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Sabanci Universitesi, Sayin Giiler Sabanci’nin yillar dnce bir grup akademisyeni davet edip, “génliiniizdeki iiniversi-
teyi hayal edin” demesiyle baslayan uzun bir siirecin sonucunda kuruldu. Bu iiniversiteyi, o donem mevcut diger-
lerinden ayiran ozelliklerinden biri, hangi alanda okumaya niyetli olursa olsun her 6grencinin bir temel miifredat
egitimine katilmasiydi. Diger bir deyisle, ister ekonomi, ister sanat, ister miihendislik okumayi planlasinlar, tim
ggrenciler ilk yilda Matematik, Temel Eserler, Doga ve Bilim, insan ve Toplum baglikl bazi dersleri alacaklardi.

Ayribir Giizel Sanatlar Fakiiltesi kurmak yerine Sanat ve Sosyal Bilimler Fakiiltesi biinyesinde olusturulan
“Gorsel Sanatlar ve Gorsel iletisim Tasarimi Programi” da sanat egitimine farkli bir yaklagim éneriyordu. Orne-
gin, Sabanci Universitesi o donem tiim sanat okullarina giriste kullanilan yetenek sinavini kaldirip merkezi sis-
tem puanlariyla 6grenci kabul etmeye baslad.

Michelangelo, 16. yiizyilda Papa Il. Julius'un himayesinde Sistina Sapelini fresklerle donattiginda, sadece
Bati sanatinin akigini degistirmekle kalmamisti. O resimler, bulunduklari mekana ragmen sanatin kilisenin he-
gemonyasindan ¢ikmasinda ve toplumun diinyevi bir bakis agisi edinmesinde nemli bir rol oynamisti. Pablo
Picasso’nun {inlii Guernica tablosu 20. yiizyilda fagizme karsi bir durus niteligi tasir; bircok iilkede sergilenmesi
diinyanin ilgisini ispanya i¢ Savasi'na cekmistir. Joseph Beuys'un sosyal plastik kavramindan, Ai Weiwei'in iki bin
~ yillik bir Han hanedani vazosunu yere birakip kirma eylemine kadar, sanat pratigi tarih boyunca sosyal ve siyasal
cevreyle iligkiliydi. Bu anlamda, sanat ile sosyal bilimlerin birbirleriyle etkilesim halinde olduklarini ve birbirle-
rinden beslendiklerini biliyor ve goriiyorduk. Ayri iki fakiilte yerine tek bir ¢ati altinda bir sanat ve sosyal bilimler
fakiiltesi olusturma karari, tiim bu bilgiler 1s18inda bizim de katkilarimizla verilmisti. Yukarida sdzii edilen Temel
Miifredat Yili yoluyla, matematik bilen, kitap okuyan, yazi yazabilen sanat insanlarinin yetistirilmesi, ama ayni
zamanda sergileri gormeye egilimi olan miihendisler, gordiikleri sanat yapitlari karsisinda diisiinebilen ekono-
mistler yetistiriimesi de hedefleniyordu.

Sabanci University was founded at the end of a long process that started with Giiler Sabanci’s challenge to a
group of academicians to ‘imagine the university that your heart desires." What differentiated this university

in Turkey from others at the time was that all students, regardless of their intended major, would go through a
basic Core Program. In other words, whether they were planning to study economics, arts, or engineering, all
students would, during their first year, take certain courses in the categories such as mathematics, major works,
nature and science, and humanity and society.

The fact that a Visual Arts and Visual Communication Design Program was created within the Faculty of
Arts and Social Sciences, rather than establishing a separate Faculty of Fine Arts, was also suggestive of a differ-
ent approach to art education. For example, Sabanci eliminated the aptitude test that all art schools used at the
time, choosing instead to admit students on the basis of the central university entrance examination scores.

