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Bir Nevi Hi¢ Mekan | irfan Oniirmen

Antalya'nin glinesli ve rahat atmosferini geride bira-
kip istanbul’a geldi Sercan. Benim atdlyede tanistik
ve calismaya basladik. Daha 6nce kimsenin ilgilen-
medigi fazla ve eski saseleri kendisine de teklif et-
tim. Ertesi sabah geldigimde saseleri élcilerine gore
ayirmig, onlari seyrediyordu. Ressamla karsi karsiya-
yim, dedim icimden. Sonrasinda bu saseleri deger-
lendirip onlara resimler yaptigina tanik olacaktim.

Oyuncagini hi¢ birakmayan cocuk gibi kisitli imkan-
larina ragmen resim yapmay: hi¢ birakmadi. Boyama
imkani olmadigi zamanlarda da eminim kafasindayd:
resim. Herhangi bir zaman boslugunda hep bir sey-
ler okudugunu gozlemisimdir. Bu onun igin resmi-
nin distnsel alt yapisini olusturma mesaisi gibiydi.

Bir sire sonra resimlerini getirdi atdlyeye. Manza-
ralar vardi, bir de son yaptigi bina resimleri. Manza-
ralari goriince Guney Afrikali ressam Robert Gwelo
Goodman'in resimli bir katalogunu ve yazisini hatir-
ladim. “Gliney Afrikali ressamlarin cogunda oldugu
gibi onun manzaralari da ahalisi olmayan ama yo-
netim gereksinimi bulunan bir dlke izlenimi birakir”
deniyordu resimler igin. Sercan'in ilk dénem peyzaj-
larinda da ayni sinir bozucu boslugu hissetmistim.

Resimlerini ilk gérdigimde hep ayni soru uyaniyor-
du kafamda: Figlrleri neden bitin resimlerinden
kovmustu? Hig¢ bir istisna tuval gérmemistim figlrin
varligiyla ilgili. Daha dnce hig dikkatimi cekmemis bir
resimsel imgeydi bu. Figirler resminden kovulmustu.

Nedeni ideolojik olabilir miydi? Figlrle ilgilenmiyor-
du, bu belirgindi. Resminde ideolojik gdnderme-
leri en Ust tondaydi. ClUnku karsisinda oturup goz-
lemledigi ve boyadigi bir sehir yoktu. Geleneksel
anlamda kent peyzajlari boyamak istemedigi cok
acikti. Resimlerinde &ykiler kurmadigini, roman-
tizmle ilgilenmedigini, ekspresyonunu gostermek
istemedigini ve Ozellikle dramatik yapilar kurgu-
lamadigini da goriyorduk. Kentin kendisiyle de-
gil, giderek azmanlagsmasinin dogurdugu sonuglar
ideolojik mekanizmasiyla

ve onun ilgileniyordu.

A Sort of No-Place | irfan Oniirmen

Sercan left behind Antalya’s sunny and relaxed atmosphe-
re and came to Istanbul. We met in my workshop and be-
gan to work. | offered him old and left-over chassis that
nobody had been interested in before. When | came in
the next morning, he had separated the chassis according
to their dimensions, and was observing them. | said to
myself, I'm dealing with an artist. | would later see how he
made use of these chassis and created paintings of them.

Like a child unwilling to give up his toy, despite his
limited means, he never stopped making paintin-
gs. When he did not have the possibility to paint, |
am sure that painting was going on in his mind. | ob-
served how he was always reading things, whene-
ver there was a pause. For him this was his work shift,
for creating the conceptual foundation of paintings.

After a while he brought his paintings to the workshop.
There were landscapes and his recent building paintings.
When | saw the landscapes, | remembered a catalogue
with paintings and an article by the South African painter
Robert Gwelo Goodman. The paintings were commen-
ted with: “As with most South African painters, his lan-
dscapes also leave the impression of a country without
inhabitants, but with administrative needs.” In Sercan’s
first landscapes, | felt the same frustrating emptiness.

When | first saw his paintings, the same question
always came to my mind: Why had he removed the
human figures from his paintings? | didn't see any
exceptions among his canvases. This was a pictori-
al imagery that had never caught my attention befo-

re. The figures had been banished from his painting.

Could the reason be ideological? He wasn't interested
in figures, this was clear. The ideological references in
his images were in the highest overtones. Because he
never sat down, observed a city, then painted it. It was
obvious that he did not want to paint urban landscapes
in the traditional sense. We could see that in his pain-
tings, he did not tell stories, was not interested in ro-
manticism, did not want to display his expression and
was definitely not inventing dramatic structures. He was
not interested in the city itself, but rather in the results of
its monstrous growth and its ideological mechanisms.



Modern kent olgusu kapitalizmin gozle gérilir so-
nucu. Kiresel kapitalizm ise, azmanlagsmayi getiriyor.
istanbul'da yasayanlar olarak, kentimizin karakterini ve
ruhunu igcinde yasadidi insaniyla birlikte kaybetmekte
oldugunu goriyoruz. Kentin yayilmasi gettolagmayla,
kentin yok olusu ise benligin yok olusuyla el ele git-
mektedir. Bu bakisin sonucu olarak resimlerinde bos-
luk imgeleri olusturdugunu dustntyorum. Dijital orta-
ma 6zgl bosluk imgelerini tuvale katarak ve bir bariyer
olusturarak bizi ideolojik alanla bas basa birakmistir.

