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“Resim Diinyamda Bir Gezinti ”

Resmimi anlamaya ve anlatmaya calismak, ister istemez bana kendimi sorgulatiyor. Narsisus ve Minotor gibi, yakin
buldugum ve anladigim biriile derinlerde gizli, bilemedigim, yabanci, anlayamadigim birinin catisma alani oluyor kimligim.
Resim, tuval iizerinde renkler, lekeler, imgeler olsa da kolay anlagilir, sitniflandirilabilir bir sey degil. Biitiin sanat 6yle.
Zaman icinde, insanin ortaya koydugu her sey kendisi gibi siirekli degisime tabi, hem de onu yapan kisi yok olduktan sonra
bile bu degisim siiriiyor, eski yorumlar onemsizlesiyor, yeni anlayislar yeni yorumlar beliriyor. Sanatin insana benzer yani
da bu, siirekli yasayan ve degisen bir sey olmasi.

Resim benim i¢in ¢ok temel, vazgecemeyecegim bir tutku, belki de biitiin diger ugraslarimdan daha usta oldugum bir
alan. Bu metinde resmimi anlatmak, ve oncelikle kendime aciklamak ve resmin diger ilgilerimle baglantilarini irdelemek
istiyorum.

Bu katalogu bana armagan eden Anka Sanat’a tesekkiir ederim. Bu yazi1 benim i¢in de resim diinyamda bir gezinti ve
arayis olacak.

En eski anmilarimin ¢ogu imajlarla ve renklerle ilgili. Bir gece yolculugundan sonra babamin cipi Kizilcahamam da
otelin 6niinde durdugunda farlarin 1siklandirdig1 duvardaki pespembe ciceklerin verdigi heyecan hala benim icin canly;
annemin sigara paketi iizerindeki gelincigin ince sap1 ve petallerini defalarca ¢izmistim. Daha ilkokula gitmezden bir giin
eve gelen Life mecmuasinin orta sayfasinda Mikelanj'in Sistina Kapellasindaki Adem ve Havva'nin cennetten kovulma
freskinin resmini gordiigiimde heyecanimin giinlerce ge¢medigini mecmuayi elimden birakmadigimi ¢ok iyi anmimsiyorum.
[k okulda resim hocamizin resimlerini begendigi dgrencileri, fazla detaya kactiklar:, kizlarin kirpiklerini falan ¢izdikleri
icin biraz yapay bulur, kendimi ise sahici bir ressam addederdim. Kuskusuz bunda babamin pay1 ¢ok biiyiiktii; misafirlere
resimlerimi gosterir, bana 6nemli ressamlarin kitaplarimi alir, yaghboya takimlar: alip 6niime gicekler koyar resim ismarlarda.
Resimlerim hemen evin duvarlarinda asilirdw

Babamin bize siirekli kitap okumasi cocukken kitaplara olan sevgimi diirttii. Okuma 6grenir 6grenmez evin yanindaki
kirtasiyeye gidip siirekli kitap aldigimi, kardesime kitaplar hediye ettigimi hatirhiyorum. Okumak ve yazmak dylesine bir
tutku haline geldi ki gencligimin en mutlu giinleri, Arnavutkoy Kiz kolejinde bos saatlerimde Bogaza bakan tepede cimenlere
yatip cesitli kitaplar1, antik yunan tiyatrosunu, Plato’yu, Freud'u okudugum giinler oldu. Arnavutkoy Kiz kolejinde sanat
hocas: Diana Lee'nin de emegi gecti sanata baglanmamda. Tarih hocasinin adini hatirlamiyorum ama kugkusuz siradan
bir hoca degildi. Bazen benden belirli bir donemin sanatim1 anlatmami isterdi. Kitaplardan resimler hazirlar farkl: sanat
tisluplarini anlatirdim, daha lisedeyken. Hafta sonlarini ise her zaman I[stanbul Arkeoloji miizesinde, Topkap1 bahcelerinde,
ve Aya Sofya’da eskizler yaparak gecirirdim.
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Boyle bir hazirliktan sonra dogal olarak Amerika'da sanat okumak istedim; yedi yil kalarak lisans ve yiiksek lisans
yaphgim Los Angeles Art Center College of Design'da klasik anlamda resim egitimi bash basina avant-garde bir olaydi
Zira o yillarda ‘tasarim’, ya da ‘kavramsal sanat’ moda olmustu. Resim hocalarim Lorser Feitelson ve Harry Carmean
California’nin dnemli ressamlar: idi. Feitelson 19601arin ilk soyut ressamlarindan, Carmean ise biiyiik bir ¢izim ustasi. Her
giin derslerimiz ¢izim atblyesi ile baglar, modelden gizerken her defasinda baska bir ustanin bi¢im anlayisini kullanirdik.
Drnegm bir giin Rubens’in kiitle anlayisina gore c¢izer bir bagka giin Ronesans ustalarinin idealist, geometriye dayanan
bicimlerine gore cizerdik. Bundan dolay1 benim i¢in resim ne denli coskulu ve duygulu bir ugras olsa da belirli disiplinleri
gerektiren bir sanattir. Eger bugiin bu hocalarim Amerikan sanatinin bilinen ustalar1 arasinda degillerse, nedeni kendi
reklamlarini yapmadaiklari, ‘Artist’ olmaya ¢alismadiklar: icindir. Benim de sanata yaklagimim bunlarinkinden pek farkh
degildir. Zira bircok kisi beni yazar olarak biliyorsa nedeni her zaman heyecanlandigim konularda, beni heyecanlandiran

sanatcilar hakkinda yazmak istememden, bu konuda ne diisiindiigiimii kendime ac¢iklamak ihtiyacindan otiridiir.

Sair, kagit Gizeri pastel, 35 x 50 ecm, 2012.
The Poet, Pastel on paper

Yaziya olan tutkum Arnavutkoy Kiz kolejinde basladiysa da, Art Center College'da aldigim felsefe ve elestiri dersleri ile
pekisti. Daha mezun olmadan her iki hocam icin, Lorser Feitelson ve Harry Carmean icin dergi ve kitap yazilar1 yazdim. (1)
Feitelson bir sanat tarihcisi degildi ama sanati cok yakindan, ¢ok derinden bilen ve anlayan biriydi. Gengliginde New York'da
Max Ernst, Duchamp gibi kisilerle dostlugu olmustu. Onun agiladig1 heyecanla bos vakitlerimi miizelerde cizerek eskizler
yaparak, bityiik ustalarin karsisinda saatlerde oturup anladiklarimi yaziya dokerek gecirdim. Resim tahsili yaptigim bu yedi
yil icinde Avrupa ve Amerika'nin 6nemli miizelerini gezdim ve onlarca eskiz kitabr doldurdum. Cektigim binlerce resmi
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daha sonra ODTUde oglen saatlerinde kantinde ve sanat tarihi derslerinde 6grencilerime gosterdim. Beni heyecanlandiran
biitiin sanat igleri iizerinde diistinmek, anladiklarimi yazmak benim i¢in her zaman dogal ve kendiligimden yaptigim bir
sey oldu. Bu nedenle Tiirkiye'ye dondiigiimde Ankarali sanatcilarin isleri iizerinde yazmayi1 sorumluluk addettim ve
seksenli yillarda ODTU’de cogunun sergisini diizenledim. Seksenli yillar en verimli yillarim sayilir. Sinan Torunoglu ile
Boyut dergisini ¢ikardik, hatta birkag yi1l Ankara’da Istanbul’da biifelere kendimiz dagittik. Mimar Sinan {izerine doktorami
o yillarda bitirdim, Amerika'ya Fulbright bursu ile o yillarda yine gittim, gormedigim bircok miizeyi gezdim, konferanslar
dinledim, iiniversitelerde konusmalar yaptim, ve sanirim resmime yeni bir nefes getirdigim yillardi seksenler.

