is so easy to make a mess of

all that was accumulated. The exhitibition is based on this sort of questions and ideas.

G.K.: Then, how long has this concept of “home” been occupying your mind?

E.S.: The concept of “home” has been occupying my mind for around 10 years. In the last couple
of years, my ideas got to take a proper form. In 2013, I started working on a series titled “And the
house frowned”. “And the house frowned” is the first line of Metin Altiok’s poem “Then came the
Demolishers”. The poem observes the demolition process of a house; how the house gets to stand on its
bare skeleton but nothing else, its bare run-down face falling, the crosssection that is left ot it behind...
“Then came the demolishers; / The face of the run-down house fell off with a roar, / Some of its rooms
and inner walls came out. / Its similarly colored entrance and sooty kitchen. / All that is left of the house
was a crosssection/ Which symbolized its old life”. These lines belong to a poet who was burnt to death
inside a building with four walls, which can be called a house. I concentrate on the concepts of presence
and housing. Yet,this does not refer to my presence in a place or the presence of my shelter in a space;
I am keen on the areas of preservation and presence of my works as well. I want them to self-preserve

themselves all by themselves as well. I am in a constant and ceselesss search for home.
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G.K.: [ would like to ask you... the doors that we see in the gallery space are they the doors of the places that you actually
lwe in or are you, perhaps, giving us a metaphorical reference here?

E.S.: Most of the doors and the windows in the exhibition belong to the place that I live in, the doors
that I took out and brought from my home. I have been living in my studio since I came back to
Turkey and experience my works first-hand by installing them in the space that I live before installing
anywhere else. The colored springs that you see on these doors come from an earlier work of mine called
Twisteryard. I have been living with the spring doors since a year and a half. Since they narrow down
my space I might hit one of them in the dark of the night as I pass there on my way to the bathroom or
kitchen hurting myself or feeling scared of the noise that is produced. This is how I get to observe the
relationship between the viewer and the work. This is not an analysis of a day or two, it is sustainable,
ongoing. Anyone coming to my house gets to deal with the same springs and I, thus, get to observe
and experience how the work makes the person in touch with it feel or how I can evoke such and such
feelings by which way of installing. I try to understand all these. I removed them from the place that
I can call home in search of a sheltering place, that they may call home. They got re-sheltered in this
exhibition. The rest of the doors and windows that I used in the exhibition is what I could find as left
on the sidewalks from demolished buildings. The demolished doors and windows remind me of Altiok’s
poem, they have a tremendous sense of resentment and melancholy to them. God knows what they

witnessed during all those years, who they served and who got sheltered inside them?

G.K.: Dismantling your own home and building a home elsewhere as such, could this be referring to your own personal
Lfe? Is mugrating from one place to the other a concept that you are familiar with? Could this installation be said to have
been prepared with reference to your own life?

E.S.: Of course, the reflections from my own life are there in the basis of the exhibition, it has an auto-
portrait aspect to it. But the case here is not all about my search for a house but the search of the works
for a shelter for themselves. I wanted the works to have their own house, a space of their own, this is why

I Constructed the House Anew.

G.K.: As was put forth by Prof. Hasan Biilent Kahraman, the curator of the exhibition at the same time, Freud’s theory
of “uncanny” is based on home. The concept of home is really very closely related with the sense of securily and protection.
Dud you perhaps desire to establish a safe haven_for yourself inside the gallery space?

E.S.: There is an interesting point here. When we talk about a safe haven, we usually refer to a protected
space. Yet, here, we are in a huge gallery space located in a university, it is open to all at all times,
welcoming everyone and very beautiful as such. I think one of the most important concepts of this
exhibition is its being entrusted to the people and the traces of its visitors left on it. People chosing
to enter this gallery space contribute to it whether deliberately or not. And they take it along with
themselves when going, either through their foot-steps or through the pieces that they pick there from

the ground to take home. This is very important . The ossific wall there between the visitors and the

works of art 1s removed in this exhibition. People open up the doors, go through the doors, close them,
listen to the sounds of the springs as they run into them, revolve the swinging door, hug a door that
stands there all alone by itself. As the viewer walks on the Wallpaper on the floor, the brittle concrete in
which the flowers are embedded get crushed and break into pieces under their feet. As the viewers walk
in the gallery space, we witness a sincere sense of contact between the work and its viewer which is quite
unfamiliar. This is very valuable for me indeed. The exhibition is, in a way, entrusted to its visitors, the
extent of the changes in it is in their hands. There is going to be a big transformation from the platform
on day one, the opening, when the flowers looked beautiful and properly installed to the last day when
they will be crushed into dust under the feet. For me, this transformation is the most crutial point of
the exhibition. How the viewers can contribute to the exhibition, the traces they leave on it, their role
in the composition of the installement, all of these may, in fact, sound uncanny. Yet, just the opposite.
We set out with a tremendous feeling of reliance and entrustment. I felt the same thing last year as I
was installing the Wallpaper in the streets in Balat. The people of the neighborhood who watched me
and my work in the morning with perplexed looks in their eyes were telling me in the late afternoon as I
completed my installments: “We will have an eye on them, no worries.” This is definitely very valuable.
It is really very important for me to establish such warmth and contact. I wanted to establish the same
atmosphere of friendliness here in this exhibition, too. This is why, it can be said, in this respect, that the

gallery space might be my safe haven.