Sonugta Sercan, uygarlik tarihinin her déneminde
egemen olan ideolojinin mimariye yansimasini vur-
gulamak istercesine resimde olusturdugu imgenin
de olabildigince ideolojik olmasini istiyor gibidir. Son
yaptigi tuvallerinde bu bosluk imgesini tersine cevire-
rek ve resmin ylzeyine c¢ikip parcalar yapistirarak iro-
nik anlamda bir insa isine giristi. Cinki iktidarlar ayni
zamanda insa eder. Dolayisiyla kentleri ydonetmek icin
gerekli devlet mekanizmalarini da yeniler, blyutir ve
yapilandirir. Kentlerin sinirlari giderek kaybolmustur.

Yersizlik

islerine baktigimiz giin, Antalya’dayken sirekli gor-
diugu ve bu sergideki seriyi yapmasina neden olan
binanin resmini bana gosterdi. Beni tedirgin etmisti
resim. Bozuk perspektif etkisi mi, yoksa binanin terk
edilmis hali mi, bilemedim. Gin 1si§ini kullandigi
foto grafik etkide boyanmis modern tarzdaki bina-
nin imgesi beni bir an Katar - Doha'da hissettigim
bosluk duygusuna gétirdi. Marc Auge'nin “yer - yer
olmayan” kavramlarindaki gibi “Bir nevi yersizlik”,
deneyimlenmemis, yasanmamis ve terk edilmis duy-
gusu olusmustu bende. Orada mdsterisi olmayan
plajlart gérince gllmustim. Her sey tamamdi ama
bombostu. Gokdelenlerle dolu sehrin sokaklarin-
da insanlarin nerede oldugunu da merak etmistim.
Yizlerce gokdelen ve ortadaki
daki celiski, Urkingti. Neden vyapiliyordu bu bi-
nalar? Modern ve post
nekleri harikaydi ama bunlar, insanlar ya da o

tenhalik arasin-
modern mimarlik 6r-

cografya icin yapilmamisti sanki. Bu mekénlarin ka-
pitalizmin imalat hatalar oldugunu dustnmustim.

The state of the modern city is visible result of capitalism.
Global capitalism brings with it this monstrous growth.
Those of uswholiveinIstanbul cansee thatourcityislosing
its character, and its soul along with the people living in it.
The city’s sprawl has brought with it ghettoization, and the
city’s destruction has brought with it a destruction of the
self. | think that he has created the images of emptiness
in his paintings as a result of this view. By adding imagery
of emptiness typical of digital media, by creating a bar-
rier, he has left us face to face with an ideological space.

In the end, it seems that Sercan wants the imagery he
creates in his paintings to be as ideological as possib-
le, as if to emphasize the architectural reflection of the
ideology that has dominated in each period of the his-
tory of civilization. In his latest canvases, he has turned
this imagery of emptiness around, moving to the surface
of the painting and attaching pieces in an ironic work of
construction. Because those in power also build. And
thus they will renew, expand and restructure the neces-
sary governmental mechanisms in order to administer
cities. The borders of cities are increasingly disappearing.

Groundlessness

The day we looked at his works, he showed me a painting
of a building that he had seen while in Antalya, which had
led himto create the series in this exhibition. The painting
made me uneasy. | couldn't tell whether it was the effect
of the broken perspective or the abandoned state of the
building. The image of the building, painted in modern
style in a photo graphic effect using daylight, brought me
back to the feeling of emptiness | had felt in in Qatar -
Doha. Like in Marc Auge's concepts of “place - non-pla-
ce”, "A sort of groundlessness”, had become a feeling
of the unexperienced, the abandoned. | laughed when
| saw the beaches without customers. Everything was
ready, but it was completely empty. | wondered where
the people were in the streets of a city full of skyscrapers.

The contradiction between hundreds of skyscrapers
and the general emptiness was eerie. Why were these
buildings made? Their examples of modern or post-mo-
dern architecture were fantastic, but they seemed like
they were not made for people or for this geography.



iktidar mimari for-

mu olarak her yerde falluslar vardi ama kentin

olmanin  disavurumunun bir

ruhu es gecilmisti. Kapitalizm acimasizdi ve san-
ki terazisi yoktu. istanbul'u ve akibetini diisiindiim.

Manzaralardan sonra bir seri bina resimleri boya-
mis Sercan. Bunlari incelerken caktirmadan El Gre-
ko'nun Toledo Manzarasi resmine kitaptan tekrar
baktim. Resimde olusan atmosfer beni her sefe-
rinde tedirgin etmistir. Ressam sehre bakiyor. Sa-
nat tarihcilerin saptamasina gore, El Greko sehrin
onemli binalarinin yerlerini degistirmis ve gercek-
te oldugundan farkli resmetmistir. Kim bilir belki de
devlete ait ve dinsel yapilar tGzerinden sehre, iktida-
ra ve doénemine bakiyordu. Ressam, kompozisyo-
nun geredi olarak binalarin yerlerini degistirmistir
denebilir ama sadece bu neden beni ikna etmiyor.
Sercan’in da bilin¢li bir sekilde binalarin yerlerini
degistirdigini goériyoruz. Ya da binanin esas anlami-
na midahale ederek ona baska anlamlar yukliyor.

