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Bu YUkt Daha Ne Kadar Tasiyabiliriz?

MELIS GOLAR : ‘Bu Yiikii Daha Ne Kadar Tasiyabiliriz?” sergisinin kapsamindan
biraz bahseder misiniz? Serginin fikirsel alt yapis1 nasil olustu?

FIRAT ENGIN : Gegen yil (2016) gergeklestirdigim ‘Ruh Dolu Kayiklar, Su ve
Diisler!” baslikl1 sergimin temas1 Suriye I¢ Savasi nedeniyle gerceklesen ‘Miilte-
cilik’ kavrami iizerineydi. Konu iizerine gerceklestirdigim saha ¢alismasi hem
icerik hem de bi¢im anlaminda, is iiretme yontemimde radikal degisikliklere
gitmemi sagladi. Bu 6rnekten de anlasilacagi lizere, ben her zaman bir sanat¢inin
kendisini yikmasima ve yeniden kurmasma firsat vermesi gerektigine
inantyorum. Agikg¢asi 2007 den beri bu tutumum benim igin bir yagama bigimi.
Bu anlamda her sergi, dnceki sergilerin de birikimi iizerine eklenerek gerek
teknik gerekse igerik olarak yeni bir mecra, yeni bir seriiven.

‘Bu Yiikii Daha Ne Kadar Tasiyabiliriz?’ sergisinin de, ge¢mis tiim birikimlerin
izlerinin goriilebilecegi ama ayni1 zamanda yepyeni bir dnermeyi icerdigini
diisintiyorum. Gog¢, kimlik, bellek, aidiyet, ulus, aile, yuva vb. iist kavramlar
kendi yagantimdaki hesaplagsmalarin bir tezahiirii. Bugiine kadar ele aldigim
konularda bir parga, digaridan ve mesafeli bir 6znellik ile ise dahil olmay1 tercih
ederken, bu sergi de isleri daha bireysel ve 6znel bir alana ¢ekiyorum.

M.G.: Bu sergi ile izleyicinin bahsettiginiz kavramlara dair ne tir farkindaliklar
gelistirmesini istiyorsunuz? Sizin bu yiikten kurtulma 6neriniz sergide nasil yer
altyor?

F.E.: Acikcast bu yiikten arinmanin kesin bir formiiliinii buldugumu soyleye-
mem. Ama dogmatik ve dayatilan tanimlarin, dikte edilen kavramlarin artik iflas
ettigi giiniimiizde; tim dayatmalar karsinda farkindaligin arttig1 yeni bir caga
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giriyoruz.Ben bu ¢ag1 Tiirkiye’nin de ‘Gezi olaylar1’ ile beraber yakaladigim
disiiniiyorum. Bireysel algimizin genisledigini, ulus, irk, cinsiyet, inan¢ vb
konularda farkindaligimizin yeni bir evreye gectigini, bu anlamda bireysel ve
kurumsal eski tip sorumluluklardan arinmamiz gerektigini, bdylece irademizi
yonetebilme ve zihnimizde bir 6zgiirliik alan1 agabilme kapasitemize firsat
vermemiz gerektigini diislinliyorum. Serginin adinda yer alan ‘yiik’ aslinda bu
tiirden bir metafor. Bu anlamda bellek, ani, gog, kimlik, aidiyet, ulus, aile vb.
kavramlar makro bir ger¢eklikten mikro bir gerg¢eklik alanina transfer edilmeli
ve bu kavramlar1 toplumsal tanimlamalar yerine kendi bireyselligimizde
yeniden anlamlandirmaliy1z. Sergide yer alan isler ile izleyicinin kuracagi
iletisim bu farkindalig1 gelistirebilir.

M.G.: 2016 yilinda istanbul’da gergeklesen ‘Ruh Dolu Kayiklar, Su ve Diisler!’
serginizde ele aldiginiz miilteci kavramindan sonra bu sergide maketini
gordiiglimiiz Sealand ayni paralelde yeni bir iilke / titopyanin 6nerisi mi?