Nerdeyse bes yasimdan beri kendimi ressam bilsem de Art Center College of Design'da resim tahsilinin temel
disiplinlerine dalmak kolay olmads; ¢ocuktan beri bildigimi sandigim Rembrandtlari, Michelangelo ve Rubens’lar: anlamak
sonsuz okyanuslara dalmak gibiydi. Resim dilinin, hele sanatin, cesitli perspektiflerden kavranmas: gerektigini gordiim.
Renk, kiitle, mekan, hacim, hareket, kompozisyon gibi konularin tek bir deger yargisiyla anlasilamayacagini, zaman icinde
okumalarin farkh yorumlar kazanacagimi gordiim. Bugiin de bazi sanat tiirlerini ve sanatcilar: ne denli tercih etsem de her
tiirlii sanati anlamaya calisiyorum ve sanatta, kiiltiirde normatif ve evrensel degerler olduguna inanmiyorum. Ancak, kendi
resmim gelistikce sunu anladim ki, sanat1 besleyen tarihsel ve toplumsal degerler ve bicimsel tercihler ne olursa olsun, son
asamada sanatc¢inin i¢ dinamikleri, kisiligi, karakteri sanatimin dilini, iislubunu olusturuyor.

Lorser Feitelson ve Harry Carmean gibi resmin temel dilini bilen hocalar ve miizelerdeki incelemelerim beni cok
derinden etkiledi. Aym1 zamanda New York'da Hunter College'da Leo Steinberg’den klasik resim hakkinda aldigim dersler
ve Steinberg’in diisiincesine yakinhigim, resmimi klasik Bati resim gelenegine yakinlastirmistir. Bir¢ok farkl: resim dilini
anlasam ve hayran olsam da resmim bu gelenege bagldir. Bati resminde ve hatta Bat kiiltiiriinde insan bedeni 6nemli
varolugsal anlamlar icerir. Bati resim gelenegi, antik Yunan'dan bu yana insan bedenine 6nemli felsefi anlamlar yiiklemistir.
Bunun temelleri antik Yunan heykelinde karsimiza cikar. Insanin bedeni ile diinyadaki merkezi konumu ve bunun etrafinda
gelisen felsefeler o denli 6nemlidir ki Bati mimarisi de, bugiin bile bu bilinmeden dogru anlasilamaz. Resmim, yalnizca Los
Angeles’ta cizim derslerinde hemen her giin farkl estetik kuramlar acisindan modelden ¢izdigim ve inceledigim figiir
estetiginden etkilendigimden degil, ayni zamanda antik Yunan trajedileri, felsefesi ve sanatina duydugum ilgiden dolay:
da insan figiiriinii temel almistir. Saniyorum resmimin Tiirkiye'de kolay takdir edilmemesi ve yabanci durmasi, icerigin
ve bicimin figiire baglihg ile ilgilidir. Tiirkiye'ye dondiigiim 1974 yilinda actigim sergilerde resimlerimle asil ilgilenenler
yabancilar oldu. O yillarda Tiirk resminde figiir birkag ressam disinda genelde dekoratif ve yiizeysel sekilde yer aliyordu.
Kuskusuz portre vardi, insanlar1 konu alan resimler vard: ama pek az resimde insan bedeninin dinamigi on planda idi.
Mehmet Giileryiiz, Alaattin Aksoy bu ender ressamlardan sayilabilir. 19807Terde 6n plana cikan Bedri Baykam’in resimleri
ise figiirii bir karsi durus olarak kullanar.

Giiniimiiz resminde yogunlukla figiir kullamiliyor; zira politik ve psikolojik iceriklere insan yoluyla yaklasiliyor.
Ulukili¢'in, ya da Komet'in resimleri buna o6rnek gosterilebilir. Ancak bu resimlerin ¢ogu ya gercekiistii ya da alegorik
sekilde oykiisel anlamlar tasirlar. Benim resimlerimse bedenin mekan icindeki hareketi ile 6ykiisel olmayan semboller
tasirlar. Bunlar bedenin ifade ettigi cosku, arzu, endise, bunalim, bekleyis, hiiziin gibi anlamlar olabilir. Ancak bedensel
bir hareketi resimlerken hi¢bir zaman bir duygu ifade etmeyi diisiinmiiyorum; bir dans¢inin hareketlerinde oldugu
gibi, hareketin kendi inisiyatifi bize anlami sezdirir; resim yaparken, once bedenin hareketini diisiiniiriim; ne ifade
ettigi sonra bir sekilde sezilir. Bu bakimdan, bu figiiratif resimlerin bir anlamda soyut resimler oldugunu soyleyebilirim.
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Bu anlamda kendimi yakin hissettigim sanatcilar Magdalena Abakanowicz, Henry Moore gibi oykiiye kagmadan figiirii
vareolugsal anlamlariyla isleyen sanatcilar. Bedeni serbest hareketleriyle soyutlayan, yorumlayan, beklenmedik pozisyonlarda
bile her zaman dogal olarak sezdiren Picasso ressamlar arasinda beni ¢ok etkileyen olmustur.

Bugiin sanat yine biiyiik anlamda figiiratif, ama figiir sanat¢inin yorumladig: bir imaj olarak degil, daha ¢ok fotografin
goriintiilerinden alinarak politik ya da gercekiistii anlamlar ve odykiiler icin kullanilan bir imaj. Sanati tarihiyle ve cegitli
ornekleriyle iyi tamimayan birgok yeni kiirator, resmin 0ldiigiinii, tuval tistiinde imgelerin ge¢ersiz oldugunu, fotografin asil
sanat malzemesi oldugunu soyleseler de, insanin eli ile, bedenini, giiciinii, kendi dinamizmini kullanarak yaptig1 hi¢bir isin
sonunun gelecegine inanmiyorum. Zira insan tarih i¢cinde, kendi kiiltiirel miidahaleleri ile kendini ne denli degistirmis olsa
da, insam insan olarak devam ettiren i¢selliginin diirtiisii olarak gelisen bedensel giicii ve yaraticihig ile yaptiklaridir. Film,
fotograf gibi sanatlarin sundugu yakinlik, sunduklar: imajlar ve dykiiler ile bir tiir diissel, diisiinsel empatiye baghdar.

Resmin oldiigiine, 6lecegine, hicbir sanat tiiriiniin tiimiiyle yok olacagina inanmiyorum. Resim, ekrana bagiml biitin
imgelerden farkh olarak, yasadigimiz mekanda giiclii bir gerceklik diinyas: yaratir. Stnurlarda, duvarda, kapida, tavanda,
tabanda yer alan resim yasadigimiz diinyay: genisletir, degistirir, dontistiiriir, mekanimizi sonsuzluga uzatir. Ekrandaki
imgeler sonsuz mekanlar, farkli diinyalar sunsa da, fotografin dogasi1 geregi, var olan bir seyin temsili ya da tekraridir ve
ekrana bagh oldugumuz siirece vardir; ekran sondiigii anda varlig: yok olur. Resmin farkl gercekligi, bugiin diger gorsel
modalarin yaninda unutulmus gibi dursa da, yok olmasi imkansizdir. Magara resimlerinden bu yana, insanin yaratmis
oldugu imgelerin, 1srarla korunuyor olmalar: buna en iyi kanit. Bu koruma sadece koleksiyonlarla, miizelerle, yazilarla
degil, ressamlarin bu eski imgelere 1srarla tekrar donmeleri, magara resimlerini, asirlar sonra Goya'nin, Velazques'in
imgelerini kendilerince yorumlamalari ile de oluyor. Eski resimlerin yeniden yorumlanmasi sanattaki anlamlarin degerlerini
kaybetmediginin ve her zaman giindemde tutulma ihtiyacinin kamtlar:. Insan icin 6énemli olan konular degismiyor ve
yasatilmaya calisiliyor; degerleri ifade etmenin ve nesilden nesle gecirmenin sanat ve edebiyat disinda bir yolu yok.