Bir seri bina resmi var dnimde.

Once Cernobil felaketinin atmosferini cagristiran, Sov-
yetmimarliginiandirandevletdairesibinalariniresmetti
Sercan. Blyik ideolojik sdylemlerle, modernist mima-
riyle karsilasmak istedi éncelikle. Kisa zamanda ideo-
lojinin mimariye etkisini Glkemizde de okumaya basla-
masiylakonularyerlilesmeye, buradanlagsmayabaslad:.

Resimlerde kent imgesinden daha baskin olarak bina-
lar vardir. Onun figlirli bina mi acaba? Okul, devlet ku-
rumlarina ait binalar, stadyumlar, arenalar ve camiler.
Devletle ilk karsilagsmasinin somut 6rnegi olarak okulu-
nu boyadi. Giderek kentlerin gelismesinde devlet ide-
olojisinin kentlerin bigcimlenmesindekirolint vurgular-
casina gékdelenleri resminin ana motifi haline getirdi.

Dinin bir ideoloji olarak halka ve kente nasil da-
yatildigini  gdsteren bakiyorum.  ikti-
darin varligini tebaaya iktidar
tiran, dogallastiran bir ara¢ olarak camiler, baz

tuvallerine
ileten, mesrulas-
tuvallerinin konusu olmus. Cevresiyle olan uyum-
suzluk ortadadir. Kus bakisi bakmis bu olguya.

| thought that these places were the manufac-

turing defects of capitalism.  There were phallu-
ses everywhere as an architectural form of expres-
sion of power, but the spirit of the city had been
overlooked. Capitalism was merciless, and seemed to

have no balance. | thought about Istanbul and its fate.

After the landscapes, Sercan painted a series of building
paintings. While inspecting these, | sneaked a glance at
El Greco's "View of Toledo” in a book. The atmosphe-
re that the picture created has always made me uneasy.
The painter looks at a city. According to art historians,
El Greco changed the places of important buildings in
the city and painted the scene differently from reality.
Who knows, maybe he was looking at the city, the sta-
te and the period via religious and state-owned structu-
res. It might be surmised that the painter changed the
places of the buildings due to compositional necessity,
but this reason alone does not convince me. We see
that Sercan has changed the places of buildings in an
intentional manner. Or, he intervenes in the basic me-
aning of the building, and adds to it other meanings.

In front of me is a series of building paintings.

Sercan first painted government administration buildings
that call to mind the atmosphere of the Chernobyl disas-
ter and Soviet architecture. He first wanted to be confron-
ted with large ideological statements and modernist ar-
chitecture. Within a short period of time, as he began to
read the effects of ideology on architecture in our country,
he began to localize and focus on subjects “from here”.

In the paintings, there are more dominant buildin-
gs from urban imagery. Maybe for him, buildings are
the figures? Buildings belonging to schools and go-
vernment institutions, stadiums, arenas and mosqu-
es. He painted his school as a concrete examp-
le of his first confrontation with the government.
As if to emphasize the role of government ideology in
the formation of cities during urban development, he has
increasingly made skyscrapers into the main theme of the

painting.



Uzun yillardir yapilan kurgunun semasini ¢ikarmak
ister gibi. insanlar iktidarin yaptirimlarina gére ha-
reket etmeye baslayinca, dayatma mesru zemi-
ne oturmus oluyor. Iktidarini mesrulastiran g,
ayni zamanda onu kendine tédbi olanlarin gozln-
de kendiliginden ve kaginilmaz kilarak dogallasi-
yor. Yani iktidar egemenligini baski yoluyla degil,
cogu zaman biling-disi yontemlerle sagliyor olabilir.
Ulkemizde kentlesme ve dolayisiyla demokratiklesme
strecleri zamana yayillamadi ne yazik ki. Kentlesme ol-
gusunu kisa bir zaman sirecinde ve plansiz yasamak
zorunda kaldigimiz icin birgok sorun var. Hepimiz gibi
Sercan da hald mimar eli degmemis bina yiginlarina
bakiyor. Sanayi Mahallesi'de sézde sanayi kuruluslari-
nin, erkek ve sémiri mekanlarinin arasindan gecerek
her giin atélyenin yolunu tutuyor. Ressamin, bir g6z-
lem sahasi olarak da yasadigi ve her glin icinden geg-
tigi kapitalizmin kar hirsinin kurbani olan kentin carpik
yapilasmasina vurgu yaptigi tuvallerine bakiyorum.
Kolajlar var. Her sey o kadar egreti duruyor ki, gliven-
sizlik kapladi icimi. Heidegger'in deyisiyle, “insa etmis
oldugumuz icin oturmuyoruz, oturdukga insa ettik ve
insa ediyoruz, yani oturanlariz ve oldugumuz gibiyiz..."