F.E.: Sealand bana kalirsa bir umudun ttopyasi. Verili ger¢ek diinyadan baska
bir gergeklige bizler sanat yaparak transfer oluruz, izleyici de bu sanatla
iletisim kurarak transfer olur. Bazen bu transfer olunan gergeklik, gercegin
kendisinden bile daha carpici, daha etkili ve kalict bir etki birakabilir yani
gercekten daha gercek olabilir: Ornegin Picasso’nun ‘Guernica’ tablosu savasin
vahsetini bize Oyle gilicli anlatir ki, bahsederken bile tiiylerimiz diken diken
olur; savasin ger¢egini damarlarimiza kadar hissederiz. Sealand de bana kalirsa
bir sanat eseri gibi okunabilir. Roy Bates belki tesadif, belki sartlarin
zorlamasiyla aklindaki deliligi ortaya cikarir ve Sealand’i kurar. Su anda
Sealand’in hi¢ bir yasal gegerliligi olmamasina, tamamen de facto olmasina
ragmen, 200.000’in {izerinde pasaportlu vatandasi var. Yani ger¢eklikte yeri



olmayan bir llkenin bu itopik var olusu, bize inanmak istedigimiz yeni bir
olasilik 6nermekte. Bu 6nermenin az 6nce bahsettigim bireysel ve kurumsal eski
tip sorumluluklardan arinmamiza, irademizi ydnetebilme ve zihnimizde bir
Ozgiirliik alan1 agabilme kapasitemize firsat verdigini diisiiniiyorum.

M.G.: 2014 yilinda CI editions igin iirettiginiz seride giindelik hayata dair basit
bir hamburger kutusunu krom renklerle bir fetis nesnesi haline getirdiniz.
Burada ¢arpict unsur, bir tilketim nesnesinin edisyonlu iiretilmesine referans
vermesiydi. Benzer renkleri bu sergide bulunan ‘Nefes’ serisindeki pencerelerde
de goriiyoruz...

F.E.: Sizin de bahsettiginiz gibi giindelik hayata dair bir nesnenin fetislestirilmesi,
tiketime doniikk albeni refleksinin kigkirtilmasi, bu ¢alismanin hedefleri
arasindaydi. Boylece ¢ok sayida edisyonlu kurgulanan bu giindelik hayata ait
basit, kullan — at nesne, izleyicide yiiksek degerde bir metalagsma siirecini agiga
cikartti. Ben bu galigmada krom renkleri bu amaglar dogrultusunda kullandim.
‘Nefes’ serisinde ise, atik pencerenin ani, bellek vb. temalarla iyi calistigin
diistiniiyorum ama bunun da 6tesinde birey, aile, yasam, hayat gibi kavramlar1 da
igeriyor. Nesnenin tiim bu 6zelliklerinin ayni zamanda Amerikali su¢ psikologu
Phillip Zambordo’nun ‘Kirik cam teorisi’ ile de Ortlisen taraflar1 var. Bu teoriye
gore; kirtllan bir cam tamir edilmediginde terk edilme duygusunu agiga cikarir ve
diger camlar da, ya da nesneler de yikima ugrar. Calisma tiim bu 6zellikleri nesne
(atik pencere) ilizerinden barmndirir; krom boya ile boyanan kirik bolgeler ise
yansima ile izleyiciyi ise dahil eder ve terk edilmis alan icerisinde yeniden
konumlandirmay1 hedefler. Bdylece nesneye ve bellege doniik yeni bir ‘Nefes’
kazandirilir.

M.G.: 2011 Art Beat sanat fuarinda sergilenen Sanat - Para / Para- Sanat isimli
caligmaya ait sanat piyasasini deger, yapit sanat iligkisi lizerinden sorgulayan ve
fiyat politikalarim elestiren bir manifesto ile bir eser irettiniz. Bu tiir bir esere
imza atan ve pek cok Onemli koleksiyonda isleri olan bir sanat¢i olarak,
Tiirkiye’nin sosyo-politik durumu ve sanat piyasasindaki konumunu nasil
degerlendirirsiniz?