When Michelangelo painted the Sistine Chapel frescoes in the sixteenth century under the patronage of
Pope Julius Il, he did more than merely change the course of western art; despite the location of paintings, his
work played an important role in the emergence of art from under the hegemony of the church, and in socie-
ty's movement towards an earthly worldview. Pablo Picasso’s Guernica symbolizes a stance against fascism
inthe twentieth century; its exhibition in various countries focused the world’s attention on the Spanish Civil
War. From Joseph Beuys's notion of ‘social plastic’ to Ai Weiwei's act of dropping a 2000-year-old Han dynas-
tyurn and shattering it, the practice of art has been intertwined with the social and political environment
throughout history. In this sense, we knew and saw that the arts and the social sciences influenced and mutu-
ally nurtured each other. The decision to establish a Faculty of Arts and Social Sciences under one roof, rather
than two separate faculties, was taken in light of this knowledge and with our full participation. Through
the Core Program mentioned above, it was hoped that the university would graduate artists who understand



Sanat okullarindaki geleneksel “Resim”, “Heykel”, “Fotograf” gibi bolimler yerine “Gorsel Sanatlar” adi al-
tinda enstalasyondan resme, heykelden video ve fotografa uzanan genis bir semsiye program olusturmustuk. Bu
yontemin, giiniimiiz sanat diinyasindaki cogulcu etkinliklere, sanatci profiline ve tiretim bicimlerine daha yakin
bir yaklagim oldugunu diisiinmiistiik. Kurulus ddneminde hem sanat diinyasinda hem de sanat egitimi diinyasin-
da bu farkli yaklagima yonelik bazi endiseler olustu. Sabanci Universitesi bu iyi niyetli endiselere direndi ve dai-
ma bu projenin arkasinda durdu. Derslerin baslamasindan 16 yil sonra, bugiin, 6zellikle son bes yila baktigimizda,
hepimiz biraz da bu direnisin keyifli sonuglarini izliyoruz.

Gorsel Sanatlar ve Gérsel iletisim Tasarimi Programi’ndan mezun olan d&rencilerin neler yaptiklarinin bir
cetelesini tutmak yakin zamana kadar aklimiza gelmemisti. Mezun sanatgilarimizin ¢ogunun aktivitelerini takip
edebiliyorduk. Yurtdigina giden 68rencilerimize referanslar yaziyor ve sonrasinda nerelerde, ne yaptiklarini bili-
yorduk. Tabii bir de artik bize her konuda bilgi aktaran sosyal medya vardi. Once karma sergilere katilma haber-
leri geldi, sonra kisisel sergi haberleri. Derken, kimi mezunlarimizin bienallere segildigini keyifle duyduk. Sabanci
Universitesi mezunu geng sanatgilar istanbul'daki son i bienalde yer aldiklari gibi, uluslararasi bienallere de
secilen mezunlarimiz oldu. Yurt disindaki prestijli iiniversitelere tam bursla kabul edilen mezunlarimizin, bulun-
duklari lilkelerde kisisel sergiler actigini, actiklari sergilerin nemli uluslararasi yayinlarda degerlendirildigini
zevkle okuduk.

Sakip Sabanci Miizesi ile Sabanci Universitesi arasindaki iliskiyi pekistirecek bir proje disiinildiigiinde, ilk
fikir miizede bir 68renci sergisi agma fikriydi. Biz bu fikre ¢ok da sicak yaklagsmadik. Bir okul baglami icinde iireti-
len sanat calismalarinin pedagojik degeri olmasina ragmen gercek sanatsal degerlerin, bu sanatci adaylari sanat
diinyasinda kendi kanatlariyla ugmaya basladiklari zaman ortaya gikacagini diisiiniiyorduk. Sakip Sabanci Miize-
si'nin prestijli bir miize olduguna ve bu iine hepimizin sahip ¢ikmasi gerektigine inaniyorduk.

mathematics, read books, and are capable of writing well, but also engineers interested in attending exhibi-
tions and economists capable of thinking about works of art.