Stadyum - Arena

Mahalledeki futbol sahasinin resmini yapti bir gin.
Her giin gérdigum yere gidip pencereden bir daha
baktim. Gri ve ¢irkin binalar. Belli ki dncesinde gece-
kondu bolgesiydi. Oylesine gelismis. Ortada futbol
sahasi var. Gece maclari oynanir. Sanayi Mahallesi'nin
kirli havasinda futbol oynamaya calisan gencler var.
Araya sikismis o futbol sahasini resmederek, sehrin
buglnine mim koydugunu distindim. Tuvale yapis-
tirdigi yapay ¢imler var. Bu malzeme, yesil sahalarin bir
ironisi olarak ne kadar dogadan uzak bir sehir kurgusu
icinde birakildigimizin imgesiydi. Hatta gevreyle ilgili
bozulmanin bir simgesi ve gercegi gibi duruyor. Or-
ganik nitelikteki insani ve yasamsal niteliklerin sentetik
iliskilere dontsmesinin simgesidir de ayni zamanda.

| see canvases showing how religion has, as an ideology,
been imposed on people and cities. Mosques, a tool
that communicates the presence of power to the peop-
le, making that power both famous and natural, are the
subject of some of the canvases. Their lack of harmony
with the surroundings is evident. He has taken a look
at the matter from a bird’s eye view. It is as if he would
like to remove the schema that has been formed over
many years. When people begin to move in line with
the sanctions of government, they put in place a legiti-
mate foundation for its impositions. The power that le-
gitimizes the state, at the same time makes it inevitable
and natural in the eyes of those subordinate to it. In ot-
her words power might be maintaining its sovereignty
not with pressure, but mostly with subliminal methods.

In our country, processes of urbanization and thus of de-
mocratization have not been able to unfold over time,
unfortunately. Since we have had to experience urbani-
zation in a short time period in a plan-less manner, there
have been many problems. Like all of us, Sercan is loo-
king at piles of buildings that remain untouched by the
hands of anarchitect. Each day he makes his way through
the industrial district, past the industrial firms, men’s and
exploitation venues, to come to the workshop. | am loo-
king at canvases that emphasize the distorted structuring
of the city, the victim of capitalism’s greed for profits, the
city in which the artist lives and passes each day, his field
of observation. There are collages. Everything is so im-
provised, | was seized by a feeling of insecurity. In the
words of Heidegger, “we do not live because we have fi-
nished building, we have built while we lived, and we are
building; we are those who live, and we are as we are...”

Stadium - Arena

One day he made a picture of the neighborhood football
field. 1 went to the place that | saw every day and looked
in the window again. Grey, ugly buildings. It was clear
that this was previously a shanty district. It developed
on its own. In the middle there is a football field. Mat-
ches are played at night. There are young people who
try to play football in the dirty air of the industrial district.



Ozellikle Sanayi Mahallesi resimlerine bakarken, Hafri-
yat grubu sanatgilarini hatirlarim. Grubun kent kaltara
Gzerinden olusturdugu séylemde de mekén modern
ve ideolojiktir. Kenti bir gézlem sahasi olarak igsellesti-
ren grup, glincel politikadan sokagin tiplerine, din s6-
miristnden bati merkezcianlayislari ti'ye alan bir tavir
gelistirmis, her tarlt kiltirel olguyu elestirel, igneleyici
bir dil kullanarak kavramsallastirmisti. Kentin kendine
ozgu yasami, dilinin merkezindeydi. Hafriyat'in tersine
Sercan’da ise figlrle birlikte kent yasami da, kiltlrd
de arka plana itilmistir, hatta gérinmez. Sanayi Mahal-
lesi'ni konu aldidi tuvallerini daha hizli ve nerdeyse tek
seansta boyamasinin nedeni, icinden gectigi ve yasa-
didi cevreyle daha duygusal baglar kurmasindandir.
Resimlerindeki karamsar atmosfer, kafasindaki toplum
tasarimina uzak yasadigimizi ve gelecege ait distin-
celerinin de umut verici olmadigini disindurdr bizi.

Sercan’in i¢ sikintilariin kaynagi bireyin kent igindeki
konumlandirilmis bicimi olabilir. Belki de hepimiz ayni
korkuyu tasiyoruz: “Totalitarizmin gercekten ortaya
¢cikmasi durumunda, buna karsi koymak igin benlige
acil bir bicimde gerek duyulacaktir; ancak kendi icine
hapsedilmis benligin maruz kalmis olacagi erozyon
o kadar buyuk olacaktir ki, bu tehlikeye karsi eyleme
gecmek bir yana, tehlikenin farkina varmak icin ge-
rekli psikolojik kaynaklardan bile yoksun olacaktir.”

Sercan’in resimlerinde belki de en 6nemli temalar-
dan biri stadyumlar ve arenalar. Yasadigimiz slrecte
“arena” kavramiyla sekillenmis binalarn goériyoruz.
Ataturk Tarkiye'sinin izleri silinircesine simge stad-
yumlar sekil ve isim degistiriyor. Devleti ve ideolojisini
cagnistiran isimler, kapitalizmin ¢ok uluslu sirket isim-
leriyle yer degistiriyor. Buylk ideolojilerin ¢oktugu
bir dénemin tanigiyiz ve olan biteni goézlemliyoruz.