F.E.: Tiirkiye 2000’lerin basindan beri hem sosyo-politik agidan, hem de sanatsal
acidan bir degisim gosteriyor. Ben sosyo-politik agidan Tiirkiye’ nin bir vizyon
problemi olduguna inaniyorum, eksen sorunu var. Kiiltiirel ve tarihi baglar1 bu
denli kokli, gii¢lii bir cografyanin, bu kadar eksen sapmalar1 ve siyasi zikzaklar
ile sosyo-politik agidan bizi belirsizliklere siiriikledigi kesin.Bu belirsizliklerden
en ¢ok etkilenen alanlardan biri de sanat piyasasi. Sanat1 bir tiretim alan1 olarak
kistirmaniz, kapatmaniz, engellemeniz miimkiin degil ama sanat piyasasini
etkileyebilir, moralini bozabilir ve bir ¢ok kiginin igsiz kalmasina yol acabilir-
siniz.

Bu baglamda bu belirsizliklerden sanat piyasasinin da kendisini korumasi
gerekiyor. Bana kalirsa bu korunma; giindelik, medyatik yonelimlerden
kacginarak olabilir. Ben Tiirkiye’de hem izleyicilerin, hem de koleksiyonerlerin
iyl niyetli oldugunu diisiiniiyorum. Ama onlara sanatin entellektiiel bir alan
oldugunu iyi anlatamadigimizi da goriiyorum. Bu anlamda mevcut sanat
kurumlarinin, sanat tarihgilerinin ve sanatcilarin biiylik bir sorumlulugu var.
Yine de yasadigimiz sosyo-politik olumsuzluklara ragmen sanat piyasasinin
gliclii bir potansiyeli var. Bu potansiyeli uluslararas1 olgekte giicli yeni
baglantilar kurarak kurumsallagtirmaliyiz. Artik ice kapanik degil, disa doniik
hamlelere ihtiyacimiz var.

M.G.: Bu eseri 6zellikle bir sanat fuarinda sergileyerek elestiriyi pekistirdiniz.
‘Ruh Dolu Kayiklar, Su ve Diisler!” sergisini kimligi olmayan bir mekanda
gerceklestirdiniz. Ozellikle heykelde énemli bir mefhum olan mekanla olan iligki
sizin i¢in 3 boyutlu fiziki bir sorun olmasmin Gtesinde mekanlarin kurumsal
varligi ile de biitlinlesmis bir yapi iceriyor. Siz bu disipline nasil baktiginizi biraz
daha detaylandirir misiniz?

F.E.: Mekan; mimariden fotografa, heykelden performansa, videodan yerlestirmeye
kadar her sanat tiirlinde sanatgilar i¢in ¢ok 6nemli bir dinamik. Sanat tarihinin her
doneminde mekanin, her zaman sanatgilar i¢in bir hesaplagsma alan1 oldugunu gore-
biliriz. Hatta sanatta mekansizlik arayiglari bile mekanin dogrudan igerigi belir-
leyen 6nemli bir etken oldugunu bize gosterir. Ben de mekanin farkli 6zelliklerini
iglerimde kullaniyorum. Bu 6zellikler zaman zaman dogrudan heykelin mekanla
olan gramerine doniik spesifik bir is iizerinden kendini gosterirken zaman zaman da
sizin verdiginiz 6rmeklerdeki gibi bir sergide ya da bir iste biitiiniiyle yer aldig1
mekanin sosyo-kiiltiirel-politik &zelliklerini de kullanarak bir anlam katmani
olusturur. Bu ikinci bahsettigim 6zelligiyle mekanin proje tizerindeki etkisi pasif ya
da i¢e doniik bir hesaplagmanin 6tesinde, ¢ok aktif ve isi tamamlayan bir dinamik
rolii iistlendigini gosteriyor. Ornegin 2001 yilinda diizenlenen 49. Venedik Biena
linde Maurizio Cattelan Italya’nin giineyinde yer alan ve o zaman %22 igsizligin
hakim oldugu bir Mafya Kenti olan Palermo’nun en yiiksek tepesine Hollywood
yazan bir yerlestirme gergeklestirdi. Los Angeles’in sohret, para, popiilarite gibi
ozelliklerinin aksine; suca batmis, ekonomik olarak sallantida olan bir sehirde, bu
ironik ve mizahi yerlestirme mekan (Palermo); tiim sosyo-kiiltiirel ve politik
ozellikleri ile ¢aligmay1 tamamlayan ve igerige son bi¢imini veren bir dinamik
olarak okunabilir.