Instead of such traditional departments as ‘Painting, ‘Sculpture,’ and ‘Photography,’ we created an umbrella
program that stretched from installation to painting, and from sculpture to video and photography. We thought
that this approach would be more appropriate for the pluralistic activities, artistic profiles, and forms of produc-
tion in the contemporary art world. During our early days, some concerns were raised within both the art world
and the art education community about this different approach. They were well intentioned, but Sabanci Univer-
sity resisted these concerns and always stood behind the approach. Today, sixteen years after classes began, and
particularly looking at the last five years, we are witnessing in part the pleasing results of this perseverance.

Until recently, it had not occurred to us to keep tally of the activities of VAVCD graduates. We followed the
careers of most of our graduates, wrote reference letters for those who were going abroad, and kept abreast
of what they were doing. Of course, the social media have recently been a source of such information. We first
received news of our graduates’ participation in group exhibitions, then of solo shows. Soon we started hearing
of the selection of some of our graduates to biennales: not only were young artists who graduated from Sabanci
University represented in the last three Biennales of Istanbul, some were selected to participate in international
biennales as well. We learned with great pleasure about our students being admitted to prestigious internation-
al universities with full scholarships, and about their solo exhibitions in their countries of residence; we also read
reviews of their shows in important international publications.

When it was suggested that a project be initiated to strengthen the ties between the Sakip Sabanci Muse-
um and Sabanci University, the first thought that came to mind was to hold an exhibition of works by students.
We were not all that enthused by the idea, however, because we thought that while works of art created in the



Bir siire sonra, Sabanci Universitesi'nden mezun olmus, artik ¢ogu otuzlu yaslarinin ortasinda olan geng
sanatgilarin yapitlarindan olusan bir secki yapma fikri dogdu. Sadece Sabanci Universitesi'nden mezun olmanin
bdyle bir sergiye katilmak igin yeterli bir dl¢iit olmadiginin da farkindaydik. Aklimizda miizeye yarasir bir sergi
vardi. Bu miizede yapilacak herhangi bir sergideki yapitlarin “miize kalitesinde” olmasi gerektigini diisiiniiyor-
duk. Bu da bir secme ve elemeyi gerektiriyordu. Bu vesileyle Gérsel Sanatlar ve Gorsel iletigim Tasarimi Prog-
rami'ndan mezun olanlarin ve sanat alaninda aktif olarak calisan, sergi agan sanatgilarin bir kaydini ¢ikardik.
Sonuclar agikgasi bizim icin bile sasirticiydi. Yillar 6nce New York'ta sanat egitimcilerinin toplandigi uluslararasi
bir konferansta dinledigimiz bir konusmayi animsadik; konugsmaci, sanat okullarindan mezun olan 6grencilerin
yiizde 70'inin mezun olduklari giin firayi biraktiklarini, yiizde 25'inin de ilk bes yilda sanat yapmaktan vazgec-
tiklerini anlatmisti. Konusma sonrasindaki tartismada katilimci bircok 68retim iiyesi ve sanatci da bu sapta-
malara katilmisti. Bu sergi icin cetele tutmaya bagladigimizda ulagtigimiz kayitlara gore ise Sabanci Universi-
tesi'nden mezun geng sanatgilar bu istatistikleri altiist ediyor, hemen hemen hepsi direnerek sanat iiretmeyi
siirdiiriiyordu. :

Sabanci Universitesi, Gorsel Sanatlar ve Gorsel iletisim Tasarimi Programi, 68renci sayisi az olan bir
program. Bu programdan, gecen yil itibariyle 110 kisi mezun oldu. Bu mezunlarimizin bir bdlimii sanat iireti-
mini birakip kiiratorliik, sanat yazarhigi gibi sanat diinyasindaki farkl profesyonel alanlara gecti. Geri kalanlar
icinde aktif olarak galisan 60'a yakin geng sanatgi meslektasimiz oldugunu saptadik. Bu isimleri Sakip Sabanci
Miizesi'nde gerceklestirmeyi diisiindiigiimiiz “Bulugma... Reunion” sergisinde bir araya gelmeye davet ettik.
Bu sanatgilar bir donem bizim 68rencilerimiz, daha sonra meslektaslarimiz hatta dostlarimiz olmustu. Bir
kismini eleyip kirmayt icimize sindirmek bizim icin zordu. Sabanci Universitesi'nin her alanda uluslararasi
standartlarla hareket etme ilkesi dogrultusunda, bu projeye davet edilen sanatgilarin calismalari uluslararasi

context of an educational institution are of pedagogical value, their real significance as art will only become clear
once these young artists take flight in the art world with their own wings. We felt that the Sakip Sabanci Muse-
um is a prestigious institution whose reputation we were all obliged to uphold.