Bu resim serilerine bakarken Yunan site dev-
letlerinin  stadyumuyla Roma arenalari ara-
sindaki farklari disiindiim. ilk bakista antik
stadyumlarin spor amacli, arenalarin ise gos-
teri ve haz amach yapildigini séyleyebiliriz.

He made a painting of that football field, which has
been squeezed into place, and | think he was making
a point about the current state of the city. He has atta-
ched artificial grass to the canvas. This material is an
ironic image of how far this urban construction of gre-
en fields really is from nature. It is even a symbol of the
reality of destruction of the environment. At the same
time it is a symbol of the transformation of human and
organic, vital characteristics into synthetic relations.

Especially when viewing the industrial district paintings,
I am reminded of the artists of the Hafriyat Group. The
group formed based on the discourse that urban culture
and sites are modern and ideological. The group, who in-
ternalizes the city as a field of observation, has developed
an approach that ranges from current politics to the cha-
racters on the street, from religious exploitation to Wes-
tern-centric understandings. They have conceptualized
every sort of cultural phenomenon, using a critical, incisi-
ve language. The cities’ distinctive life was in the center of
thatlanguage. In contrast to Hafriyat, with Sercan, city life
and culture is regulated to the background, along with the
figure, and is even invisible. The reason that the canvases
dealing with the industrial district were painted quickly,
even in-a single session, is that he has stronger emotio-
nal ties to the district he passes through and lives in. The
pessimistic atmosphere in his images makes us think of
the fact that we live far away from the social designs in his
head, and that our ideas about the future are not hopeful.
The ‘origin of Sercan's internal problems might be
the form in which the individual is situated in the city.
Maybe we all carry with us the same fear: “If totalita-
rianism truly arrives, there will be an urgent need for a
self that can be placed in opposition to it; but the self
has been imprisoned within itself, and the erosion it
will be subjected to will be so severe that the necessary
psychological resources will be lacking to even noti-
ce that danger exists, much less take action against it

Perhaps one of the most important subjects in Ser-
can's paintings is that of stadiums and arenas. In
the processes we are experiencing, we see buildin-
gs that are formed under the concept of "arena”



Antik Yunan'da en 6nemli amag, sitenin var-
igr ve devamliligiydi. Oyle ki bu, kisi hak-
larindan daha o&nemliydi. Gegen ylzyill ba-
sindaki ideolojiler ve devletleri; drnegin
Berlin Olimpiyat Stadyumu’nu, orada sergile-
nen propagandayi, bireyin fasist devlet i¢in ne
anlama geldigini disindim. 19 Mayis gosteri-
lerinin yapildigi stadyumlar Kemalist cumhuriye-
tin g&steri ve propaganda alanlari degil miydi?

Roma Imparatorlugu ise diinyaya egemendi,
emperyalistti. Tacitus'un Agricola'sinda ingiliz
komutan sdyle seslenir askerlerine: “Ne dogu
ne bati onlar doyurabildi... yagmaliyorlar, kat-
lediyorlar, talan ediyorlar ve bunun adina “im-
paratorluk” diyorlar. Bir diyari harap edip buna
"baris” diyorlar...” Bu sozlerin bana ¢ok tanidik
geldigini sdylemeliyim. Roma’'da halk yoksulluk-
tan kurtulamamistir. Arenalarda, sirklerde yapilan
kamu gdsterilerinin toplumsal yasamin énemli
bir yanini kapladigini biliyoruz. issiz ve ayricalik-
siz halk icin bir avuntu olabilen bu goésterilerde
tehlike, heyecan ve tabii ki kan vardi. Cigliklar
atilarak izlenen gosterilerde halk, sahiplerine
minnetlerini sunar, imparator ya da yerli esraf ise
koruyuculuklarini ve sayginliklarini pekistirirdi.

Stadyumlarin yerine yapilan ginimiz arenala-
rinin iginde artik sadece sporun olmadigini bi-
liyoruz. Bir cesit gosteri alani, dévis alani gibi
tasarlanmis, kiresel kapitalizmin acimasiz rek-
laminin yapildidr bir cesit sahne gibi dizenlen-
digini gbriyoruz. Uluslararasi sirketlerin reklam
setlerine donisen bu alanlarin glinimizdeki
kitleler UGzerinde yine ayni avuntu, kontrol ve
afyon etkisi stirmekte. Eski sdylemlerin tasfi-
ye edildigini anladigimiz yenilenme d&nemi,
bir nevi dekor degisikligi olabilir mi? Sercan’in
arenalarinin bu olgularin altini ¢izdigini ve de-
gisimlere duyarsiz  kalmadigini  gdriyoruz.

Like a symbol that the remnants of Ataturk’s Tur-
key are being erased, stadiums are being changed
in form and name. Names that referred to the sta-
te and its ideology are being traded in for the names
of the multi-national corporations of capitalism. We
are witness to a period in which major ideologies are

collapsing, and we are observing the proceedings.