Resim yalmzca fiziksel varhgimin yarattign mekansal yanilsama ile degil imgelerinin sonsuz agilimlar ile insamn
gerceklik algisini, degerlerini ve diisiincelerini etkiler. Duvarimizdaki bir resim sizi giincel kaygilardan uzaklastirarak farkl
bir diinyaya kap1 acar, giindeligin kisir dongiisiinden kurtarir. Bugiin sanatin bir tiikketim nesnesi haline gelmesi elestirilse
de, her ne amacla olursa olsun evine bir resim alan kigi, bir siire sonra onun diinyasina girecek, kendi i¢ diinyasimin
zenginlesmesini yasayacaktir. Duvarda asili bir resim bir siire sonra sizi diinyasina ¢ekecektir. Mozart1 sevmeyebilirsiniz,
eger bu miimkiinse, ama bir piyano koncertosunun ezgilerini birka¢ kez duyarsamz biiyiisiinden uzaklasamazsimz; iyi
duygularimiz: tekrar yagsatacak sizi kiiciik kaygilardan kotii hislerden uzaklastiracaktir. Film ya da video olsun, fotografla
iiretilen imgelere nazaran resimsel imgeler hem elle iiretildikleri ve ¢ok genis bicimsel secenek icerdikleri, hem de fiziksel
(doku, mekan ic¢indeki yaklasim, 15181 alis sekilleri, vs.) cesitlilikleriyle algiy1 ve diis giiciinii daha derinden baglayici bir
nitelik tagirlar. Dijital ortamlardaki renk, 151k, ve diger gorsel nitelikler yiizeyden bize dogru hareket eder. Kendini bize
dogru iter, bir tiir saldirganlik tasir, ne kadar giizel olsa da yiizey tizerindedir. Yaghboya ve suluboya, miirekkep, kagit ve
bez tuval canliliklarim, iclerindeki dinamigi kaybetmeyen bir fiziksellik tagirlar. Her ne kadar yagl boyamin ya da bezin
canlilig: elli yil sonra azalsa da, endiistriyel maddeler gibi cansiz degildirler. Mikelanj'in resimlerinin Sistina Kapellasindaki
tavanda hala canh durabilmeleri, restorasyonla birlikte ger¢ek bir canliligin geri gelmesinden, hala var olmasindan dolayidar.
Dijital imgelerdeki, sokaklardaki reklam panolarindaki renkler etkileyici ve ¢ok giizel olabilir ama bunlar birer projeksiyon,

Ucretsiz PDF Kitap Arsivi - https://rantey.org



yani bir yansimadar. Bizi baska bir diinyaya ¢ekebilecek i¢sel varlig: yoktur;
plastik bir bardak gibidir, bir an i¢in rengini dokusunu seversiniz ama
bedeninizle bir bag kuramaz. Bu dijital sanatlarin bos ve anlamsiz oldugu
anlamina gelmiyor kugkusuz; bugiinkii diinya ister istemez daha yiizeysel, daha
Saldugan, daha gecici olmalk durumunda. Ancak magara resimlerinden verdiﬁim
ornekler gibi insanin eliyle ve yasayan maddelerle yaptig: isler ¢cok yogun bir varlik alam
icerirler. Bu islerin iistiinde goriinmeyen bir hale, bir 151n, Benjamin’in anlattig1 ‘Aura’ vardir.®

Insanla birlikte sanatin siirekli degisime ugradig1 ve her donemin kendine ait bir ifadesi
olmasi gerektigi su gotiirmez. Ama sanata malzeme acisindan bakildig: vakit malzemelerin farkl:
degerlerinin farkinda olunmasi gerektigi kadar, sanatin malzeme acisindan kademeli olarak
degerlendirilmesinin yanlis oldugu bilinmelidir. Resim gecti, fotograf, video var demenin insam ¢ok dar bir
boyuta soktugu da dnemli bir gercek.

Resim ibaresinden sadece yagh boya resmi degil, elle iiretilen baskilar, ¢cizim, pastel ve her tiirlii karisik
teknikleri anliyorum; bunlar malzeme olarak hazir imgeleri de, Max Ernst’in kolajlar1 gibi, fotograflar1 da
kullanmiyor olabilir.

Benim resmim de cesitli zamanlarda biitiin bu farkl: tekniklere yogunlasti. Aqua tint (tek baski) ya da graviir
ogrencilik yillarimda en sevdigim tiirlerden biri oldu; bugiin yine bu tiir baski yapmak istiyorum. Bunun disinda
¢izim farkli sekilleriyle hi¢ elimden birakmadigim bir tiir. Her zaman yanimda bir eskiz defteri bulundurur, birkag
saniyelik portreler ve peyzajlar ¢izer, bazen bir nesneyi ya da bitkiyi incelemek i¢in uzun ¢izim analizleri yaparim.
(izim karsisinda durdugum nesne ile bir diyalog seklidir; ¢izerken kendimi tamamen unutur, gordiigiim seyle
biitiinlesir, adeta gordiigiim sey olurum. Bu sekilde doldurdugum yiizlerce eskiz defterim var. Gordiigiim seylerin
yalnizca bicim olarak degil, diisiince olarak da yorumuna 6nem veriyorum; eskiz defterlerimde bazen uzun yazilar
da yer aliyor. Universite yillarinda ve daha sonra, miizeleri gezerken resimlerin eskizlerini yapar uzun yorumlar
yazardim, bu tiir calismalarin bana ¢ok sey 6grettigini saniyorum. Oncelikle bir resmi algilamanin ve yorumlamanin
onun yapimina harcanan zaman kadar vakit aldigini, bir resme her bakista yeni anlamlar sunabilecegini, bir insam
tanir gibi, bir resmin siirprizlerle dolu olabilecegini gordiim. Kendi remimin de bu birikimlerden, hatta verdigim sanat
dersleri ile de etkilendigine inaniyorum.

Resmi yorumlamak ile gordiiklerimi yorumlamak arasinda siki bir iliski var. Resimlerimde insan bedeninin hareketini
ve mekan i¢indeki dinamizmini bicimlendirirken gerek formlarin serbest ve elastik hareketi ile, gerekse firca darbelerinin
yarattigi dokular ve ritimler ile resmimde bir tiir soyutlama dogmaktadir. Bu nedenle resmin icerigi ilk bakista kendini
ele vermez; resimlerim zaman icinde desifre edilir. Bu siire¢ ise bakan kisinin resimdeki harekete, dinamizme, canliliga
katilmas1 i¢in elzemdir. Sanirim biitiin resimlerim zaman i¢inde kendilerini acarlar. Her bakista yeni detaylar belirir
ve bir anlam aramiyorsa onun yorumu zaman i¢inde olusur. Firca darbeleri ise miizikte oldugu gibi, ya da denizin
dalgalar: gibi birbirlerini sartlandirir, adeta bir sonraki ¢izgiyi kosullandirirlar.
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(izimlerimmde ve graviirlerde cizgiler birbirlerini takip ederek bi¢imi olusturur. Boylece yiizeyde akiskan,dalgalanan
bir form olusur; ben bunu miizige cok benzetiyorum.Resmimde mekansal derinlik, ya da perspektif aramiyorum, ama
cizgilerle olusan dokular dalgalanan, inigli ¢ikish yiizeyler olusturur. Bu tiir hareketlerin, derinlik yanilsamasindan daha
etkili olduguna ve izleyenle resim arasinda yasantisal bir yakinlik dogurduguna inaniyorum.

