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Dogrusunu
sovlemek gerekirse,
herhangi bir
esere son kertede
bagyapit admm
veren seyircidir.
Miizeyi kuran,
onu olugturan
eserleri tedarik
eden kisi, sanati
icra eden degil,
sanati seyreden
kisidir.

Marcel Duchanp

“Ne ben Kasim'im,
ne de buras:
Kerbeladir. Ben
Perviz'im, Evren'in
efendisinin bir
kuluyum.”

( Ta'ziye glisteriminde
bir oyuncu)

Magaradan
Sanat
Galerisine

Aysegiil Sonmez, Kasim, 2007

Igeri girdiginiz zaman 151 hep ayni... Gece giindiiz yok. Mevsimler de
buraya degmiyor. Hep aym 17 dereceyi gosterivor 1si. Kader de degismi-
yor o halde... Karanlik devam ediyor. Tuzak sergisi sanat galerisini bir
magara gibi diislinmeye davet ediyor hepimizi... Once merkezin uzagin-
da, Tuz Tad sergisinde 1sinin, kaderin degismedigi, gece ve giindiiziin,
bahar ve yazin olmadigi Cankiri ilinde yer alan bir tuz magarasinda
sergilenen Hiisamettin Kocan'in resimleri ve haziryapim heykelleri,
simdi de merkeze konuk oluyorlar, Merkezde bu kez yer iistiine cikiyor,
Macka Sanat Galerisinin icine ayak basiyorlar. Bu siire¢ bastan sona,
bagi sonu olmayan bir ritiieli andiriyor. Kogan da Rapsod'lar... Zaman-
da ve mekanda istedikleri gibi dolagmakta sakinca gérmeyen hikaye
anlaticilarin.. Metin And, ritiiel ve tiyatro gisterimi arasindaki farkla-
ra deginerek Ta'ziye gibi ritiiellerin yiizyillar Gtesinden bugiine getir-
dikleri ‘modern’ligi tartismaya agar. Ritiiel, nasil sonug almaya yonelik-
se, tiyatro gosterimi bir o kadar eglenmeye yoneliktir. Ritiiel, orada bu-
lunmayan bir bagka'yy, tivatro, orada bulunanlari hedefler. Ritiiel, ger-
¢ek zamam kaldinir, yerine simgesel zamam koyar. Tiyatro gosterimi,
simdiki zamandadir. Ritiiel, 6te’yi oraya getirir, tiyatro gosterimi ise se-
yirciyi dteler. Ritiele seyirci katilir, Tiyatroyu seyirci izler.' Metin And’a
gore biitiin Islami iilkelerinde belki tek dramatik tiir olan hikaye anlati-
<1 ya da meddah ve bunun benzeri gilge oyunu ve bizdeki Ortaoyunu'nu
Goethe'nin Epik ve Dramatik Edebivat vazisindaki eski hikaye anlatici-
s1 Rapsod’a benzemektedir. Goethe, Rapsod'u siyle tamimlar: “Bagtan
asa@1 , gegmis olaylari anlatan rapsod, olayin timiiyle ilgili olarak bilgi-
li ve elestirici goriiniir. Dinleyicinin kendisini uzun siire begeniyle din-
lemesini yitirmemesi igin dinleyiciyi eglendirmeyi ve ilgiyi uygun bir
bigimde bilmeyi amag edinir. Ozgiirlikle geriye gidip yine ileriye gecis-
ler yapar.”™ Bir eserin nasil ve nerede sergilendigi Bati modernizminin
gandemini ézellikle 1950'1i yillardan itibaren mesgul edecektir. Bu yil-
larla birlikte sanatin sergilenmesi icin kurulan sahneler; tamimlanmsg
mekanlar, teker teker 6nce miizeler, daha sonra beyaz kiip olarak sorgu-
lanacak galeriler, modernist sanatgimin dzerkliginin derecesini sorustu-
racafi karakollar olacaktir. Sanatgi, béylelikle orada bulunmayan bir
bagka'ys, simgesel zaman, 6te'yi talep eder. Salt simdiki zamani redede-
rek seyircinin de katilacaf, otelenmedigi bir mekan 6rgiitler. Sanat
eserinin sergilendigi mekani, o tammlanmig ve hayattan soyutlanms
alam kurcalayan sanatilarin baginda siphesiz Marcel Broodthaers ge-
lir. Macka Sanat Galerisi izleyicisinin yakindan tamidigi Daniel Buren
de.... Bu sanat¢ilar Marcel Duchampiin Valise'lerinden devraldiklan
mirasi, giiniin sorunlariyla birlikte giincelllerler. Sergi mekaninin, ta-
mimlanmig olanin hayattaki karsihgini bulmak igin deneyler yaparlar.
Duchamp'in gezgin Valise'i, seyyar miizesi, seyyar galerisi nasil zaman-
da ve mekanda serbest salindiysa, Broodthaers'in de, Buren'in de proje-
leri, sanat eserinin zamanda ve mekanda serbest dolasimim dngoriir.
Eserin sahnmasi, gezgin olmasi, gogebeligi ona neler katabilir peki? Bir
yapitin, evsiz olmasi her seyden énce ait oldugu tim kimliklerinden
kurtulmasing, béylelikle biitiin tamimlarindan arinarak kendini her de-
fasinda her gezdigi ve ev belledigi, konuk oldugu alanda tammlamas:
anlamina gelmektedir. Béylelikle bitmis, hayattan kopuk, tammlanmug
bir son'a karsi, sanat yapiti, hayatin kendisi gibi isleme firsatim yakala-