M.G: Su anda ilkemizde veya diinyada sanat ortaminda tartismali olarak
gordiigiiniiz veya sanat politikasinda ilerleme olarak takip ettiginiz olumlu/olumsuz
bir karar veya olay var mu sizin i¢cin? Sizce bugiin bahsedeceginiz bu durumun
yasanmasinin sebepleri nelerdir? Tiirkiye vereceginiz Ornek acisindan nerede
duruyor? Bizi diisiinmeye itecek ne gibi konular vardir?

F.E.: Bana kalirsa post prodiiksiyonun hakim oldugu yeni bir dosnemdeyiz. Ben bu
durumu her yil diizenlenen Art Basel’in ‘Art Unlimited’ seckisinde, Ai Wei Wei,
Takashi Murakami, Damien Hirst gibi sanat¢ilarin {iretim pratiklerinde vb. birgok
yerde gorebiliyorum. 2015°de Art Basel’e gittigimde ‘Art Unlimited’ boliimiinde
belki de milyon dolarlik devasa prodiiksiyonlu isleri gérme imkanim oldu, bu
islerin birgogu sanat diinyasinda isim yapmis sanatcilara ait. Ayni tarihte, Basel’de
ama fuar kapsaminda yer almayan 1998 tarihli Ilya Kabakov’a ait bir baska is daha
gordiim. Bu is, bir kadin eldivenin bronza dokiilmiis ve kirmiziya (orijinal rengi)
boyanmig hali. Eldiven sokakta herhangi bir yer diyebilecegimiz bir alana
yerlestirilmis, sanki diigmiis gibi. Egilip almaya kalktiginizda ya da siipiirge ile
¢Op diye atmaya c¢alistiginizda yerinden kipirdatamadiginizi anliyor ve eldivenin
aslinda bir is oldugunun farkina variyorsunuz. Sonra da oraya yerlestirilmis ise ait
4 farkli dilde 9 adet metin bulabiliyorsunuz, her metinde kayip eldivene iligkin
hikayeler okuyabiliyorsunuz. Bu miitevazi yerlestirmenin giicii ve siirselligi
benim Basel’de en etkilendigim olaydi. Sanat diinyasinda kuskusuz dev
prodiiksiyonlarin, sok etkilerin, skandallarin her zaman yasanacagini géz ardi
edemeyiz. Hatta zaman zaman bu bir gereklilik de olabilir. Ama topyekiin bir sanat
alaninin bu yonelimlere teslim olmamasi gerektigine, sanatin sadece bir prodiiksi-
yon meselesi olmadigina inantyorum. Ciinkii bu yonelimler ister istemez sanati
giindelik, medyatik ve popiiler bir alana ¢ekiyor. Ben bu alanin tehlikeli ve
tartismali oldugunu diisiiniiyorum.






Nefes Serisi Il Breath Series Il, 2017
buluntu gecekondu penceresi, metal, krom boya, vernik
found slum window, metal, chrome paint, varnish

Nefes Serisi lll Breath Series I, 2017
buluntu gecekondu penceresi, metal, krom boya, vernik
found slum window, metal, chrome paint, varnish



How Long Can We Carry This Load ¢

MELIS GOLAR : Can you mention about the scope of ‘How Long Can We Carry
This Load?’ exhibition? How did the ideological background take shape?

FIRAT ENGIN : The theme of my exhibition titled 'Boats Filled with Soul, Water
and Dreams!’ opened last year (2016) was on refugee issue emerged after the
Syrian civil war. The field work I carried out on the subject has led me to change
radically in my method of producing work in terms of both content and form. As
understood from this example, I always believe that an artist should have let to
destroy and rebuild himself. Actually this approach has become a lifestyle for me
since 2007. In this sense, every exhibition is added to build up of the previous exhibi-
tions and is a new channel, a new adventure both technically and contextually.