Diis, kagit tizeri pastel, 53 x 62 ¢cm, 20009.
Dreaming, pastel on paper

Resimlerimde basglica iki tiir icerikle ilgilendim. Beden ve doga. Bicimler farkh olsa da, dogay1 yeryiiziiniin bedeni gibi
anliyorum. Hareketli, degisken, akiskan bicimleriyle deniz ve daglar bir bedenden farklidegil. Doga resimlerinde hareketlerin
tuval iizerindeki degisimleri kadar beni renkler esinlendiriyor. Renk dogadan kaynaklanan bir nitelik ve doganin hallerini
ifade ederken ruh halimizi derinden etkiler. Figiiriin 6n planda oldugu resimlerde renk ikinci plandadir, siyah beyaz ve
monokrom firca darbeleri ile daha ziyade salt yasamsal bir canliligiifade etmek isterim. Doga resimlerinde ise renk on
plandadir ve firca vuruslarim etkileyen renktir. Dogadakihareketleri renk kontrastlar1 ya da kroma ile belirtmek isterim.
Dogadaki bicimleri belirleyen de renk iligkileridir, renk ve 1sik tonaliteleri ruh hallerinin sembolleri gibi belirirler. Dogay1
seyretmek husu verir, dalgalarin sesini dinledigimde, renklerin ve 1siklarin degisimini izledigimde ve uzaklarin sislendigini
gordiigiimde ya da bulutlarin siirekli akisinda yeni bicimler algilarken yeryiizii ile biitiinlesirim. Resim yaparken de aym
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duygular hakim olur, kendimi unutup sanki vecde gelirim. Resim yaparken, renkleri karistirip tuvale siirerken kendimden
gectigimi ya da biiyiik bir sevince kapilip, bir tiir sarhosluk hissettigimi diisiiniiyorum. Dogruyu sdylemek gerekirse, sanatin
bana verdigi bu cosku ve mutluluk benim i¢in kendi kendinin miikafat1 oldu hep, tamunmayi, ismimin onemli olmasini,
piyasada yer etmeyi bazen arzulamus olsam da, diisiincelerimn hemen yaptigim ise, yeni resmime ve beni mutlu eden bu
ugraslara yoneldi, diger kaygilara vakit harcayamadim.

Resim yapmak benim i¢in hi¢cbir zaman bir problem ¢6zmek olmadi, resme bir problem gibi baglatuyorum. Gozlerimin
oniinde belli belirsiz canlanan bir imge ile baglarim ve ilk fircay: dokundurdugumdan sonra genellikle resim sanki kendi
kendine gelisir; kendimi ne denli unutabilirsem resim o denli kolay olugur. Kuskusuz baziresimler daha zor bitebilir ve daha
zor iliskiler sunarlar. O vakit bir stire onlar1 unutup sonra tekrar biraktigim yerden baglamak, ya da imgelerin iistiinii yar1
saydam bir boya ile kapatip yeni bir resme baglamak bir ¢6ziim olabilir. Tabii yillarca bitiremnedigim, beni tatmin etmeyen
resimler oldu. Onlar: bir kdsede tutup sonra tekrar ele aliyorum, bazen iyi sonug veriyor, bazen tuvali bagka bir resim icin
kullamyorum.

Atlar en biiyiik tutkularimdan. Cocuklugumdan beri atlar benim icin izah edemedigim sekilde degerli oldu. 1974'de
Ankara'ya yerlestigimden beri atim oldu ve her giin ata bindim. Atlar doganin en giizel bicimlerine, en anlamli hareketlerine
sahip hayvanlar; giicleri yaninda sabirlari, sessiz anlayislari, insana yakinliklar: sihirli bir ¢ekicilik tasiyor. Bir¢cok resmimde
atlari kullandim, insan bedeninin bicimleri ile atlarin essiz bir uyumu var; atlarin insanlarla iliskisi resim tarihinde de 6nemli
bir yer tutuyor. Gericault'nun, Delacroix'nin atlar1 biiyiilii bir dinamizm ve gizem tasiyor; Picasso’'nun atlari ise gii¢ ve
dinginlik sembolii. Atlar o kadar ¢ok anlam ve nitelik tasiyor ki her ressam onlari farkli anlatabilmis. Ancak, baz iligkileri,
duygu ve anlamlar1 sézlere dokmek imkansiz, onlarin sézlerden once ve sdzler otesi, insanin en erken tarihinden beri
olusan anlamlari var. Bu nedenle atlar yasamimda ne denli 6nemli yer tutsa da bunu sozlerle ifade edemem, ancak resim ve
derinden aktardig: anlamlarla bu degerler ifade edilebilir ve yorumlanabilir.

Yillar boyu resim ve sanat hakkinda yazdiysam da sanatin asil anlaminin sézlerin 6tesinden seslendigine inaniyorum.
Sanat hakkinda sdylenebilecek herhangi bir s6z sadece bir kap1 acabilir, anlamlarin olugsmasi once sanatcinin diisledigi
imgelerle sanatci arasindaki, tuvaldaki imgelerle izleyici arasindaki icten iliskiye baglidir. Bu anlamda, insanin olugturdugu
biitiin yapitlar, eger insan ve diinyas: arasindaki iliskilerden kaynaklaniyorsa, sanat niteligi tasiyorsa, o vakit tuval ve boya
ya da madde degil, yasayan, kiiltiirel diinyamizda bizi etkileyen ve zaman i¢inde farkl degerler edinen bir varliktir. Sanatin
farkh yorumlanabilir anlamlariyla yasamimizdaki yeri, baska hicbir degere benzemez; zira somiiriilebilen tiiketilebilen bir
sey degildir. Bugiin, biitiin iligkilerin en kisa zamanda tiiketildigi, biitiin etkinliklerin biran once yapilip bitirildigi ileri
kapitalist diinyada sanat tiiketilemeyen ve kendini siirekli yenileyen, zaman icinde farkl algilarla sonsuz anlamlar tasiyan
bir sey. Bu nedenle sanat hem tek ozgitirliik alamimiz, hem yasami anlamlandirirken bizi karanliktan, ¢oziimsiizliikten
koruyan bir siginaktir.

Insanin kendini tamamen vererek yaptigi, kendi diinyasim yarathg: her ugras, somiiriiden uzak, deger ve anlam

tasiyan bir evrene doniisiir. Bu acidan resmimin beni koruduguna, gen¢ ve umutlu tuttuguna, ozgiirliigiimiin garantisi
olduguna inanmiyorum. Ders vererek, sanat yoluyla genclerle daha kolay ve dogru iliskiler kurabildigime inaniyorum.

Ucretsiz PDF Kitap Arsivi - https://rantey.org



10

Sanat orneklerini yorumlarken, anlamlarini kesfetmenin verdigi coskuyu bagkalarina aktarirken ortak bir 6zgiirliik ve deger
alaninda bulusuyorsunuz. Bu tiir bir iliskide hicbir zaman yalan ve yanlis olamaz; bu tiir bir iletisimde gii¢ iligkileri soz
konusu degildir. Bu bakimdan sanat yapmak kadar, sanati anlatmaya calismak, sanati paylagmak ve birlikte yorumlamalk,
genclere bu yolda rehber olabilmek benim i¢in resim kadar onemli bir sey. Bagkalarinin resimleri heykelleri hakkinda yazi
yazmak her zaman coskularim paylasmak igindi.