Eventually, we came up with the idea to exhibit a selection of the works of young artists who had graduated
from Sabanci University, many now in their mid-thirties. We were keenly aware of the fact that simply gradu-
ating from Sabanci University could not be an appropriate criterion for participation in such an exhibition. We
were thinking of an exhibition worthy of the Museum, and thus wanted the works selected for such an exhibition
to be truly ‘of museum quality.’ This required a selection process, and to that end, we compiled a list of VAVCD
graduates now active in the arts, and who have been exhibiting their work. We were sincerely surprised by the
results of our early efforts. We remembered a speaker at a conference of art educators in New York many years
ago, who had said that 70 percent of art school graduates abandon their brushes the day of their graduation, and
another 25 percent give up art during the following five years. Many educators and artists present at the con-
ference had agreed with the speaker. And yet, when we started tallying up the activities of Sabanci University
graduates, we found that contrary to the statistics, many were persevering in producing art.

The Visual Arts and Visual Communication Design Program at Sabanci University has a fairly small number
of students: only a hundred and ten had graduated by last year. Some have abandoned the active production of
art, focusing instead on such alternative art professions as curatorship and criticism. Among the rest, we found
nearly sixty young artist colleagues actively at work, and invited them to the ‘Bulugma... Reunion’ exhibition
planned at the Sakip Sabanci Museum. These artists had once been our students and later our colleagues, and
even our friends. It was difficult for us to make a selection. In accordance with Sabanci University's principle of
living up to international standards in all matters, an international committee carefully reviewed the works
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bir secici kurul tarafindan 6zenle degerlendirildi. Ne var ki, miize mekan olanaklarinin gok iistiine gikan proje
basvuru sayisi ister istemez zorlu bir eleme siirecini gerekli kildi. Uluslararasi segici kurulun yogun, dikkatli ve
cok perspektifli degerlendirmesi sonucunda ilk “Bulusma... Reunion” sergisinde 19 sanat¢inin yer almasinda
fikir birligi sagland.

“Bulusma... Reunion” sergisi tematik bir sergi degildir. Sergi, Sabanci Universitesi’nde gérsel sanatlar
egitimi almig ve mezun olduktan sonra bizlerden bagimsiz kendi ¢alismalarina devam edip kendini gelistir-
mis geng sanatcilarin calismalarinin bir araya gelmesinden olusuyor. ilk bakista ortaya cikanin eklektik bir
sergi oldugu diisiiniilebilir. Bu durumu Sabanci Universitesi, Gérsel Sanatlar Programi’nin egitim yaklasimi-
na uygun buluyoruz. Bu yaklasimda, bir atdlye hocasinin kisisel egiliminden farkli olarak, kisiye 6zel, farkl
kimliklere, farkl becerilere, farkli egilimlere olanak taniyan bir tavir benimsenmistir. Béylece, 6grencilerin
calismalarinda cesitlilik iceren, cogulcu ve dzellikle tercih ettigimiz eklektik bir goriiniim kendiliginden
ortaya ¢tkmaktadir.

