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Efe Korkut Kurt

SANATI UZERINE

Ardan Ozmenoglu’nun sanatini
gercek anlamda duyumsayabil-
menin yolu dncelikle
“yagsamaktan” gecer. Bir
kamusal insan olabilmekten,
toplumsal ile yogun bir iligki
icinde, tarihin giincel goriiniim-
lerine, yazilan, ¢izilen,
sOylenen, iiretilen, eylenen her
seye, bakmak, goérmek,
izlemek, hissetmekle
anlasilabilecek bir sanat. Yani
kisaca yasamin olumlanmasini
gerektiren, sirt cevirmekten
ziyade etkin olmay1, dahil
olmay1; miicadeleden kagmayan
insan1 gerektiren bir sanattir
karsimizdaki.

Ardan Ozmenoglu gorselin
hakimiyetinde yasadigimiz bir
cagda goziinii agma anina
odaklanir ve orada yerini alma-
y1 ister. Bu istek, yogun bir
sanatsal enerji olarak dolagimda
bulunan milyonlarca gorsel
kodlamanin Ozmenoglu tarafin-
dan yeniden tiretimi ile kendi
sini ortaya koyar. Buradaki

elestirel soru sdyle ortaya
¢ikacaktir: Giiniimiiz simiilas
yon ¢aginda gosteriye gozlerini
agma cesareti kinik bir
yaklagima mi1 tekabiil eder,
yoksa zekice bir sanatsal
stratejiye mi? Bu soruya Hal
Foster’in Warhol i¢in verdigi
cevabin uygun ve yerinde
olacagini diisiinebiliriz:
“...onun (Warhol) gosteriye
kars1 savunusu ile gosteriyle
0zdeslesmesini birbirinden
ayirmak zordur.”(Foster, 2009:
159)

Ardan Ozmenoglu sanat iki
eksende degerlendirilmeyi hak
ediyor. Bir yandan yatayda,
giincel kiiltiirel fragmanlarin
yeniden tiretimi ile diger taraf
tan da dikeyde, sanat tarihi ile
kurdugu iliski baglaminda. Bu
iligki ¢ok boyutlu okumalara
aciktir ve bir yandan yakin
cagin evrensel diizlemde ken-
dini gdstermis olan kimi yeni
avangardist akimlariyla, diger
yandan da daha gerilerden
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gelen yerel kiiltiirel iiretimlerle
iliskilenir. Bu agidan Ozmen
oglu cografyalar arasinda
kurdugu hareket ile kiiresel
diizlemde aidiyet bagini
kurdugu kendi cografyasinin
etkilerine, tarihsel ¢apalar
atarak ¢alismalarini ¢ok katman
11 hale getirmektedir. Bu ¢oklu
duyumsamalara agilabilecek bir
sanatsal tiretimdir ve postmo
dern gegcicilik /ytizeysellik
sorunsalini agabilmesi agisindan
anlamlidir. Islerin zamanlar1
uzar ve etkileri artar.

Deleuze’iin ¢agdas resimde
figlirasyonun ve anlatisal
sanatin zayifligini asmak
anlamindaki sorusu bugiin tim
giicliyle giincelligini
korumaktadir: “Figiirler
arasindan narratif (anlatisal)
olmayan, Figiirler ve olgu
arasinda illiistratif olmayan
iligkiler yok mudur?”’ (Deleuze,
2009: 15) Ardan Ozmenoglu
mimarlik ve grafik disiplinle
rinden aldig1 deneyim ile
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hali-hazirda bu sorunsali asma
noktasinda ise baslar ve her
sergisinde yeni mesafeler kat
ederek ilerler. Temsil halindeki
baski, dnce kendi i¢inde
parcalanirken figiir kendi
varligini diretmektedir. Bu,
hikaye etmenin karsisinda olgu
ya gorsel lizerinden ulasmanin
yoludur. Bedenin yiizeydeki
mekani konturlarinda anlamli
biitiinliigiinii korumaya ¢aligir
ken (sinir ihlalleri olmakla
birlikte) farkli parcalar kendi
icinde yeniden iiretilir. Bu
renkler arasi katmanlar ile
figiiratiften kurtularak 6zgiir
lesen figiirler olarak izleyicinin
duyumlarina agilir.

Giliniimiiz sanat1 biiylik 6l¢tide
deneyimler-arasi bir iliskisellik
paradigmasi ile anlasiliyor ise,
Ardan Ozmenoglu nun islerinin
icten ve samimi hislerle duygu-
sunu izleyiciye gegirme giicii
onemlidir. En eril meselelerden
(siyaset veya Yesilcam iizerine
gondermeler), en feminen

Kaynakca

islerine (doga ve bitki ve iznik
cinileri vs.) kadar, islerin
izleyici ile dolaysiz ve pozitif
bir duygu ile iliskiye gectigi
aciktir. Bu agidan karamsar
olmaktan ziyade ironik ama
daha da 6nemlisi olumlayan bir
sanatla kars1 karsiyayiz. Ozmen
oglu’nun ¢alismalar1 kendi
diisiinsel zeminini ve goriis
acisini islerin dniine gegirerek
narsistik bir monolog kurmanin
tam tersi bir duruma; yogun
iletisim ve etkilesim kuran,
boylece de izleyici iizerinde
etkisi olan bir gorsellige
ulastyor.