yacaktir. Marcel Broodthaers, ‘kurmaca hem gergekligi
hem de gergeklikle tizeri ortilen seyleri kavramamizi
saglar’, der.’ Sanatgi, Briiksel'deki evinde sergiledifi
verlestirmesinde bos ambalaj sandiklariyla birlikte 19,
yiizy1l Fransiz resmi drneklerinin yer aldif kartpostal-
lari bu yiizden sergiler. Tipki 1941 tarihli Duchamp’in
seyyar miizesi Valise gibi sanat nesnesinin yer aldifi
baglami béylelikle parcalar ve yeniden Gretir. Burada
yapiti, yapitin yer aldign uzamla birlikte bir ritiiel gibi
okumak miimkiindiir. Metin And, taziye anlat: tiyatro-
sundaki oyuncularin aslinda okuyucu olduklarini be-
lirtir. Tamk oldugu bir ta’ziye gosteriminde oyuncunun
cebinden bir defter gikarip ezbere bildigi metni okur-
mus gibi yapmasina dikkat ¢eker. And'a gire oyuncu-
nun okur gibi yapma nedeni onun bu sézleri styleyenin
kendisi olmadifimi belirtmek istemesidir. Boylelikle
ta'ziye, izleyicinin gergeklikle olan bagim hep aktif tu-
tacakuir. Kendisinin seyirlik bir anlat: oldugunu kargi-
sindakine hatirlatarak onu Otelemeyecek ona tuzak
kurmayacaktir. Iste Hisamettin Koganin Cankiri'da
bir tuz magarasinda gergeklestirdigi serginin, merkeze
konuk oldugu zaman da Tuzak ismini almasi da bu yiiz-
dendir. Sanatg, izleyiciye yasattifn farkh gergeklikleri,
mekanlari hatirlatmak istemektedir. Magaranin bir sa-
nat galerisi gibi isledigi Tuz Tadi sergisi yerini, bir sanat
galerisinin bir magara gibi isleyecegi Tuzak'a birak-
maktadir. Tuz Tad: sergisi nasil kendisiyle bir tarih bas-
latmayarak, yizlerce yildir insanlara tuz yani lezzet ve-
ren, kendisine ait bir bellegi olan mekana eklemlenerek
onunla birlikte varolmayi denediyse simdi sira otuz beg
yildir gorsel sanat alaninda avangard sanatqilar: agirla-
yan Magka Sanat Galerisi'nin bellegine konuk olmus-
tur. Bir magara bir sanat galerisi gibi gorev yapmayi de-
nemistir. Hiisamettin Kocan, kendi deyimiyle bu disi/
bereketli-dogurgan mekanda , koruma ve saklama 6zel-
ligi olan magaraya, tuvallerini, hazir yapim kazma ve
kiirek heykellerini yerlegtirirken aslinda mekanin hafi-
zasina kendi hafizasini da katmus olur. Peki Magka Sa-
nat Galerisi'nde Tuzak sergisinde, kip sandiklarda yer
alan hazir yapim kazma ve kiirekler, magaradaki sergi-
ye iliskin hareketli imgeler, tuz ve bakinin alastif
Kocan'in tiim bireysel hikayesine iligkin sembolik an-
lamlar tagiyan isaretlerle orilii tuvaller, nasil bir mace-
rayi sitriikleyebilirler? Formlarin, Kogan'in kendini da-
hil ettigi bu ondan dnce de varolan, onunla baglatmadi-
g1 yeraltindaki seriivenleri, tammlanmamug belki de
hayatlarinda ilk kez resim ve heykel gormiis Cankir iz-
leyicisiyle tamamlanan hikayeleri, Nisantagindaki ta-
mmlanms izleyiciyle karsi karsiya geldiginde bu kez
nastl tamamlanacaklar? Hikaye, bastan mi yazilacak?