When looking at this series of paintings, | thought of the
differences between the stadium of the Greek city-states
and the Roman arenas. On first glance, the purpose of
the antique stadiums is sports, while the arenas are for
show and enjoyment. The most important goal in an-
cient Greece was the existence and continuation of the
city-state. This was more important than the rights of the
people. | thought about the ideologies and states at
the beginning of the previous century: for example the
Berlin Olympic Stadium and the propaganda that was
spread there, and | thought about what meaning the in-
dividual has in the fascist state. Weren't the stadiums in
which 19 May celebrations were carried out a display
of the Kemalist republic, and sites of propaganda?

The Roman Empire was ruler of the world, it was imperia-
list. In-Tacitus’ Agricola, the English commander addres-
ses his solders in this way: “Neither east nor west could sa-
tiate them... they plunder, they kill, they loot, and they call
this “Empire”. They lay waste to a country and call it “pea-
ce..." I'should say that these words seem very familiar to
me. In Rome the people could not be saved from poverty.

We know that the public displays carried out in arenas
and circuses made up an important aspect of social
life. A populace without work or privilege took solace
in these displays of danger, excitement and of cour-
se, blood. The people watched and shouted, were
thankful to their owners, and the emperor or the lo-
cal gentry strengthened their protection and prestige.

We know that it is not just sports that goes on in the are-
nas of today that are made in place of stadiums. They are
designed to be a sort of show area, an area for fights, they
are organized as a kind of stage for the merciless adverti-
sement of global capitalism.

10



Gazetemi elime aldim, kocaman manset: Tarihi yari-
mada’da rantin 6nu acildr.

Devamini okumak gelmedi icimden. Naom Choms-
ky'nin sozlerini anmakla yetiniyorum: “Eger kendi yo-
netimimizin dogdal olarak digerlerinden daha etik ol-
dugunu farz ediyorsak... rahatlatici bir illizyon icinde
yasamayi segiyoruz demektir.”

Sercan’in AKM isimli resminin lzerine ahsap paravan-
lari yapistirmasina taniklik da ettim. Resmi yaptiginda
paravanlar yoktu. Yasadigimiz slire¢ sonucunda para-
vanlari yapistirmasiyla, resim tamamlanmisti. Yasamla
birlikte yapit da bicimlenmisti. Paravanlari gériince ar-
kasinda dinlenen bazi figlrleri animsadim. Bu hayalet
figlrlerin serginin ana motifi olan “hayalet sehir”in bi-
tin sokaklarda dolastigini, evlere girdigini ve her an
karsimiza ¢ikabilecegini hissettim.

Kent, kentlesme, ideoloji, iktidar cevre gibi ginimu-
zin en 6nemli soru ve sorunlarimizi disinmemizi sag-

liyor Sercan’in resimleri.

Yazimi tamamlarken Ac¢ik Radyo’da Bob Dylan dizesi
yankilaniyor Can Yicel'in o davudi sesiyle:

Daha kag kdyden surilstn insan, adam oluncaya dek.

11

These areas that have become platforms for the adver-
tisement of international corporations continue to have
the same effect of solace, control and opiate. Could the
transformational period that we understood as the era-
sure of old discourses actually just be a sort of redecora-
ting? We can see that Sercan’s arenas emphasize these
issues and are sensitive to these changes.

| took my newspaper into my hand, and the huge headli-
ne read: Rent Prices Soar on Historical Peninsula

| did not feel like reading on. It was enough to remem-
ber the words of Noam Chomsky: “If we suppose that
our own methods are naturally more ethical than those
of others... it means that we have chosen to live within a
comforting illusion.”

| also witnessed how Sercan attached wooden screens
onto his painting entitled AKM. There was no screen
when he made the painting. With the attaching of the sc-
reen at the end of the process that we experienced, the
picture was complete. The work was formed together
with life. When | saw the screens | recalled some figures
resting behind them. | felt that these ghost figures wande-
red around all the streets of the “ghost city” that was the
main theme of the exhibition, entered their houses, and
at any moment could pop up in front of us.

Sercan's pictures cause us to think about the most impor-
tant questions of our day, like cities, urbanization, ideo-
logy, power and the environment.

While | am finishing up this writing, lines of Bob Dylan are
echoing on Acik Radyo, with Can Yicel's bass voice:

How many roads must a man walk down, before you call
him a man.
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Ekiimiinepolis istanbul-4, 2013
Tuval Uzerine Karisik Teknik, Mixed Media on Canvas

126 x 284 cm
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Stadium, 2013

105 x 285 cm






Stadium 2, 2013
Tuval Uzerine Karisik Teknik, Mixed Media on Canvas
165 x 210 cm







Ekiimiinepolis istanbul-3, 2013

87 x97,5cm
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Ekiimiinepolis istanbul-1, 2013
Tuval Uzerine Karisik Teknik, Mixed Media on Canvas
92,5x 112,5cm
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Tekfen Tower, 2012
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Primary School/Old Govement, 2012