Eger her sanatci sanat tarihini
kendince bastan yaziyorsa,
Ardan Ozmenoglu’nun sanatt
yasam dolu bir estetik {iretim ve
karsidakine ulasabilen bir sanat
tir. Dogaldir ki bu tarih giincel-
lenmektedir ve kendi tarihinde
bir agamadan digerine geciste
oldugu goriilebilen bu siirecin
hangi noktalara dogru evrile-
cegini zaman gosterecektir.

Deleuze, G., (2009), Francis Bacon — Duyumsamanin Mantig1, Norgunk

Yayncilik, Istanbul.

Foster, H., (2009), Gergegin Geri Doniisii “Yiizyilin Sonunda Avangard”, Ayrint

Yayinlari, {stanbul
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Marcus Graf

ATTRACTION AND DISTORTION
AS ARTISTIC STRATEGY
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Ardan Ozmenoglu's work is
heterogeneous and pluralistic,
as it plays with a lot of different
artistic forms, methods and
concepts. Her pieces are
aesthetically strong as well as
conceptually deep. Using
different visual elements of art
and culture, she is one of the
few contemporary artists in
Turkey who is not afraid to deal
with current socio-political
contexts as well as the icono-
graphical heritage of the
Ottoman Empire and the history
of the Turkish Republic. That is
why her work forms synthesises
between the past and present of
Turkey as well as the local and
western histories of art. It helps
deconstructing the cultural
platform on which today s
society stands on in order to
understand the given chaos that
we live in.

Ozmenoglu became widely
known for her silk screen prints
on Post It papers. There, she
transfers pictures from various

visual sources like books and
newspapers on this cheap office
material that we normally use
for communication and reminis-
cence. Printing, a serial method
for creating reproducible
images in order to multiply and
massively distribute data within
our visual culture, is the
leading method of her artistic
expression. There, the portrait
is one of the dominating forms.
1t varies between depictions of
Ottoman sultans (Ottomans,
2008 or 2 Pieces, 1 Piece,),
Turkish politicians (Tansu Ciler,
2010), or woman artists
(Untitled, 2008) as well as
Kafka and Beethoven. In
Ozmenoglu s work, this classic
art genre, which traditionally
(re)presents, (re)stores and
(re)collects the visual memories
of a person, gains new dimen-
sions through her unorthodox
play with the iconography and
iconology of the original image.
On Post Its, the artist also deals
with floral motives (Cini
Ddéseme, or 30, 2009) or

writings (Pink Lies, 2010). The
topics occur out of her wide
interest in history as well as her
curiosity about the precarious
state of today. The images she
works with are mostly well
known, and therefore already
parts of a common visual
memory. Instead of creating
new pictures, she chooses and
selects them like a ready made
from the large pool of our
visual culture. Though, her
pieces do not copy or reproduce
reality. They analyse, decon-
struct and reveal its various
layers in order to get beyond
the obviously given and known
iconography of our culture.

Due to her unique use of
colours and the split aesthetic
of her Post It compositions,
Ozmenoglu creates alienated
and fragmented images. While
looking at her portraits e.g.,
although the depicted person is
still recognizable, the spectator
feels irritated, as the artist
creates visual distortions that

lead him to a review of the
pictures that he already carried
in his head. So, her work
questions known cultural
images, and proposes possible
alternatives. This makes it
important for our visually
overfilled society, where
unfortunately watching and
receiving became more impor-
tant than criticizing and acting.

Ardan Ozmenoglu uses printing
techniques since her Master
studies. Very early though, she
felt that she needed to break
away from the flatness of the
silk print in order to achieve a
stronger physical habit with a
more massive and three dimen-
sional character. That is why
she came to the use of Post Its.
These small papers only stick
on the upper part of the paper
to the wall, and therefore flex
away from it into the room, so
that the images gain a third
dimension and a formal deep-
ness. Also, due to the small size
of the papers, the works become

fragmental like mosaics or old
computer graphics. The organic
and flexible form of the Post It
papers prevents the image to be
received as a whole or a unit.
That is why the aesthetic in her
works is characterized by
fluxion and temporality, from
which they look like they were
alive. As the empty spots
between the papers and the
ground have to be filled by the
imagination of the spectator, he
plays an active role in her
work. Only in the mind of the
spectator, influenced by his
individual perception, the final
image occurs.

Ozmenoglu likes the Post Its
not only because of their formal
quality but also because of their
conceptual meaning. We
normally use them in the office,
where we give these papers not
much attention or value.
Though, after the artist translo-
cates them into the art context,
they become the carrier of
important people, matters or



