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Deneyciligin Sinirinda: Yagiz Ozgen’in Yonergeleri

Kerem Ozan Bayraktar

“Felsefenin amaci, ifade etmeye degmeyecek kadar basit bir sey ile baslamak ve kimsenin inanmayacagdi derecede

paradoksal bir sey ile bitirmektir” —Bertrand Russell

“Yénergeler”, Yagiz Ozgen'in Gretim pratigini ve diisiinme bicimini dogrudan ortaya koyan, bu
bicimi bizzat calismanin kendisi haline getiren bilylk bir titizlikle tasarlanmis performatif

bir sergi.

Artik oldukca siradanlasmis bir kelime olan “Disiplinlerarasilik”, s6z konusu Ozgen'’in sanata
yaklasimi oldugunda &zellikle vurgulanmasi gereken bir kavram. Yagiz Ozgen, Tirkiye'de
felsefe ve sanat iliskisine bir felsefeci yetkinliginde yaklasabilen, felsefeye iliskin sorunsallari
karakterize(illistre) etmeden calismalarina yansitabilen cok az sayidaki sanatcilardan bir
tanesi. Bu nedenle benzer yaklasimlarin her yeri sardigi bir dénemde, kitlenin genel egilimlerinin
epey uzaginda duran bir isim oldugunu belirtmek gerek. Ozgen, sosyal konulara dair temsiller,
bireysel anlatilar, 6znel disavurumlar ya da soyut sekillerin estetik algisiyla degil, batiin bunlari
nasil kurdugumuzla ilgileniyor. “Dinyayi nasil yaptigimizi”, sanat “yaparak” kavramaya calisiyor,

bu iki “yapma”yi birlikte diisintyor. Sanatcinin Gretimini anlamak ve soyut resim geleneginin

sekilci fikirlerine kapilmamak icin Ozgen’in nasil bir dizge icinde hareket ettigini kavramak dnemli.

Ozgen’in Analitik Felsefe ve beraberindeki Mantiksal Deneycilik’le siki baglari var. Alfred North
Whitehead, Ernest Nagel, Kurt Godel, Gotlob Frege, Bertrand Russell, Ludwig Wittgenstein,
A.J. Ayer, Willard Van Orman Quine gibi distnirleri icine alabilecegimiz bu gelenek, metafizigi
felsefeden safdisi ederek, felsefeyi, diinyayi kavrayisimizin sinirlarina isaret eden, dili
cozumleyerek dlinyayi kavrayan bir etkinlik olarak tanimliyor. Felsefeyi deneyimin 6tesindeki
seyler hakkinda konusan bir 6greti olarak degil, bilimsel 6nermelerin anlamini aydinlatan, dilin

dogasini coziimleyen bilgisel bir etkinlik olarak gerceklestiriyordu.

1Bertrand Russell, Mantiksal Atomculuk Felsefesi, Ceviren: Dilek Arli Cil, Kurtul Gileng, Onder Kulak, Cenk Ozdag, Alfa Basim, sf. 59

On the Borderline of Empiricism: Yagiz Ozgen’s Instructions

Kerem Ozan Bayraktar

“The point of philosophy is to start with something so simple as not to seem worth stating, and to end with something so

paradoxical that no one will believe it.” —Bertrand Russell

Instructions is a performative exhibition that directly reveals Yagiz Ozgen’s practice and form of
thinking. It is prepared with great diligence, which transforms his form of thinking into the work
itself. A now ordinary word “interdisciplinary”, is a notion that needs to be underlined when it
comes to Yagiz Ozgen’s artistic approach. Ozgen is one of the rare artists in Turkey who deals
with the relationship between philosophy and art as competent as a philosopher, and reflects the
philosophical problematics on his work without simply caricaturing them. Thus, at a time when
similar approaches are prevalent, it is necessary to state that he stands at a quite far point from
the general disposition of the masses. Ozgen is not interested in the representations of social
matters, personal narratives, subjective expressions or the aesthetic perception of abstract
forms, but is interested in how we constitute all these. He is trying to grasp “how we make the
world” by “making” art, and he contemplates on these two “making”s together. It is important

to understand what kind of a sequence he follows in order to understand the artist’s practice

without falling into the formalist ideas of abstract painting tradition.

Ozgen has strong ties to Analytical Philosophy as well as Logical Empiricism. This tradition,
which involves thinkers such as Alfred North Whitehead, Ernest Nagel, Kurt Godel, Gotlob

Frege, Bertrand Russell, Ludwig Wittgenstein, A.J. Ayer and Willard Van Orman Quine, eliminates
metaphysics from philosophy, and defines philosophy as an activity that points to our limits

of grasping the world, and that understands the world by analyzing language. It practiced
philosophy not as a discipline that would talk about things beyond experience, but as an
epistemic activity that enlightens the meaning of scientific statements and analyze the nature of

language.