140 x 190 cm






Chernobly, 2012

55x70cm
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Atatilirk Culture Center, 2010
Tuval Uzerine Akrilik & Ahsap, Acrylic & Wood on Canvas
130x180 cm



Arena of Contemporary Art, 2015

60 x90 cm
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Under Construction No:2,
2013 Tuval Uzerine Karisik Teknik, Mixed Media on Canvas
40 x 55 cm
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Tuval Uzerine Karisik Teknik, Mixed Media on Canvas
100 x 100 cm
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Carpediem, 2013
Tuval Uzerine Miirekkep, Ink on Canvas
55x77 cm
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Way From Home to Work, 2013
Tuval Uzerine Karisik Teknik, Mixed Media on Canvas
55x77 cm
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Winter, 2014
Tuval Uzerine Akrilik, Acrylic on Canvas
55x75cm
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Hellebeak, 2014

130 x 160 cm



Park, 2014
Tuval Uzerine Akrilik, Acrylic on Canvas
55x75cm
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Derin Bosluk

Blyuk buhran, biytk gaflet gibi ifadeleri icinde ba-
rindiran  kavramsal bir tanimlamadir “Biyiuk Bos-
luk”. Glinimiz yasamina ve toplumsal algiya, kent
ve mimari Uzerinden bakmaya calisan ideolojik bir
yaklasim. Tarih boyunca hemen her déneme ha-
kim olan ideolojilerin yasam alanlari ve kentleri nasil
dénustirdigine resim goziyle bakisin ifadesidir.

“Blytk Bosluk” tanimlamasi, iletisim aglarinin her
yeri ve hayatin her anini kusattigi 2000'li yillarin bas-
larinda; yani dinyanin gerceklik deneyimlerini sor-
gulamaya basladigi dénemle iliskisinde sekillenir.
1990'lardan beri béyle bir strece dinya 6lgeginde
alismaya basladigimiz ve siddetini gi-
derek arttiran slre¢ 2000'ler sonrasina denk gelir.

girilmistir,

Jean Baudrillard’in ¢igir agan dnermesi “Simulakrlar
ve Similasyon”, ilk kez bir savasin (ABD dnciliginde
gerceklesen Irak’a yonelik |. Kérfez Harekati) televiz-
yonlardan canli yayinla izlenebildigi streci sorgulu-
yordu. Bu 6lgekte izledigimiz ilk sok edici similasyon,
ise Korfez Savasi'nin 10 yil sonrasinda; 11 Eylil 2001
tarihinde bu kez ABD'ye yodnelik teror saldirsiydi.
New York'daki Dinya Ticaret Merkezi'ne; ikiz Kuleler
olarak anilan gokdelenlere dizenlenen saldiri, tim
dinya insanhgi icin buylk bir sok, korku ve hazzin
kacinilmaz deneyimiydi. Bu ortak deneyim dinya-
nin geri kalani icin tam manasiyla bir similasyondu.

insanlik, terér vahseti mi, yoksa yaratiimak istenen
"dogu korkusu” icin mi kurgulandigini tam olarak anla-
yamadigi, bedeli ¢cok agir trajediyi yasiyordu. Durum,
tdm dinyanin o gin hafizasina kazinan mimari simge-
ler Gzerinden gerceklesiyordu. Fakat gercek neydi?
Hangisiydi gercek? Bizler icin o zamana dek sadece
dijital birer imge sayilabilecek bu binalar, yine gercek-
liginden emin olamadigimiz bir kurgu tarafindan yok
edilmisti.

41

Deep Emptiness

It is a conceptual definition harboured within expres-
the
It is an ideological approach that

sions like Great Depression or gross negligence:
“Great Emptiness”.
attempts to view the life and societal perceptions of
It is the
expression of a pictorial observation of how the ide-

our time through the city and architecture.

ologies that have dominated each period throughout
history have transformed living spaces and cities.
The definition of “Great Emptiness” took form at the
beginning of the 2000’s, a time in which communica-
tion networks were enveloping every place and every
moment of life, a time when the world began to call
into question experiences of reality. Beginning in the
1990’s, this process was undertaken on a world-wide
scale. The process, which we had begun to grow ac-
customed to and whose severity was steadily increa-
sing, coincided with the period following the 2000's.

The suggestion of Jean Baudrillard that brought on a new
era, "Simulacra and Simulation” examined the process in
which for the first time a war, the 1st Gulf War in Iraq, led
by the USA, was able to be watched live on television. The
first shocking simulation on this scale that we saw, 10 years
after the Gulf War, referred to as "Desert Storm”, was the
terrorist attack on September 11, 2001, this time directed
atthe USA. The attack on the World Trade Center skyscra-
pers in New York, also referred to as the Twin Towers, was
amajor shock for people of the whole world, an experien-
ce of fear and sorrow. This shared experience was a simu-
lation for the remainder of the world, in a literal sense.

Mankind was experiencing a tragedy with a high cost,
without fully understanding whether it was the barba-
rity of terrorism or something constructed, intended to
create a "fear of the East” The situation unfolded via ar-
chitectural symbols that were burned into the memory
of the entire world. But what was real? Which one was
reality? These buildings that had up to that time for us
been merely a set of digital images had been destroyed
by a construct that we could not be sure of the reality of.