Sanata ve sanatin sundugu degerlere acilan cesitli ugraslar, yazi, ders, sanat yapmak, sanat konusmak ve paylasmak, hatta
21 y1l siireyle baskanhigim yaptigim, yakin arkadaslarla cesitli sempozyumlar kongreler diizenledigim Sanart dernegindeki
calismalarim benim icin birbirinden ¢ok farkli etkinlikler degil. Dogamin karsisinda renklere bicimlere dalmak, ufak
degisimleri izlemek, atlarla konusmak ve giizellikleri sevmek hepsi birbirine bagli, yasasmmin biitiinliigiinii olusturan,
birbirinden koparilamayan seyler. Resmim biitiin bunlarin birlikteliginden viicut buluyor.

Jale Nejdet Erzen

*Benjamin, Walter (1936) The Work of Art In the Age of Mechanical Reproduction

Nalbant, kagit tizeri yagliboya, 50 x 65 cm.
The blacksmith, mixed on paper.
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Wandering through my World of Painting

Trying to understand or explain my painting inevitably leads me to question myself. Like Narcissus and the Minotaur, my identity becomes
a hield of conflict between someone with whom 1 feel an athnity and understand, versus someone hidden deep inside, whom I am not sure of;
a stranger | do not understand. Despite the colors, stains, and images on the canvas, painting is not something that can be easily understood or
classified. This is true ot all art. Over time, everything a person produces is constantly subject to change, like the person herselt, and this change
continues even after the person who engendered it has disappeared; former interpretations dwindle into insignificance and new approaches
and interpretations emerge. And this is the aspect of art that resembles humankind; the fact that it is constantly alive and changes.

Painting for me is a fundamental passion, one that I cannot give up; a field that I may have mastered more than all my other engagements.
In the present text I wish to speak about my painting and explain it —firstly to myselt— and to explore the connections between painting and
my other interests.

I would like to thank Anka Sanat, to whom | owe this catalogue. This article will be an opportunity to wander and search through my
worlds.

Most of my oldest memories are about images and colors. I still vividly remember the excitement I felt when I saw the bright pink Howers
on the wall illuminated by the headlights when my father’s jeep stopped in front of the hotel in Kizilcahamam after a night journey. [ drew over
and over again the slender stem and petals of the poppy on my mother’s cigarette package. Even before I went to school, I clearly remember
the issue of Life magazine we received one day; on the center spread was the picture of Michelangelo’s fresco of Adam and Eve's expulsion from
the Garden of Eden on the ceiling of the Sistine Chapel. My excitement continued for days; I couldn’t put the magazine down. In primary
school, I thought the students whose pictures our art teacher liked were kind of artificial because they drew to many details, such as eyelashes
on girls and the like; while I considered myself to be a true painter. No doubt my father had much to do with it; he would show my pictures
to guests, buy me books of major painters as well as oil paint sets, and place flowers before me, commissioning me to paint pictures, which he
would at once hang on the walls of our house.

My father always read us books and this triggered my love of books as a child. I remember how, as soon as I learned to read, I would
constantly go to the stationary near our house to buy books and also gave my sister books as gifts. Reading and writing turned into such
a passion that the happiest days of my youth were spent laying on the grass on the hill overlooking the Bosphorus during my free time at
the Arnavutkéy American College for Girls and reading various books, ancient Greek plays, Plato, and Freud. Diana Lee, my art teacher at
this school, has also had a hand in my commitment to art. I dont remember my history teacher’s name, but she was no ordinary teacher.
Sometimes she would ask me to deliver a lecture on the art of a certain period. I was yet in high school when I prepared paintings from books
and talk about different art styles. And I would always spend my weekends drawing sketches at the Istanbul Archaeology museum, the Topkaps
gardens, and Hagia Sophia.
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After such preparation, it was only natural that [ wanted to study art in America. [ spent seven years doing my undergraduate and master’s
degrees at the Los Angeles Art Center College of Design, where art education in the classic sense was an avant-garde thing in and of itselt.
For during those years, ‘design’ and ‘conceptual art’ had become all rage. My art teachers Lorser Feitelson and Harry Carmean were among
important artists of California. Feitelson was one of the first abstract painters of the 1960s and Carmean was a great master of drawing. Every
day, our classes began with the drawing studio where, as we drew from models, we used the formal approach of a different master each time.
For example, one day we would draw according to Rubens’ approach to mass, while another it would be the idealist, geometrically-based forms
of Renaissance masters. For this reason, however much painting is, to me, an endeavor full of enthusiasm and emotion, it still is an art that
requires certain disciplines. If today my teachers are not listed among the renowned masters of American art, it is because they never advertised
themselves nor tried to be ‘Artists’. My approach to art is no different. For if most people know me as a writer, it is because I always want to
write about subjects that excite me and artists who excite me, and because I feel the need to explain to myselt my thoughts on the subject.

Though my passion for writing began at the Arnavutkéy American College for Gitls, it grew stronger with the philosophy and criticism
classes I took at the Art Center College. Even betore | graduated, I wrote journal and book articles for both my teachers, Lorser Feitelson and
Harry Carmean. (1) Feitelson was not and art historian, but he had an intimate and in-depth knowledge and understanding of art. In his
early years in New York, he had been friends with artists such as Max Ernst and Duchamp. Driven by the enthusiasm he instilled, I spent my
free time drawing and sketching in museums and sitting in front of the great masters for hours, writing down what [ understood. During the
seven years | studied painting, [ visited major museums in Europe and America and filled dozens ot sketch books. I took thousands of pictures,
which [ would later show my students at METU in my art history classes and during lunch time at the canteen. Contemplating on all the art
works that excite me and writing what I understand has always come naturally to me. So when I returned to Turkey, I took it upon myself
to write about the works of artists from Ankara and in the eighties I held exhibitions tor many of them at METU. The eighties were possibly
my most fruitful years. Sinan Torunoglu and 1 published the magazine Boyut, and for a few years we even distributed it ourselves to kiosks in
Ankara and Istanbul. I completed my PhD on Sinan the Architect during those years, went to America on a Fulbright scholarship again during
that time; the eighties were the years when I visited many museums [ hadn't seen before, attended conterences, gave talks at universities, and,
I guess, it was a time when | gave my painting new impetus.

Though I've thought of myself as a painter almost since the age of five, it wasn't easy to dive into the basics of art education at the Art
Center College of Design. Understanding all the artists such as Rembrandt, Michelangelo, Rubens, and the like, which I thought I knew
since childhood, was like plunging into an infinite ocean. 1 realized that one needs to grasp the language of painting, and especially art, from
diverse perspectives. I saw that subjects such as color, mass, space, volume, motion, and composition could not be understood in terms of
a single value judgment and that, over time, readings can be interpreted in different ways. Today, however much [ do prefer certain types
of art and artists over others, I still try to understand all types of art and believe that there are no normative and universal values in art and
culture. Nevertheless, as my own art evolved, I came to realize that whatever the historical and social values and formal choices nourishing art,
ultimately, what gives shape to the artist’s language and style of art is her inner dynamics, personality, and character.