Yeraltindan gikip yer tstiindeki bir galeriye giren yapit-
lar, anlamlarindan bir kez daha soyutlanacaklar. Sergi-
deki enstalasyonda yer alan kiip formundaki sandiklar,
bir anlamda Valise'ler, buna isaret etmektedirler. I¢leri
hazir yapim objeler kazma, kiirek ve tuz pargalariyla
dolu bu sandiklar, bu soyutlannug anlamin dagilmasi-
na kars: korumay, biriktirmeyi ve gezdirmeyi, gezgin-
ligi onermektedirler. Gezer, gezdirir ve birikir birikti-
rirken de bellegi yasatmay: éngormektedirler. Ote yan-
dan Kogan'in beyaz kiipten sandiklar, valise'leri, ye-
riistiinde ve yeraltinda dolagan yapitlarin, her yer de-
gistirdiklerinde, vasadiklari miilkiyet ¢esitlenmesine,
dzel ve kamusal aidiyete ve diger anlam yiiklemelere
izin veren bir yapiy1 da imlerler. Beyaz kiip sandiklar,
sembolik zamam muhafaza ederken aym zamanda
Magka Sanat Galerisi de bir baska ikinci ve bilyiik beyaz
kiip olarak simdi’yi muhafaza edecektir. Tuzak sergisi,
merkez ve merkez disi olamin sanatla kurdugu bildik
iliskiyi ters yiiz ederken aym zamanda tamimlanmis sa-
nat mekanlarina iliskin algisal, biligsel, yapisal ve soy-
lemsel parametleri de sorguluyor. Ve bunu Hilsamettin
Kogan ilk kez de yapimyor. Alanya'da yaptif: tersane-
deki sergisinde, bir sanat tiryla Diyarbakir, Van, Erzu-
rum, Bayburt'a ¢agdas sanat gotiirmek, sanat ¢adin ya-
pip deprem balgesindekileri terapi etmek ve hayatimin
projesi, doidugu cofirafyada, Bayburt'ta, bir miize, Bak-
s1 Miizesi'ni kurmak, sanatcinin sanatsal seriivenindeki
merkezdisim merkeze getirmek tutkusunu tariflemek
icin énemli duraklar. Son olarak sézii her zaman dra-
maya degil, ritiele inanan, sergilerini epik bir kurguya
dayandiran, ylizeylerini yamlsamadan arindiran o yiiz-
den de Goethe'nin Rapsod'una benzeyen Hiisamettin
Kogan'a verirsem: "Kurgunun kendisi, cok reel bir kurgu
degil. Farklilagtiran bir kurgu. Zaman/ mekan iliskisini
diglayan bir kurgu... Ben figiirii siliiet olarak kullandim.
Direnen bir siliiet, insanoglu siliieti... Tuz madeninde bir
stirii dykiiler yaganrmg, Bir siirii insanlar yagamug ve ol-
miig. Onun igin o insanlart budur diye bir betimlemeyle
anlatamazdim ben. O insan, daha hayal insan. O insan,
belki mitoloji insani. Ciinkii miithis soylenceler var. Bu
magaranin iginde ve etrafinda biiyik yasanmighklar var.
Benim iglerimdeki figiir de bir demon belki... Direnen ve
hep iireten birilerini yapmak istedim giinkii... Ve onu da
birebir tammlamadan yapmak istedim. Ustiine yerlegtir-
diklerim de benim amlarim, ilgi alanlarim oldu. Mesela
igte o kurt figiirii var ya gok kigiseldir. Annemle ilgili...
Evet giinkii ben de bu dykiiniin bir pargasiyim, Yani orast
igin ben de iiretivorum. Yani artik tuz madeninde ¢ali-
sanlardan biriyim. Ben oradaki gelenegin baska bir hal-
kasyyim. Ama bilmem kag yiizyil sonraki halkasiyim. *
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If truth be told,
the only one that
can, at the end,
call a piece of art
a masterpiece

is the viewer.
Not the person
who sets up

the musewm,

not the person
wha curates the
artwork, nor the
one who creates
the art; but the
VIEWET.