G.K.: The doors, pieces of concrele and walls that we witness in the gallery space are the materials that are necessary for
bulding a house, yet, they do not give us a sense of “home”. This seems to have been made on purpose, right? Migrating,
in a sense, 1s also about holding on to another place spiritually rather than constructing a home elsewhere physically. ..

E.S.: Exactly. In my opinion, holding on to something spiritually and carrying the trace of that home

with you is migration. The home is hidden in whatever sense is attributed to that trace.

G.K.: The colorful delicate flowers that bloom on the hard and unbreakable concrete surface seem to be teaching the viewer
to be hopeful. Could you also tell about the idea behind the concrete and flower images?

E.S.: The act of embedding the flower in concrete is one of the most important founding elements of
the series “And the House Frowned”. The flowers that are embedded in concrete do not die immediately,
their death is observable. They get weakened in time but this way of dying makes them preserve their
colors. On one hand their lives are taken and on the other hand they are given immortality. They go
through an inner process in a supressed manner, in the real sense of the word. Some struggle to go out,
some hold onto it, some cannot resist the gravity and die in agony. This is not a process that I manipulate.
This 1s a dialogue between the concrete and flower. This dialogue reflects the relationship of roughness
and fragility embedded in our culture and daily lives. The flower that we call fragile can leave a trace in
a material as hard and rough as concrete, the concrete becomes fragile since it is not used to falling into

such small pieces. This concept is based on the idea of sickening of the beautiful.
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G.K.: Could you elaborate on the idea of “sickening of the beautiful”?

E.S.: The two trips that I took in 2012 had a great impact on the composition of all of my installations.
The first one was to Poland. I first came across with the concept of sickening of the beautiful during my
visit to the concentration camps in Poland. I was mesmerized by the blooming of the nature with flowers
in all colors as if it was trying to cover the faults of the humanbeings; I was mesmerized by the weakness
of the humanbeing against the nature. I felt ashamed to have been mesmerized by a place where such
agony was experienced. It sickened me that I could find Auschwitz that mesmerizing. Back then, no
grass could grow there because of the human crowd and if it did it was immediately consumed. Where
have all those people gone, where are the traces left by them? Today, there are tons of trees, flowers
and all sorts of colors there, but, under what leaves did that life experience hide? There was a sickening
beauty in the air on that morning as I entered the gate of Auschwitz, and that concept/ feeling has been
with me ever since. The second trip was to the city of Matera in Italy. Matera is a city that was crushed
under a fascist regime, the Jews in Italy were sent to Matera instead of concentration camps. Everyone
is responsible from cleaning his/ her own door step there. The rain water is drained through pipes and
people use the water pouring out of those pipes at their door steps, as a result pf which the whole city
suffers from malaria. Exactly the same as in one of Nazim’s poems; “there once was a city/ which does
not exist anymore/ there once were five cities/ which do not exist anymore/ there once were a hundred
cities/ which do not exist anymore/ no poems will be written for demolished cities/ since there will be
no poets left”. Most of the population of the city died as such and the city was put under quarantine in
the ‘60s. They built a new city uptown, where there 1s Louis Vuitton, Gucci and all. The survivors of the
old city, the old generation of today, now live in the new city. Their landscape is their dead. As we walk
in the old city, where the dead disappeared leaving their traces behind, our instructor tells us to watch
what is under our feet, we look and see the impringed marks of two bodies on concrete. What are we
stepping on? On a grave, is our answer. No, says he, we are now stepping on the roof of a house. It is
such a peculiar city that a roof to one is grave to another. It was in Matera that I saw a dead body on
concrete for the first time in my life. The bodies were impringed in concrete. This act of impringment

has been very important for me then onwards.

G.K.: You furst used flowers embedded in concrete in the streets of Balat. Now, you transfer a similar work_from the street
to an indoor space. How do you think the change of space will impact the perception of these elements?

E.S.: The change of space, doubtlessly, impacts the perception of the elements. The space of installment
of a work, the position it holds and the people who touch it, these all have a big impact on the work.
The work gives different reactions in the nature or in a house. Yet, wherever the work may be installed,
indoor or outdoor, it is always based on the same two concepts: the tension of roughness-fragility and

the sickening of the beautiful.

G.K.: Could you also tell us about your process of work with the curator of the exhibition, Prof. Hasan Biilent Kahraman?
What did the process contribute to you, how was 1t like as an experience?

E.S.: It was a very valuable process indeed. All of the works that you see in the exhibition were produced
in three weeks, in a very short period indeed. I spent the last week of it at Kadir Has University continuing
to work and install at the same time. In this process, Hasan Biilent Kahraman became an eye for me,
transferring the full content of each layer of my like a mirror image of it. The exhibition was realized
thanks to the visionary perspectives of Mustafa Aydin, the Rector of Kadir Has University, and the vice
Rector and curator Hasan Biilent Kahraman. I cannot thank them enough for opening their doors to

me; for their trust and support.

December 2016

33









39

38






62 63






66 67






70 71






74 75






ST e




81

80



83

82



85

84



86 87



88 89



91

90









Evi Yeniden Kurmak
Constructing the House Anew
© Eda Soylu, 2017

www.edasoylu.com

Metin/Text: Prof. Dr. Hasan Biilent Kahraman
Ceviri/Translation: Prof. Dr. Alev Bulut
Fotograflar/Images: Kayhan Kaygusuz
Tasarim/Design: Polin Kuyumciyan
Baski/Printing: printcenter

www.printcenter.com.tr