Uluslararasi secici kurula sundugumuz 60'a yakin sanatcinin calismalarina bakarken yaklagimimizin gesitlili-
ge yonelik olmasi nedeniyle bu sergide bir biitiinliik olup olamayacagi konusunu biraz diigiindiik. Sergide yer alan
ve almayan gen¢ meslektaslarimizin calismalarinda olasi ortak paydalar aradik. Bu ortak paydalarda tiim geng
meslektaslarimizin hem 6z disipline hem de is disiplinine sahip, ciddi, inanch, direncli, titiz sanatgilar ve bireyler
oldugu sonucuna vardik. Sanat iiretiminden, hicbir kosul altinda vazge¢cmediklerini fark ettik. Calismalarinin
zengin anlam katmanlari barindiran, kisisel okumalara acik, cok boyutlu yapitlar oldugunu diisiiniiyoruz. Mes-
lektaslarimizin calismalarindaki en 6nemli ortak dzelligin de ici kof, cilali bir piriizsiizliik yerine 6zenli bir derinlik
oldugu sonucuna vardik.

Bu sergi farkhiliklarin ve cesitliliklerin sadece bir kisminin yeniden bulusmasina tekabiil ediyor.

of all those who had been invited to participate in the project. The number of applicants being far above the
capacity of the Museum grounds, the selection process had to be stringent. The committee considered the port-
folios carefully and from a variety of perspectives, and decided to invite nineteen artists to the first ‘Bulusma...
Reunion’ exhibition.

This is not a thematic exhibition. It consists of the works of young artists who in some point in their lives
received an education in the visual arts at Sabanci University, and then continued to develop their careers
independently of us. One might at first glance find the exhibition eclectic, but we consider this outcome in
line with the educational approach of the Visual Arts Program at Sabanci University, which is open to differ-
ent personalities, talents, and inclinations independently of the studio instructor’s personal attitudes. This
approach has led to the emergence of a varied, pluralistic, and eclectic student output, which is precisely what
we intended and favor.

As we examined the works of nearly sixty artists submitted to the international selection committee, we
wondered whether or not our favoring of such personal variety would preclude the achievement of a certain
unity in this exhibition. Whether they were selected for the exhibition or not, we looked for potential common
traits among the works of our young colleagues. Our conclusion was that they all seemed to be personally
and professionally well disciplined. They appear to be serious, conscientious, as well as meticulous artists
and individuals. We noticed that they have not given up on artistic production under any circumstances. We
believe that their works are multi-dimensional, harboring rich layers of meaning open to personal readings. We
concluded that the most important common attribute in our colleagues’ works is a meticulous, but not slick,
artistic approach. This exhibition corresponds to the reunion of only some of the varieties and differences in
their works.









istanbul’da1981'de dogan Kanar, Sabanci Universitesi'nde Grsel Sanatlar ve Gorsel
iletigim Tasarimi Programi’ni tamamladiktan sonra Prag Performans Sanatlari Aka-
demisi'nde fotograf alaninda yiiksek lisans yapti. Lens bazli goriintiilerin ontolojisine
odaklanan sanatgy, bellek, mekan ve cismanilik kavramlarina atifta bulunanisler
iiretirken dijitalimgelerden alternatif baski tekniklerine, hareketli griintiilerden
buluntu fotograflara uzanan gesitli araglarla calisiyor. Son ddnemde katildigi sergiler
arasinda “Birgiin Herkes Heykeltiras Olabilir” (Elhamra Han, 2014), “Focus: Turkey”
(Landskrona Foto, 2014), “Yakin Menzil” (istanbul Modern, 2013), “Birtakim Benzerlik-
ler” (44A,2012) vardr.

BorninIstanbulin 1981, Kanar graduated from the Visual Arts and Visual Communi-
cation Design Program at Sabanci University, and received an MA degree in pho-
tography at The Academy of Performing Arts in Prague. Working with a set of tools
ranging from digitalimages to found photographs from video images to alternative
printing processes, he explores lens-based images from an ontological standpoint
with particular reference to materiality, memory and space. His recent exhibitions
include, “Anyone Could Be A Sculptor One Day” (Elhamra Han, 2014), “Focus: Turkey”
[Landskrona Foto, 2014), “Close Quarters” (Istanbul Modern, 2013), “Similar in Some
Respects” (44A,2012).