1Bertrand Russell, The Philosophy of Logical Atomism, 1918, in LK pp. 177-281 and CPBR8 pp. 157-244, p193.



Bu dogrultuda Kavramsal Sanat, Analitik Felsefe’nin, felsefeyi konusu, amaci ve yontemi
bakimindan tanimlayarak metafizigi saf disi birakma cabasini kendisine temel almis, estetigin
sanatin kendi islevini yerine getirmesi icin gerekli bir unsur olup olmadigini sormustur. Basta
Joseph Kosuth, Sol Lewitt ve Bernard Venet gibi sanatcilar olmak tizere baska bircok sanatci,
estetigin, sanatin kendi islevini yerine getirebilmesi icin gerekli bir bileseni olmadigini géstermis,
yani sanatin kendi yapisini céziimleyerek sanat yapmistir. Bir seyin islevinin ne oldugunu
anlamanin en kolay yollarindan birisi ise, sliphesiz, bu seyi c6ziimlemek, bilesenlerine ayirmak
ve bu bilesenlerinden hangilerinin s6z konusu seyin islevini yerine getirmesi icin gerekli olup
olmadigini géstermektir. Ozgen’in bu gelenekle iliskisi her ne kadar Analitik Kavramsal Sanat (Bu
noktada Ozgen’in Sanat Tanimi Toplulugu’nun uzun yillardan beri aktif bir katilimeisi oldugunu
da unutmamak gerek) tzerinde temelleniyor gibi géziikse de sanatcinin tretimi daha cok Hanne
Darboven, Sol LeWitt ya da Douglas Huebler gibi Minimalist-Kavramsalcilarin actidi yol Gzerinden
ilerliyor. Yani sanatci dile ve mantiga dair meseleleri, konusulan ya da yazilan simgelerin sanatsal

kullanimi ile degil, nesnelerin isaretlenmesi yoluyla céztimliyor.

Serginin bicimini kavramak icin, nesne deyince anladigimiz seye alisik oldugumuzun disinda bir

gozllikten bakmamiz gerekiyor, clinkl sanatci sergide bizzat bu “g6zIigi” mesele haline getirmis.

Giindelik hayatta nesne denince genelde gérdigimiiz seyi kastediyoruz. Ornegin “klavye”
dedigimde “iste su an bu metni yazarken parmaklarimin dokundugu sey”i kastediyorum. Gercekte
ise, parmak uclarimda dokunmadan kaynaklanan birtakim sertlikleri duyumsar, parmaklarimin
inis cikislarini hisseder ve tuslarin mekanik seslerini isitirim. Aldigim bu duyumlarin hicbiri bir
“klavye” degildir. Neden tim bu verileri bir bitinmus gibi toplayip “klavye” diye bir seyi anlariz?
Daha da sasirticisi, nasil olur da ‘klavye’ sesini isittigimizde hepimiz asagdi yukari benzer bir seyi

kastederiz?

Belirli bir zamanda ve mekanda birtakim duyumlar aliyoruz ve bu duyumlari beynimiz belirli
formlar seklinde kuruyor. Hi¢ bilmedigdiniz, daha énce hi¢ karsilasmadiginiz deneyimleri
yasayabilecediniz hayali bir evrene gittiginizi distinin (dogdugumuzda da dlnya biraz bdyle
olsa gerek). Belirli bir sire sonra duyumsadigimiz tiim renkleri, sesleri veya tatlari gruplandirir,
bunlari zihnimizdeki soyut kavramlar ile iliskilendirerek birtakim simgelerle dile getirmeye
baslardik. Bu gruplandirmayi yaparken farkina varsak da varmasak da beynimiz mantiksal
bagintilari kendiliginden kurar. Ornegin birbirine benzeyen seyleri benzerlik bagintisi kurarak
ayni kategoriye sokariz. Siyah bir duvardan bahsederken, aslinda, duvarin siyahinin cevre

kosullarinin strekli degismesinden &tirl ayni siyah olmadidini bilerek konusuruz. Yine de tim bu