Teachers who knew the basic lancuage of painting, such as Lorser Feitelson and Harry Carmean, as well as my museum explorations have
guag P i ¥ ) i P

profoundly influenced me. At the same time, Leo Steinberg’s classes on classical painting at Hunter College, New York, and my afhnity to

Steinberg’s thought brought my art closer to classical western painting tradition. Though [ understand and admire many difterent pictorial

languages, my own painting is bound to the above mentioned tradition. The human body invelves significant existential meanings in Western

painting, even Western culture in general. Since ancient Greek times, Western painting tradition has attributed important philosophical
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meanings to the human body. We can see its foundations in ancient Greek sculpture. The human body and its central position in the world, as
well as philosophies that develop around this are so important that even today we cannot understand Western architecture without being aware
of this. My painting is based on the human figure, not only because | was influenced by the aesthetics of higures, which I studied and drew
from models according to a different aesthetic theory almost every day during drawing classes in Los Angeles, but also because of my interest
in ancient Greek tragedies, philosophy, and art. I think the reason my painting is not easily appreciated and looks foreign in Turkey is because
its content and form are bound to the figure. In the exhibitions I held in 1974, the year I returned to Turkey, those who were interested in my
paintings were mainly foreigners. In those years, apart from a few paintings, the figure in Turkish painting was mostly used in a decorative and
superficial manner. No doubt there were portraits as well as paintings about people, but few paintings gave precedence to the dynamics of the

human body. Mehmet Giileryiiz and Alaattin Aksoy were among the rare painters who did. While the paintings of Bedri Baykam, who gained

prominence in the 1980s, used the figure as an opposing stance.

Kagut tizeri suluboya, 33 x 47 cm, 2008.
Watercolor on paper

Figures are used extensively in todays painting; for it is through humankind that political and psychological contents are approached.
Ulukilic and Komet's paintings are examples of this. However, most of these paintings have narrative meanings, either in the surrealistic or
allegorical sense. Whereas my paintings contain non-narrative symbols involving the movement of the body in space. These may be meanings
such as enthusiasm, desire, anxiety, crisis, expectancy, or melancholy expressed by the body. Yet I never think of expressing an emotion as I
am depicting a bodily movement. As is the case with a dancer’s movements, the initiative of the movement itselt makes us sense the meaning,
When [ paint, I first think of the movement of the body; what it expresses will somehow make itself telt later on. In this regard, I can say that
these figurative paintings are, in a way, abstract paintings. Artists | feel close to in this respect are those, like Magdalena Abakanowicz and
Henry Moore, who treat the igure through its existential meanings without turning it into a story. The painter that greatly impresses is me is
Picasso, who abstracts and interprets the freely moving body, always making us sense it naturally even in the most unexpected positions.

Ucretsiz PDF Kitap Arsivi - https://rantey.org



Today art is still largely figurative; however, the hgure is no longer an image interpreted by the artist but one that is often extracted from
photographs and used for political or surrealist meanings and stories. Many emerging curators, who do not have a full grasp of the history and
diverse examples of art, say that painting is dead, that images on the canvas are no longer valid, and that photography is the true material of art.
Yet I believe that there is no end to the works humans can do with their hands while using their body, strength, and dynamism. For, however
much humans have changed themselves in history through their own cultural interventions, what makes humans perpetuate as humans is
what they do with their creativity and physical power, which develops with an internal urge. The proximity offered by art forms such as iilm
and photography is based on the images and stories they present and on a kind of imaginary, intellectual empathy.

I do not believe that painting is dead or will die; I do not believe that any art form will disappear completely. Unlike all images that depend
on the screen, painting creates a strong world of reality in the space we live in. Situated on boundaries, on walls, on the door, the ceiling, and
the floor, painting expands, changes, and transforms the world we live in; it extends our space into infinity. Though images on the screen offer
infinite spaces and different worlds, photography, by its very nature, is a representation or repetition of something that already exists and it
itselt exists only as long as we are connected to the screen; the moment the screen shuts off its existence ends. Though today, the different reality
of painting seems to have been forgotten next to other visual trends, it is impossible for it to disappear. The best proof for this our persistence
in preserving images created by humans since cave paintings. This preservation takes place not just through collections, museum, and texts,
but also by painters who keep returning to these old images and reinterpreting cave images, or the images of Goya and Velazquez centuries
later. The reinterpretation of old images is proof that meanings in art do not lose their value and that there is always a need to keep them in
circulation. Subjects that are important to people do not change and are sought to be kept alive; in no other way than through art and literature

can values be expressed and passed on from generation to generation.

Kagt tizeri suluboya, 35 x 50 ecm, 2008.
Watercolor on paper
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Painting aftects our perception of reality, and values and thoughts, not just through the spatial illusion its physical presence creates, but
through the infinite nuances of its images as well. A painting on your wall can take you away from current concerns and open the door to a
different world, breaking us free from the vicious circle of everyday life. Though art becoming an Dbjen:t of consumption is criticized, people
who buy a painting for their home, for whatever purpose, will eventually enter its world and experience the enrichment of their own inner
world. A painting on the wall will eventually draw you into its world. You may not like Mozart —if that is possible— but once you hear the
melodies of a piano concerto a few times, you cannot draw yourself away from its spell which will bring back your good feelings and take
you away from small worries and bad feelings. Compared to images produced through photography, whether film or video, pictorial images
allow a much deeper engagement with perception and imagination both because they are made by hand and offer a very broad range of formal
choices and through their physical diversity (texture, approach within space, ways of receiving light, etc.). Color, light, and other visual features
in digital media move toward us from the surface. They push themselves toward us, there is a kind of aggression to them, no matter how
beautitul, they are on the surface. Oil and watercolor, ink, and paper and cloth canvases have a physicality that does not make them lose their
liveliness nor their internal dynamism. Though the liveliness of oil paint or of the cloth can decline in hfty years, they are never inanimate like
industrial materials. If Michelangelos paintings on the ceiling of the Sistine Chapel still seem alive it is because, thanks to restoration, a true
vitality has returned and continues to be present. The colors in digital images and on billboards in the street may be impressive and beautiful,
but these are mere projections; in other words, reflections. They do not have and inner existence that can draw us into another world; they are
like plastic cups; you briefly enjoy the color and texture but they cannot establish a connection with your body. No doubt this does not mean
that digital arts are empty and meaningless; today’s world is inevitably more superficial, more aggressive, and more transitory. However, works
which humans produce by hand or using living matter, such as the examples [ gave of cave paintings, involve a very dense realm of existence.
An invisible halo, a ray, the ‘Aura’ explained by Benjamin hovers over these works.*

There is no question that art constantly changes together with humankind and that each period should have its own form of expression.
But when we look at art in terms of material, not only must we be aware of the difterent values of materials, we should also know that it is
mistaken to classify art according to material. An important fact is that to say that painting is over and that now there is ilm and video is to
put humankind into a very narrow perspective.

When [ say “painting” [ don't just mean oil painting but prints produced by hand, drawings, pastels, and all manner of mixed media; these
may be using ready-made images as their material, as much as phnmgraphﬁ like in Max Ernst’s c{:rll:ag_n:s.

At various times my painting too concentrated on these diverse techniques. Aquatint and engraving were one of my favorite art forms when
[ was a student; today I would like to produce this type of print again. Apart from this, drawing, in all its different forms, is a branch to which
[ always have recourse. I always carry a sketchbook with me and spare a few seconds to draw portraits and landscapes; and sometimes 1 do
drawing analyses at length to study an object or plant. Drawing is a form of dialogue with the object before me; when [ am drawing I forget
myself entirely and become united with what I see, 1 virtually become one with it. I have hundreds of sketchbooks I have filled this way. To
me interpreting the things I see is important, not just in terms of form but in terms of thought as well; my sketchbooks also include long texts.
When I visited museums during my university years and later, I would do sketches of paintings and write long comments; 1 believe this kind
of work has taught me a lot. First of all, I saw that it takes as much time to grasp and interpret a painting as it takes to paint it; that a painting
can offer new meanings each time we look at it; and that a painting can be tull of surprises, like getting to know a person. I believe that my
own painting has been influenced by these experiences, and even by the art classes 1 teach.