Ege Kanar, fotografin bir mecra olarak barindirdigi potansiyel-
lerden hareketle zaman, hafiza, temsil gibi kavramlar etrafinda
katmanli estetik ve felsefiiliski aglari insa ediyor. Sanatginin,
gorsel dizinleri malzemenin fizikselligine dogrudan referans-
laricermekle birlikte, sergilenme bigimlerini bir deneyime
ddnistiirerek kapali ve kesin okumalara direniyor. Kanar, imge
ve gbstergeyi dogrusal bir zaman algisinin kiyisina gekerek
anakronik bir tarihsellik algisiyla siirekli yeniden ele aliyor. Ha-
tirlanan, olmus ve olmakta olan anlarin uguculugu ile malzeme-
nin dokunulan ve hissedilen maddi karakteri arasindaki gerilim,
sanatginin iiretim siireclerini olasiliklara agik birer arastirma
seriivenine doniistiiriiyor.

Erken donem projelerinden Home (2005, Yuva), metruk
mekanlara déntigen evleri mesafeli bir gozlemci konumundan
elealiyor. Bos, yipranmis odalarin isik ve gdlgeyle belirginlesen
sinirlari mekansal tahribatin boyutlarini gdriinenin dtesine
tagirken kirilgan bir “simdi”ye de isaret ediyor. Kanar, Nobody
Does Anything Anywhere'de (2008, Kimse Herhangi bir Yerde
Birsey Yapmiyor] dnceden ¢ektigi video kamera gériintiilerini
yeniden fotograflayarak elde ettigi fotograf serisini bir kitap
projesine doniistiiriyor. Birey ve aidiyet kavramlarini bu kez
mecralar arasi gegirgenlik fikriyle birlikte ele alan sanatg, kisi-
sel tarihin dijital olarak saklanip sonsuzca yeniden retilebilirli-
gilizerinden, bu kitap araciligiyla, izleyiciyle diyaloga geciyor.

Starting from photography's potential as a medium, Ege Kanar
builds multi-layered networks of aesthetic and philosophical
relationships around such concepts as time, memory, and rep-
resentation. While the artist’s visual indices involve direct ref-
erences to the physicality of the material, he has transformed
the way in which they are exhibited into an experience, thus
resisting closed and definitive readings. Drawing images and
signs to the margins of the linear perception of time, Kanar re-
interprets them within an anachronistic historicity. The tension
between the fleetingness of moments that are remembered,
have happened, and are happening and the tangible character
of the material turn the artist’s production processes into ex-
ploratory adventures open to possibilities.

In one of Kanar’s early projects, Home (2005), the artist
focused as a detached observer on abandoned houses. In it,
the boundaries of empty and dilapidated rooms gain salience
through light and shadows, taking the dimensions of spa-
tial destruction beyond the visible and pointing to a fragile
‘present.’ In Nobody Does Anything Anywhere (2008), Kanar
re-photographs scenes from videos he filmed in the past,
turning the new images into a book project. Taking up the
concepts of individuality and belonging, this time togeth-
er with the idea of permeability among various media, the
artist establishes a dialogue with the audience through the




“Bulugma... Reunion” sergisinde goriilebilen ve sanatginin
yakin ddnem iiretimlerinden olan Gliimliiler (2012) ve Nerede
Biliyorum Ne Zaman Bilmiyorum (2010- 2014) ise bigimsel
deneyselliklerinin yani sira, fotografin gérsel kapasitesinin
tirettigi duyusal ve duygusal giicleri kesfe gikiyor. Bu etki19.
yiizyildan bu yana fotografin ontolojisine dair sorgulamalari
kat ederek giimiis kapli cam yiizeye basilmis portre fotograf-
larindan, cep telefonu kamerasiyla gekilmis siyah beyaz fotog-
raflarin arkadan aydinlatildigi transparan yiizeylere geciyor.