O glin buyuk bir ideolojinin dind, bugini ve yariniy-
la dusledigi bu akil almaz, katastrofik kurguyu, mimari
kitleler Gzerinden olusturdugunu ve insanoglunun
algisini, bu hacimsiz kitleler ile nasil bozdugunu an-

ladik.

Sehirler hakim ideolojinin gii¢ alanlari, binalar ise sim-
geleriydi. Bir bina; tas, beton, celik, ham maddelerin-
denolusan kitlenin gergek hacminasil hesaplanirdi? O
glin anladigimiz, binanlarin hacmini ortaya koyan fak-
toérlerin yanlizca bunlar olmadigiydi. Dénemine hakim
gliclin, var edip sonra yine onlarin yok ettigi simgele-
rin varlik micadelesinde bizim algimiz nasil isliyordu?

Yerytzinin en eski sanat dallarindan biri olan mi-
mari, her daim iktidarlarin kendisi icin tasarladigi se-
killere birtnlyor ve dyle yasiyordu. Ginimdizde ise,
alginin internet sayesinde kiresel capta dolasabilir-
liginin artmasiyla, bu kitlesel cisimlerin varligini her
yerde strtdurlyor olmasiydi farkli olan. Nihayetinde
mesafeler daraliyor, fakat gerilim artiyordu. Bir bina;
imgesini gorlp onine kadar yaklasabildigimizi du-
siindiglimiz yer, dinyayi ve seni kontrol ediyordu.

Derken, is yasadigin cografyaya hatta bizzat senin
mahallene gelip giriverdi. Dogdugun hastane, ya-
sadigin bloklar, okudugun ilk okul, oynadigin park-
lar ve gezindigin sokaklar. Hatta orman, dag ya da
deniz. Sonra baska sehirler, baska Ulkeler, kutsal
yerler, antik yerler, muzeler, stadyumlar, arenalar...
Mekan icinde mekanlar. Yer altindakiler ve Ustin-
dekiler. Rejimler, sistemler, ekonomiler ve bunlarin
figirani biz insanlar. Terk ettiginde tim bu alanla-
r, geriye ne kaliyordu? Tas mi, beton mu, celik mi?

Yoksa kocaman bir bosluk mu...

On that day we understood how a grand ideology crea-
ted this unbelievable, catastrophic construct along with its
yesterday, today and tomorrow via architectural masses,
and how it disturbed the perceptions of humanity with
these volume-less masses. (The previous paragraph can
be a reference for this paragraph. These buildings, which
are considered symbols as digital images, were destro-
yed by an extraordinary construct, and this was watched
by the whole world. The “volume-less masses” is an exp-
ression referring to this destruction. This situation created
a new dimension in human perception, and disturbed it.)

Cities are the areas of power of the prevailing ideology,
and buildings are their symbols. A building; How is the
true volume of a construction made of stone, concre-
te, steel and raw materials calculated? On that day we
understood that the factors that give a building volu-
me are not just these. The power that prevails in its era
existed, and later, in the existential struggle of the sym-
bols that they destroyed, how did our perception work?

As one of the oldest branches of art on earth, architecture
has always taken on forms designed for those in power,
andthuslived on. Today, the difference isthatthanksto the
internet and the rise in global-level mobility of percepti-
on, these massive bodies exist everywhere. In the end the
distances were growing smaller, but tensions were rising.
A building: a place that we think we can walk right up to
when we see its image, was controlling the world and you.

Then, it suddenly came to the area where you live and
work, even into your own neighborhood. The hospital you
were born in, the block you live in, your elementary scho-
ol, the parks you played in and the streets you wandered.
Even the forest, mountains or the sea. Then other cities,
other countries, holy places, antique places, museums,
stadiums, arenas... a venue within venues. Those below
ground and above ground. Regimes, systems, econo-
mies, and the extras are us, the people. When you left all
of these spaces, what remained? Stone, concrete, steel?

Or was it an enormous emptiness...
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180 x 150 cm

isimsiz, Untitled 2011

Tuval Uzerine Akrilik, Acrylic on Canvas

43



Bu katalog Sercan Apaydin’in 09.10.2015 - 05.11.2015
tarihleri arasinda Versus Art Project’te gerceklesen
‘Buyuk Bosluk’isimli sergi nedeniyle yayinlanmistir.
Tum yayin haklar saklidir.

500 kopya / copies
This catalogue has been published on the occasion of
Sercan Apaydin’s exhibition ‘Big Emptiness’ at

Versus Art Project between 09.10.2015 - 05.11.2015
All rights reserved.

Kirator / Curator

Metinler / Texts

irfan Oniirmen, Sercan Apaydin

Ceviri / Translated by
Garrett Hubing

Fotograf / Photography

Mesut Glvenli

Tasarim / Designer

Ozan Uzun

Ekim 2015, October



1:49021225814 14
www.versusartproject.com

Gazeteci Erol Dernek Sk. No:11/3 Hanif Han
34433 Beyoglu / istanbul