In this respect Conceptual Art is based on Analytical Philosophy’s efforts to define philosophy
in terms of its subject, goal and method to eliminate metaphysics, and asks whether aesthetics
is a necessary element for art to perform its function. Many artists including Joseph Kosuth,
Sol Lewitt and Bernard Venet, showed that aesthetics was not a necessary element for art to
perform its function. Meaning that they made art by deconstructing art itself. One of the best
ways to understand the function of something is, without doubt, to analyze, to decompose and
to show which of these components are necessary for this thing to function. Although Ozgen’s
relationship with this tradition looks as if it is based on Analytical Conceptual Art (at this point
it is important to remember that Ozgen has been an active participant of The Definition of Art
Group for many years), his practice mostly follows the way which was paved by conceptual-
minimalists like Hanne Darboven, Sol LeWitt or Douglas Huebler. Thus, the artist analyzes the
language and logic related matters not through the artistic use of verbal or written signs, but

through marking objects.

In order to grasp the form of the exhibition, we need to look at the thing that we perceive as

object through a different lens because the artist is concerned about this “lens” itself.

In daily usage, when we talk about an object, we talk about what we see. For example, when |
use the word ‘keyboard’, | mean “the thing that my fingers touch while | am writing this text right
now”. In reality, | sense some hardness on my fingertips that is caused by touching, | feel my
fingers go up and down, and | hear the mechanical sounds of the keys. None of these sensations
are the “keyboard” itself. Why do we gather all this data as an entirety and deduce a thing called
“keyboard”? It is even more surprising how we all mean more or less the same thing when we

hear the sound of a word ‘keyboard’.

We sense some data at a certain time and place, and our brain builds these sensations in certain
forms. Imagine that you go to a universe that you have no idea of, that you can go through
experiences that you had never encountered before (the world must feel like this when we are
born). We would group together all colors, sounds and tastes that we sense, we would relate
these with the abstract concepts on our minds and express them with certain symbols. When
we make this grouping, whether we notice or not, our brain assembles logical relations on its
own. For example, we categorize similar things by making a similarity correlation between

them. When we talk about a black wall, we actually know that it is not the same black because
the environmental conditions change continuously. Still, one must find an ideal average which

renders all those different blacks as similar. If these “averages” did not exist, we would not be



farkli siyahlari birbiriyle benzer kilan ideal bir ortalama bulunmalidir. Bu “ortalamalar” olmasaydi
iletisim kuramaz hatta hayatta kalamazdik. Birimiz ‘siyah’ dediginde aldigi bambaska bir duyumu,
ornegin turuncuya dair olani kastedebilirdi ve bu isleri epey gliclestirirdi. Burada “gecisli” bir
iliski oldugunun da altini cizmek gerek. Sizin o an ‘siyah’ dediginiz sey benim o an algiladigim gri
olabilir. Turuncu olma olasihdi daha disiik olmasina karsin bunlar birbirlerinden battndyle farkli

renk alanlari olan farkh duyu icerikleridir.

A. J. Ayer nesneyi “duyu-iceriklerinden érili mantiksal yapi”® olarak tanimlar. Farkh duyu
iceriklerine “siyah” dememiz boyledir. Yani bir masa gérdigiimuizi séyledigimizde, aslinda
oldukca tuhaf bir sey soyllyoruz ¢liinkli masa gorilecek, elle tutulacak somut bir sey dedil.
Hayati kolaylastirmak icin boyle konusuruz. Birisi bize ciddi ciddi “masayi goster” dese afallariz.
Sadece renklerden, sekillerden, geometrik iliskilerden, dokulardan, o sirada gruplayabildigimiz
duyu iceriklerinden, dile dokebildigimiz seylerden bahsedebiliriz, oysa ki bunlarin hic birisi bir
masa degildir. Bir bilim insanina gidip sorsak muhtemelen “burada masa yok kipir kipir bir molekiil
yigini var” tirtinden bir sey sdyleyerek daha da soyut, sezgilerimizle timuyle uyumsuz bir model
kurardi. Dolayisiyla masa, sandalye, resim gibi seyleri, aslinda bedenimizin disaridan aldigi duyu
icerikleriyle, zihnimizdeki mantiksal érintdler aracihidiyla “kuruyoruz”. Yanlis anlamaya firsat
vermemek adina bu durumun diinyanin bir illizyondan ibaret oldugunu ileri siiren Platonist
fikirlerle ilgisinin olmadiginin altini cizelim. Aksine fiziksel dinyadan aldigimiz verilerle nesneleri
kuruyoruz. Ama sunu iyi kavramak gerekli: Bunlar bizim oérintilerimiz. Cogu zaman hakkinda
konustugumuz seyler fiziksel nesnelerin kendisi degil, bunlarin bizde biraktiklari etkileridir.
Zihnin mantik yapisini bozan bir dis etmene maruz kaldigimizda (anestezi aldiginizi distnin)
ortada o an masa dedigimiz sey kalmiyor, baska duyumlarla baska seyler kuruyoruz. Diger alti
cizilmesi gereken nokta ise bunun psikolojik dedil fiziksel bir durum olmasi. Bu tipki iki kameranin
konumlarinin ve zamanlarinin farkliligindan 6tirQ higcbir zaman ayni gorlntiyl goésteremeyecek

olmasi gibi fiziksel bir durum.