1 think that the exhibition ‘How Long Can We Carry This Load? includes a brand
new suggestion that can be seen in the traces of all past accumulations. The supe-
rior notions; migration, property, memory, belonging, nation, family, are manifes-
tations of my internal feud in my life. Until now I prefer to be involved in the work,
subjectivity that is slightly outwardly and distanced, this time with this exhibition,
1 pull the works into a more singular and subjective area.

M.G.: What kind of awareness do you want the audience to develop about the
concepts you are mentioning within this exhibition? How does your advice to
escape from this burden appear?

F.E.: Honestly, I can not say that I found a definite formula for redeeming from this
burden. However we are entering a new era in which the dogmatic and imposed
definitions, the dictated concepts, fall apart, and the awareness increases against
imposes. I think that this era was embraced in Turkey with ‘Gezi Park’. I believe
that our personal awareness has expanded, over the concepts of a nation, race,
gender, belief, etc. and all has passed a new phase. In this sense, I think we should
move away from old personal and institutional responsibilities so that we would be
more capable of managing our will and allow ourselves to broach the freedom in
our minds. The ‘load’ under the title of this exhibition is actually a metaphor. In
this sense, memory, recollection, migration, identity, ownership, nation, family ect.
and so on concepts must be transferred from a macro reality into a micro realm,
and we must redefine these concepts in our own individuality instead of in social
denotations. The communication between the audience and the works could
improve this type of awareness.

M.G.: Paralel to the refugee themed exhibition ‘Boats Filled with Soul, Water

Zihinden Gelen Ozgiirliik
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and Dreams!’ you have opened in Istanbul in 2016, in this exhibition does the
cast of the Seeland appear as new country / utopian suggestion?

F.E.: Sealand is a utopia of hope to me. The given reality of the world to a differ-
ent reality we (as artists) transfer through art making and the viewer does that
through communicating with it. Sometimes this transferred reality can actually
get more real, so that the truth can leave a more striking, more impressive and
lasting effect than itself. For instance, Picasso's ‘Guernica’tells us so powerful
about the brutality of war that we have shivers even mentioning about it, so much
that we feel the tragedy of the war in our veins. Sealand can be analized like an
art piece. Perhaps a coincidence, or compelling circumstances, Roy Bates
unveils the delusion in his mind and founds the Sealand. At the moment, there is
over 200,000 passported citizens, although Sealand has no legal validity, even if
it is completely de facto. In other words, this utopic existence of a country that
has no place in reality, suggests a new possibility that we would want to believe.
[ think that this suggestion has given us the opportunity to be free of past
personal and institutional responsibilities that I have just mentioned, to manage
our will and to broaden the freedom line in our minds.

M.G.: In 2014, CI editions you transform a simple daily object, a hamburger
box, into a fetish object by painting it in chrome colors. The striking point was
this piece was produced as in edition which refers also as a consumption object.
Similar colors can be seen on the Series of Breath the windows ...

F.E.: As you have mentioned, the fetishization of an object of everyday life, the
provocation of a consuming reflex, was among the targets of this work. Thus, a
simple, single-use object belonging to everyday life, which has been produced in
many editions, has revealed a high value commodification idea for the audience.
I used chrome colors in this piece in line with this aim. In the Breath Series,
waste window is working well with the themes on memory and recollection, but
beyond that, it also includes concepts such as individual, family, life and
existence. Apart from all of these characteristics of the object, there are some
overlaping facets with the American crime psychologist Phillip Zambordo's
‘Broken Glass Theory’. According to this theory; when a broken glass is not
repaired, it releases the feeling of abandonment and destroys other glasses, or
objects. The study carries all these features through the object (the waste
window),; broken areas painted with chrome paint seeks to integrate visitors by
reflecting and to reposition itself at space where it was abondened. So that, it
gives a new ‘Breath’to the object and memory.



M.G.:You have produced the work along with a manifesto that questions the art
market on the basis of value, art work and art relation and criticizing the price
politics, Art-Money / Money-Art, which was exhibited at the Art Beat Art Fair in
2011. How do you evaluate Turkey's socio-political status and the position in the
art market as an artist who has done such an artwork whom works are owned by
significant collectors?