There is an intimate relationship between interpreting a painting and interpreting what I see. When I give shape to the movement of the
human body and its dynamism in space, a kind of abstraction emerges in my painting, both through the free and elastic movement of forms,
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and the textures and rhythms created by the brush strokes. Therefore, the content of the painting does not
give itself away at first glance; my paintings are deciphered over time, a process which is essential for the

beholder to participate in the movement, dynamism, and vitality of the painting. I guess all my paintings
open themselves up over time. New details appear with cach gaze, and, if we are searching for a meaning,
its interpretation takes shape over time. As for the brush strokes, they condition one another, as in music,
or the waves of the sea; they virtually condition the line to follow.

In my drawings and engravings, the lines follow one another to create the form. Thus, a fluid,
undulating form takes shape on the surface; I liken this to music. I don't seck spatial depth or
perspective in my painting, but the textures shaped by the lines form fuctuating surfaces. 1
believe that such movements are more eftective than the illusion of depth and that they
engender an experiential proximity between the viewer and the painting,

[ am interested mainly in two types of content in my paintings: The body and nature.
Though their forms differ, I think of nature as the body of the earth. Seas and mountains, with
their moving, changing, fluid forms, are no different than a body. In paintings of nature, what
me as much as the way movements change on the canvas are colors. Color is a inspires
feature that stems from nature and as it expresses the states of nature it profoundly affects our 1
state of mind. In paintings where the figure is given precedence, color is secondary; what [
wish to express through black-and-white and monochrome brush strokes, is, rather, a purely
vital liveliness. Whereas in paintings of nature, color is given precedence and it is color that
aftects the brush strokes. I wish to show movements in nature through color contrasts or
chroma. What determines forms in nature are relationships of color; tonalities of color and
light appear like the symbols of states of mind. Contemplating nature fills us with awe; when I
listen to the sound of waves, when I watch the play of color and light, when I see the mist
building up in the distance, or when I perceive new shapes in thecontinuous flow of clouds, I become
one with the earth. When I paint too [ teel the same way; I forget myself as it [ were in ecstasy. I think that
when I paint, when I mix the colors and apply them on the canvas, I become enraptured or am seized with such
joy that I feel a kind of intoxication. To tell the truth, this enthusiasm and happiness art arouses in me has always
been its own reward; though at times I have desired to be known, to be an important higure, to earn a place in the
market, my thoughts would immediately return to my work, to my new painting, and to these engagementswhich
make me happy, and [ couldnt waste my time on other concerns.

To paint has never meant solving a problem for me; I do not begin a painting as if it were a problem. I begin with
an image that vaguely takes shape in my mind and after the first brush stroke, the painting usually seems to develop of
itself; the more [ forget myself the easier the painting takes shape. No doubt some paintings can be harder to complete
and offer more difhicult relationships. When such is the case, forgetting about them for a while and picking up where [ left
off later, or covering the images with translucent paint and starting on a new painting can be a solution. Of course there
are paintings | havent been able to complete for years, paintings that do not satisty me. These [ set aside to come back to
later; sometimes it works out and sometimes | use the canvas for another painting.
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Horses are among my greatest passions. Since [ was a child, I have cherished horses in a way [ cannot explain. I have owned and ridden
horses ever since [ settled in Ankara in 1974, Horses have the most beautiful forms and the most meaningtul movements among animals in
nature; their strength as well as their patience, quiet understanding, and closeness to humans have a magical appeal. I have used horses in many
of my paintings; there is a unique harmony berween horses and forms of the human body. The relationship berween horses and humans also
has an important place in the history of painting. The horses of Gericault or Delacroix have a magical dynamism and mysteriousness to them,
while Picasso’s horses are a symbol of strength and serenity. Horses have so many meanings and qualities that each painter has depicted them
in a different way. However, it is impossible to put certain relationships, emotions, and meanings in words; these have meanings that have
taken shape since humankind’s earliest history, betore and beyond words. Therefore, no marter how important a place horses have in my life,
I cannot purt this in words; these values can only be expressed and interpreted through painting and through the meanings it conveys from
deep within.

Though I have written about painting and art for years, I believe the true meaning of art speaks to us from beyond words. Any words said
about art can only open a door; meanings can only take shape depending first of all on the genuine relationship between the artist and the
images dreamed up by the artist and between the viewer and the images on the canvas. In this sense, if all the works created by humankind
stem from the relationships berween humans and the world and can be considered as art, then they are not canvas and paint or material, but
an entity that influences us within our living, cultural world and acquires different values over time. The place of art in our lives, with all of
its meanings which can be interpreted in different ways, does not resemble any other value; for it is not something that can be exploited or
consumed. Today, in the advanced capirtalist world where all relationships are consumed in the shortest possible time and all events are quickly
done and over, art is something which cannot be consumed, which constantly renews itself, and has infinite meanings that are perceived in
different ways over time. Therefore, not only is art our only space of freedom, it is also a haven that protects us from darkness and dilemma
while giving meaning to life,

Every task to which humans fully devote themselves and create their own world, becomes a universe which is far from exploitation and has
value and meaning. In this respect, I believe my painting protects me, keeps me young and hopetul, and is a guarantee of my freedom. I believe
that by teaching, through art [ can connect more easily and establish better relationships with young people. When interpreting examples of
art and conveying to others the enthusiasm of discovering their meanings, we meet on a common ground of freedom and value. There can be
no lies or wrongs in such a relationship; there can be no power relations in this type of communication. In this regard, as much as creating arr,
trying to explain art, sharing art and interpreting it together, and being able to guide young people through this process are as important to
me as painting. Writing about other people’s paintings and sculprures has always been a way to share my excitement.

Diverse engagements that open the way to art and the values offered by art; writing, teaching, creating art, talking about and sharing art,
and even my work at the Sanart association, of which I was president for twenty one years and where | held diverse symposia and conventions
with my close friends; all these are activities that, to me, are not really different from one another. Immersing myself in the colors and forms
of nature, watching the small changes, talking to horses, and loving all things beautiful; these are all things that are connected to each other,
that constitute the unity of my life and cannot be separated. It is the union of all these things that brings my painting into being.

*Benjamin, Walter (1936) The Work of Art In the Age of Mechanical Reproduction
Jale Nejdet Erzen

Translation: Linda Stark Giirata
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Yerytizii Bedenim [, tuval {izeri yagliboya, 90 x 250 cm, 2013.
1he Earth, My Body, oil on canvas

4

Yerytizii Bedenim II , tuval @izeri yagliboya, 90 x 250 ¢cm, 2013.
The Earth, My Body, oil on canvas
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Figiir 1, tuval tizeri yagliboya,
105 x 105 cm, 1990,

Figure 1, oil on canvas,
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Sevgililer, Tuval tizeri yagliboya,
120 x 120 e¢m, 1999.

Lovers, Oil on canvas
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Gazada, tuval tizeri yagliboya, 125 x 225 cm, 2014.

In Gaza , oil on canvas
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Hakkari, tuval tizeri yagliboya, triptik, 140 x 270 cm, 2007.