Oliimliiler, ifadeleri nerdeyse donmus, izleyicinin gézlerine
dogrudan bakan sekiz portreden olusuyor. Fotograflarin basil-
dig1 camin hacmi, agirligi ve 1s181n giimiigle temasindan agiga
¢ikan doku, gergekligin temsilinden ¢ok ondan geriye kalan izi
disiindiriiyor. Sabit figiirlerin goz hareketleri uzun pozlama
siiresince kaydedilmeye devam ettiginden her bir hareket
farkl bir iz olarak bir digeriyle ig ice gegiyor, onlar bitiinlesti-
ren zaman ise ortaya ¢ikan imajda ¢ogalip, izleyicinin fiziksel
mekanina yayilyor. ilk bakista benzerliklerinin alti cizildigi
izlenimi veren bu portreler, bakisin ve temsilin paradoksal do-
gasini harekete gecirerek ayni zamanda birer ikona ddniigiiyor.

Nerede Biliyorum Ne Zaman Bilmiyorum, sanatginin siirece
yayilan ve degiserek cogalan kisisel arsivi niteligini tagiyor.
Her an yeni birimgenin eklenip bir eskisinin gikarilabildigi bir
arsivdeki fotograflar, farkli baglamlara gore tekrar ele alinip

storability and endless reproducibility of personal history in
digitized form.

Mortals (2012) and | Know Where | Don't Know When
[2010-2014), on view at the ‘Bulugma... Reunion’ exhibition,
are recent works by the artist which, aside from their experi-
mental forms, explore the sensory and emotional forces pro-
duced by the visual capacity of photography. From portraits
printed on silver-coated glass plates to transparent surfaces
backlit by black and white photographs taken with portable
phones, these forces span the questions voiced since the nine-
teenth century concerning the ontology of photography.

Mortals consists of eight portraits of individuals with
near-frozen expressions on their faces, looking straight at the
audience. The volume of the glass onto which the photographs
are printed, its weight, and the texture produced by the light
reflected off the silver bring to mind less a representation
of reality than a trace left by it. As the static figures’ eye
movements continued to be recorded during the lengthy ex-
posures, each movement blends with another as a different
trace; forits part, time unites them, multiplying in the images
and spreading out into the audience’s physical space. At first
sight, the portraits give the impression that their similarity is
emphasized; setting in motion the paradoxical nature of rep-
resentation and the gaze, they simultaneously turn into icons.

baska anlatilar kurguluyor. Hatirlamaya devam edebilmek
igin unutmanin kaginilmaz oldugu imgeler diinyasi siirekli
erisilebilir mobil telefonun hafizasindan gecip kalici birer @na
ve nesneye doniisiiyor. Ote yandan aracin giincelliginin siyah
beyazimgelerin formlari ve atmosferiyle yarattigi karsithk,
fotograf ve geleneksel sunum bicimleri arasindaki catigmal
temas noktalariniagiga cikariyor. Sanatci bu seriyle yalnizca
belirli sunum ve temsil rejimlerine dahil olmayi reddetmekle
kalmiyor, ayni zamanda siibjektif bakigini topografik bir hari-
talandirmaya déniistiiriiyor.

“ PINARASAN

I Know Where | Don’t Know When is the artist’s personal
archive, spread out over the creative process and growing as
it changes. An archive into which an image can be added or
another removed at any time, its photographs are taken up in
different contexts and used in constructing new narratives.
The world of images in which continuing to remember invar-
iably necessitates forgetting passes through the memory
of the ever-accessible mobile phone, turning into persistent
instants and objects. On the other hand, the contrast between
the up-to-date instrument and the form and atmosphere of
black-and-white images brings to the fore the points of con-
tact and contention between photography and traditional
forms of presentation. With this series, the artist not only
refuses to beincluded in particular regimes of presentation
and representation, he also turns his subjective gaze into a
topographical mapping process.
 PINARASAN






Nerede Biliyorum Ne Zaman
Bilmiyorum, 2010-2014
Duratrans baski

21x16cm

| Know Where | Don't
Know When, 2010-2014
Backlit durable
transparency print
21x16cm
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Glimliiler, 2012
Cam iizerine giimiis
jelatin baski
30x20cm

Mortals, 2012
Silver gelatin print
onglass
30x20cm