F.E.: Since the early 2000, Turkey has been changing both socio-politically and
artistically. I believe that socio-politically Turkey has a vision and axial problem.
1t is certain that, the geography with a deeply rooted, powerful cultural and
historical ties are dragging us into ambiguity through this high axis eccentricity
and political waving. One of the sector most affected by these uncertainties is; the
art market. It is not possible to obstruct art as a production area, to shut it down
or to restrain, however it is possible to affect the arts market, disrupt the mood and
cause many people to become unemployed. In this context, the art market needs to
protect itself from these uncertainties. I think that this protection could be possible;
by avoiding everyday, meditative tendencies. I think that in Turkey both the view-
ers and the collectors have good intentions. However I also see that we can not
quite express well enough that art is an intellectual field. In this sense, current art
institutions, art historians and artists have a great responsibility. Nevertheless,
despite the socio-political negativities we have experienced, the arts market still
has a strong potential. We must institutionalize this potential by establishing new
strong networks in an international scale. We no longer need to be introverted, we
need outward-facing moves..

M.G.: You have reinforced the criticism by exhibiting this work particularly at an
art fair. You opened ‘Boats Filled with Soul, Water and Dreams!’ exhibition non-
institutional space. The notion of space which is very significant to the sculpture,
apart from its 3 dimensional physical constraints, appears in your works with an
integrated structure on the institutional existence of the space. Can you elaborate
your views further on this discipline?

F.E.: Space; from architecture to photography, from sculpture to performance, from

video to installation, is a very important dynamic for artists from any discipline. In

every period of art history, we can see that space is always an area showdown for the
artists. In fact, the search for placelessness in art shows us that space is an important
factor determining the direct content. I do also use the different features of the space
in my work. These features sometimes manifest itself in a specific work, the direct
relation of the sculpture within space, other times as you have mentioned in your
examples, it creates a semantic stratum with the socio-cultural-political features of
the space regarding to an exhibition or an art piece in itself. With this latter feature,

beyond its introverted and passive effect of the space on the project, it shows that it
undertakes very active and completing dynamic role on the art piece.For example at
the 49th Venice Biennial held in 2001, Maurizio Cattelan installed a Hollywood
caption on the highest peak of Palermo, a mafia town at south of Italy, where 22% is
unemployed. This ironic and humorous installation location (Palermo) might be
regarded as a dynamic completing the work with all its socio-cultural and political
features, and forging its final content in a city sinking in crime, and economically in
turmoil, contrary to Los Angeles' reputation of fame, money and popularity.

M.G: Are there any developments both in our country or from around the world, that
you feel as controversial as negative or one that you find as an improvement, as
positive, in terms of art politics? Why do you think that these situations transpiring
in these days? Where does Turkey stand in terms of your example?

F.E.: I think we are in a new era where the post-production is the ruler. I can see this

fact every year in Art Basel's ‘Art Unlimited’selection or artist’s on production prac-
tices and such as Ai Wei Wei, Takashi Murakami, Damien Hirst. When [ went to Art
Basel in 2015, 1 had the opportunity to see million-dollar productioned works in the
‘Art Unlimited’ section, many of which are the big name artists in the art world.
On the same date, not in the scope of the fair but again in Basel, I saw another work
of Ilya Kabakov from 1998. This work is a woman's glove, casted in bronze and
painted in red (original color). The glove was placed in an area randomly on the
street, as if it fell. When you try to bend it or to sweep away with a broom, you realize
you can not move it and you realize that the glove is actually a piece of art. Then you
can find 9 texts in 4 different languages that are placed there, and you can read the
stories about the lost glove in each text. The power and poignancy of this humble
installation was what I was most impressed with in Basel. We can not rule out that
huge productions, shock effects, scandals, those will always exist in the art world.
Sometimes this may be necessary. But I believe that art is not just a matter of produc-
tion, as the art field as whole must not surrender these tendencies. Because these
trends are unwillingly pulling the art to the everyday, mediatic and popular zone. 1
think this zone is dangerous and controversial.
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