Marcel Duchamp

“I am neither
Kasim, nor is
this Kerbela. |
am Perviz, the
servant of the
master of the
cosmos”

(A player in a
presentation of
Ta'ziveh)

From the
Cave to the
Art Gallery

Aysegill Sonmez, November, 2007

When you enter the temperature is always the same... There is neither night nor
day here. The different seasons do not touch this space. The temperature is a
constant 17 degrees Celsius. Therefore fate does not change either... The dark-
ness continues. The Trap exhibition invites all of us to think of the gallery as a
cave... First, the Taste Of Salt exhibition, originally housed far away from the
center, in a salt mine in the province of Cankin where the temperature, fate,
night and day, where spring and summer do not even exist, with its paintings
and readymade sculptures by Hiisamettin Kogan are now hosted in the center.
They make their way up above ground to take their places in the Magka Art
Gallery. This process, from beginning till end, sets up a ritual that in actuality
has neither beginning nor end. The Rapsode’s of Kogan... They are storytellers
that see nothing wrong with wandering around time and space as they see fit...
Metin And, opens to discussion the “modernity” that rituals such as Ta'ziyeh
(religious epic theatre) brings us from centuries ago, touching upon the differen-
ces between ritual and theatre. Just as ritual is aimed at the final product,
theatre's aim is to entertain. Ritual aims at the other that is not present; meanw-
hile theatre takes aim at those who are there. Ritual removes real time, replacing
it with symbolic time. Theatre performances are present in real time. Ritual
brings the beyond to there; theatre takes us into the beyond. The audience par-
ticipates in the ritual, the audience watches theatre.! According to Metin And,
the only dramatic type, in all of the Islamic Countries, is the storyteller, or the
eulogist, and in a similar vein shadow theatre and our native light comedy far-
ces, which And compares to the ancient storyteller Rapsode in Goethe's Epic
and Dramatic Literature. Goethe describes Rapsode in the following way: "Rap-
sode, tells the tale from the very beginning to the very end, with a knowledgeab-
le yet critical eye towards entire process. For the purpose of having the listener
listen with their whole being he aims to entertain the listener and to also part
the attention appropriately. He takes the freedom to go back and forth in."* How
and where art will be presented will be an issue of great concern for Western
modernism, especially from the 1950's onwards. The various stages that are
constructed for the exhibition of art; the defined spaces; first of all museums,
and then galleries, which will later on be criticized as white boxes, will eventu-
ally all become headquarters for the questioning of each artist’s autonomy. The
artist, in this way demands the other, which is not there, the symbolic time, and
the beyond. By refusing the now, organizes a space that the audience can be part
of and where they will not be made into the “other”. Marcel Broodthaers is at the
head of the group of artists that questions the space in which an artwork is ex-
hibited; that space that is defined and removed from real life, This group also
includes Daniel Buren who is well known by the viewing audience of the Magka
Art Gallery... These artists update the inheritance that they have received from
the Suitcases of Marcel Duchamp, along the terms of the problems and subjects
of the day. They conduct experiments in the exhibition space in order to find the
equivalent of what is defined in ‘real’ life. Duchamp's traveling Suitcase explores
how the traveling museum or the traveling gallery has wandered freely through
space and time, Broodthaers and Buren’s projects foresees free circulation of art
pieces through space and time, What can be added to a work when it is wande-
ring, when it is a traveler, a nomad? When a piece is without a specific home
then it is also free from all of its labels, its identifications, it therefore has to de-
fine itself each and every time it takes on a new place as home, ¢ach place that it
is a “visitor™. In this way the piece captures the chance to function as life itself
against an “end” that is pre-defined and finished, at the same time estranged
from life. Marcel Broodthaers says: ‘fiction helps us grasp reality and all that is