Oil on canvas
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Karadeniz, tuval iizeri yagliboya, 125 x 300 cm, 2014.
The Blacksea, oil on canvas

Ucretsiz PDF Kitap Arsivi - https://rantey.org



Ucretsiz PDF Kitap Arsivi - https://rantey.org

Sakarya, tuval tizeri yagliboya, 125 x 300 cm, 2014.
Sakarya, The river, oil on canvas
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Gece dansi, tuval {izeri yagliboya, 166 x 122 c¢cm, 1992.
Night dance, oil on canvas
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Fantasm, tuval tizeri yagliboya, 100 x 200 cm, diptik 1998.

Fantasy, oil on canvas
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‘ Torino Ati, tuval tizeri yagliboya, 125 x 225 c¢m, 2012-2014.

Turin horse, oil on canvas
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225 cm, 2014.

5 x

Dértnala, tuval {izeri yagliboya, 12
Gallop, oil on canvas
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Bozkir sabahi, tuval tizeri yaghboya, 125 x 300 cm, 2014,
| Morning on the steppes, oil on canvas
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Tuval Gizeri yagliboya, 90 x 250 cm.

Oil on canvas

L
il 5

Tuval tizeri yagliboya, 90 x 250 cm.
Oil on canvas
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Babam icin, tuval Gizeri yagliboya, triptik 100 x 300 cm, 1991.

For dad. oil on canvas
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1992.

5 cm,

Tuval tizeri yagliboya, 150 x 12

Ol on canvas
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Tuval tizeri yagliboya, 138 x 118 cm, 1999.

Oil on canvas

Ucretsiz PDF Kitap Arsivi - https://rantey.org




Bahcem-Ilkbahar, tuval iizeri yaglhiboya, 120 x 150 cm, 2003-2012.
My garden-spring, oil on canvas
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Bahg¢em-Yaz, tuval tizeri yagliboya, 120 x 150 cm, 2005.
My garden-summer, oil on canvas
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Bah¢em-Sonbahar, tuval Gizeri yagliboya, 120 x 150 ¢m,
2000 - 2012. My garden-fall, oil on canvas
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Bahcem-Kis, tuval {izeri yaglhiboya, 120 x 150 cm, 2005.

My garden-winter, oil on canvas
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Gece, tuval tizeri yagliboya, 125 x 225 c¢m, 2012-2014.

Nocturne, oil on canvas
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Diisiis, tuval tizeri yagliboya, 90 x 250 em, 2005.
The fall, oil on canvas
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Jale Nejdet Erzen (1943) Art Center College of Design, Los Angelesda resim lisans ve yiiksek lisans dereceleri aldi, 1974'de New York'da Hunter
College'da Leo Steinberg'un derslerini izledi, 1981'de ITU Mimarlik Fakiiltesinde Mimar Sinan iizerine doktora tezini tamamladi, 1966-1974
yillart arasinda gesitli dénemlerde Amerika ve Avrupa miizelerinde Bati resmini inceledi. 1974 ‘den bu yana ODTU Mimarlik Fakiiltesinde temel
tasarim, sanat ve mimarlik tarihi, resim, fotograf ve estetik dersleri vermistir. 1974'de ODTUde baslattig evre estetigi dersi diinyada bu konuda
verilen ilk derstir. 1982 de Fransa miizelerinde arasurma bursu ve 1985 de Fulbright bursu kazandi, 2006 da Goethe Enstitiistiniin Alman cagdas
sanati inceleme bursu kazandi. 1982-1985 yillar arasinda Boyurt Plastik Sanatlar dergisinin editorlugint yapt. 1990 yilinda Stephane Yerasimos
ile Parisde Grand Palaisde Osmanli Mimarisi izerine gorsel-isitsel diizenledi. Kurucularindan oldugu Sanart Estetik ve Gorsel Kiltiir Dernegi'nin
1991den 2011 yilina kadar birkag donem hari¢ baskanligini stirdtirmiistiir. Sanart Derneginin cesitli uluslararast sempozyumlarini diizenlemis ve
10’un tstiinde kitap ve yayininin editorliigiinii yapmisur. 1995-1998 yillart arasinda Diinya Estetik Kurumu genel sekreterligi yapmusur; 2010-
2016 dénemi Diinya Estetik Kurumu ikinci baskanidir. 2007 yilinda ODTU ve Tiibitak destegi ile 42 iilkeden sanat¢1 ve estetikginin katildigs
Diinya Estetik Kongresini diizenlemistir. Bu Kongrede, Mimarlar Odasinin destegi ile 4 uluslararasi yayin gerceklestirmistir.  1991'de Fransiz
Kiiltiir Bakanliginin Sanat ve Edebiyat dalinda sévalyelik 6diiliine, 2000 yilinda TUYAP in en iyi elestirmen &diiliine ve 2008 yilinda Tiirkiye
Mimarlar Odasinin Mimarliga Katki 6diiliine layik goriilmiistiir. Tiirk sanatgilart ve Mimar Sinan iizerine kitaplari, Islam estetigi ve mimarisi ve
karsilastirmali estetik ve cevre estetigi tizerine yerli ve uluslararasi yayinlar bulunmaktadir. 1986 yilindan bu yana diinyanin bir¢ok tiniversitesinde
konferans vermis, Osaka, Koper (Slovenya) ve Bologna tiniversitelerinde misafir profesorlitk yapmis ve seminerler vermistir. 1971°de ilk sergisini Los
Angeles Art Association'da ve mezun oldugu okulda agmis, miiteakiben Fransada Vichyde, Roma Sapienza Universitesinde, Italya Aquilada, sergiler
acmus, toplu sergilere kaulmus, Tiirkiyede 1974 den itibaren Turkls galerisi, Nev galerisi, Istanbul Urart Galerisi, Zon, Siyah beyaz, Tak: ve Bilkent
galerilerinde sergiler agmustir. Resimleri Tiirkiye, Fransa, Hollanda, Kanada, ABD ve Italyada birgok 6zel ve resmi koleksiyonda bulunmakradir.

Jale Nejdet Erzen, painter (MFA, Art Center College of Design, Los Angeles, 1974); art historian (Ph.D. Istanbul Technical University, Faculty
of Architecture, 1981); Fulbright Scholar 1985; has received a French Museums tour scholarship in 1982 and a contemporary German art tour
scholarship in 20006. Since 1974 has been teaching design, art and aesthetics courses at the Faculty of Architecture, Middle East Technical University,
Ankara; She is presently teaching at [zmir University. She has been the editor of the Boyut and Dimensions fine arts journals 1980-1984; recipient
of the French Ministry of Culture’s Arts et Lettres Chevalier honor; recipient of Contribution to Turkish Architecture prize 2008; General Secretary
of TAA 1995-98; Second Vice President and Vice President IAA (International Association of Aesthetics) 2007-2016; Organizer of the 17th
International Congress of Aesthetics in 2007 and editor of two proceedings books of the Congress; editor of IAA Yearbook 2003, 2008 and 2012
with Raffacle Milani; President and founder of the Turkish SANART Association for Aesthetics and Visual Culture berween 1991 and 2011 except fr
two years; has lectured in Japan,Asia, Europe and USA on aesthetics, Turkish and Islamic art and architecture and has many books and international
publications on these subjects. She has been visiting professor at Osaka University, University of Bologna and at Koper Slovenia. Has work in many
private and public collections in Turkey, Canada, France, Italy, Holland and USA. She opened her first painting exhibition in Los Angeles at the
Art Center College of Design in 1973, has exhibited at the Los Angeles Art Association, in Rome at the Sapienza University, in Aquila, in Vichy in
France. She has been exhibiting her work in Turkey since 1974 at Turkis Gallery, Siyah Beyaz, Urart (Istanbul), Zon, Taki, Bilkent, Nev (Istanbul
and Ankara).
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