covered by reality’. * This is why the artist exhibits 19th
century postcards with French paintings alongside empty
package crates in an installation at his house in Brussels.
Just like in Duchamp'’s 1941 traveling show Suitcase, it ta-
kes apart the context of the object of art and then rearran-
ges it once again. Here it is possible to read the work along
with the extent it is exhibited in, as a ritual onto itself.
Metin And points out that in ta'ziyeh, the storytelling the-
atre, the players are actually readers. At a ta'ziyeh show at
which he was an audience member, he describes how a
player, who knew the words by heart, took out a notebook
and pretended to read from it. He points out that the rea-
son the player pretended was to make it clear that he was
not the one who was speaking these words. In this way
Ta'ziyeh, always keeps the connection that the audience
has with reality in an active state. It continually reminds
the audience that it is a narrative to watch and by doing so
will not push them into the beyond or set up a trap for
them. This is the reason why when Hiisamettin Kogan's
exhibition comes to the center from the depths of the salt
mine in Cankiry, it is named the Trap. The artist wants to
remind the viewers of the different realities and the diffe-
rent spaces, The Taste of Salt exhibition, which turns a
cave into an art gallery, leaves its place for the Trap, which
turns the art gallery into a cave. As The Taste of Salt exhi-
bition, did not start a history by itself, but instead along
with something that gave people salt, meaning taste, for
hundreds of years, the exhibition added itself to a space
and tried to coexist alongside something that had its own
memaory, and now it is the turn for it to be a guest to the
memory of Magka Art Gallery, which for the past thirty-
five years has been accommodating and hosting avant-
garde artists. A cave has tried to function as an art gallery.
Hiisamettin Kogan, in his own description - in this fema-
le/fecund-fertile space, by placing his canvasses, his re-
adymade picks and shovels in this cave that has the func-
tions of hiding and protecting, has also been adding his
own memory onto the memory of the space itself. So what
kind of adventure can the Trap exhibition at the Magka
Art Gallery offer us; with its readymade picks and shovels
inside of cube shaped crates, mobile images that relate to
the exhibition in the salt mine, and canvasses full of amal-
gams of salt and copper which are covered in symbolic
meanings that relate to Kogan's individual story? How
will the forms, in which Kocan has included himself in,
but which existed long before the present time, how will
these underground adventures which did not start with
him, but which ended with the viewers in Cankiri, who
maybe had never even seen paintings or sculptures before
in their lives; how will they now finish with the defined
audience in Nigsantasi? Will the story be written from the
very beginning? These pieces, which will come up from

the underground and enter a gallery above ground, will
have their meanings abstracted once more. In the exhibi-
tion, the cube shaped crates of the installation, in some
ways the Suitcases, themselves point this out, These crates
which are filled with readymade picks, shovels and pieces
of salt, suggests protecting, collecting and traveling as op-
posed to and as a protection against the diffusion of mea-
ning. They also foresee that the memory will live on while
traveling and accumulating Additionally, Kegan's white
cube crates, his suitcases, the pieces which travel both un-
der and above ground, point out to a structure that allows
the property variations that they go through, private and
public belonging, and other semantic impositions, every
time they change locus. The white cube crates, as they
conserve the symbaolic time, the Magka Art Gallery, will
conserve the other second and large white cube, which is
that of the now. The Trap exhibition, as it turns upside
down the relation of center and periphery with Art, will
also question perceptive, cognitive, structural and discur-
sive parameters in relation to the defined spaces in which
art is exhibited. And the artist is not doing this for the
first time. His exhibition in Alanya in the shipwreck, his
tour to ¢ast and southeast Turkey with a truck, full of
works of contemporary art, creating art tent right after
earthquake in {zmit curing people through art, constitu-
ting a museum where he was born in Bayburt, all of them
are important significant stops in Hiisamettin Kocan's art
production. Last of all we can let Hisamettin Kogan, who
does not always believe in drama but instead believes in
ritual, who creates an epic fiction out of his exhibitions,
who removes the illusions from their surfaces and who
reminds us of Goethe’s Rapsode; say the final words: “The
construct itself is not a true construct. It is a construct that
differentiates. It is a construct that excludes the relations-
hip between time and space... | used the figure as a silhou-
ette. A silhouette that is resistant, the silhouette of man-
kind... Many stories have been lived in the salt mines. Many
people have lived and died. That is why I could not have
described how these people were. That person is more of a
fictitious person. That person may well be a mythological
person. There are many extraordinary legends and there
are grand lives led both inside and outside those mines. The
figure in my work is that of a demon maybe... I always wan-
ted to create someone who always resisted and created...
And I wanted to create this person without a specific desc-
ription... I placed my memories, my interests onto this figu-
re. For example the figure of the wolf is extremely personal.
It is about my mother... Yes, because [ am also a part of this
story. I am also creating and producing for that space.
Which means that I also am one of the workers in the salt
mine. [ am just another link in the tradition af that space.
But a link from a couple of centuries later.”
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