Ozgen’in islerine gecmeden énce bir baska felsefecinin nesne tanimina daha basvurmak faydali
olacaktir. Bertrand Russell nesnenin “nedensel iliskiler ile birbirlerine baglanmis olaylar dizisi”
oldugunu séyliyor.® Bu yine bir bilim insaninin gérdigimiz nesne icin “kipir kipir partikaller

yigini” demesine benzetilebilir. Hicbir seyin statik olmadigini bildigimiz gibi algilayisimiz da statik

2 Alfred Jules Ayer, Dil Dogruluk ve Mantik, Cev. Vehbi Hacikadiroglu, Metis Yayinlari, s. 41.

3 Bertrand Russell, Felsefe Sorunlari, Cev. Vehbi Hacikadiroglu, Kabalci.

able to communicate or even survive. When one said ‘black’, one might have meant a totally
different sensation, for example the one that relates to orange, and this would have made things
quite difficult. It is important to underline that there is a “transitive” relationship here. The thing
that you call ‘black’ at that moment might be a gray that | perceive at the same moment. Even
though the possibility of it being orange is relatively lower, these are different sense-contents

that have totally different color fields.

A. J. Ayer defines the objects as "logical constructions out of sense-contents". It is how we call
all different sense-contents “black”. Thus, when we state that we see a table, we are actually
making an odd statement because a table is not a tangible thing that can be seen or held. We talk
in this manner to make life easier. We would be baffled if someone seriously asked us to “show
the table”. We could only mention colors, shapes, geometrical relationships, textures, sense-
contents that we were able to group together or things that we are able to talk about. However,
none of these are a table. If we were to ask a scientist, he/she would probably say something
like “there is no table here, there is a restless molecular mass”, and would build an even more
abstract model that is incompatible with all of our intuitions. Thus, we “build” things like table,
chair, painting with sense-contents that are external to our bodies, through logical patterns

on our minds. In order not to be misunderstood, | would like to underline that this situation

does not relate to the Platonist ideas that assert the world is nothing more than an illusion. On
the contrary, we build objects with the data that we gather from the physical world. But it is
important to grasp that these are our patterns. At most times the things that we talk about are
not the physical objects themselves, but their impact on us. When we are exposed to an external
factor that distorts the mind’s logical structure (for example when you are on anesthetics), the
thing that we call a table disappears, and we form different things with different sensations.
Another important point to make is that this is not a psychological but a physical situation. This
situation is as physical as the fact that two cameras will never be able to show the same image

because their positions and timings are always different.

Before proceeding into Ozgen’s works it is helpful to consult how one more philosopher defines
an object. Bertrand Russell states that object is “a series of events that are connected to each

other through causal relations™. Again, this is similar to a scientist talking about an object as

2 A. J. Ayer, Language, Truth, and Logic, 1952, p. 30-31.

3 Bertrand Russell, The Problems of Philosophy, 1912.






degildir. En duragan nesneler bile minik olaylardan, onlar da baska olaylardan olusuyor. Her sey
Olcegimize gore ya cok yavas ya da inanilmayacak kadar hizli bir sekilde degisiyor. Bu nedenden
otlrd ashinda “nesne” dedigimizde “bir olaylar dizisinden” bahsediyoruz. Ayrica, zihnimizin farkh
duyumlari 6rnekleyerek soyutlamasina hareketin kendisi de dahil. Baska bir deyis ile benzer duyu
iceriklerini grupladigimiz gibi, benzer degisimleri de gruplayarak taniyoruz. Ote yandan her seyin
strekli hareket ettigi bir dinyada yasamak imkansiz olurdu. Clinkii daha fazla enformasyona,
tim o bitmek bilmeyen detayl hareketleri “algilamamiza” yasamimizi strdirmek icin ihtiyacimiz
yok. Diinya statik olmamasina ragmen, zihnimiz bircok seyi dyle algiliyor. Farkli farkl olaylari
birbirlerine nedensel bagintilarla ilistiriyoruz. Ornegdin havada ucan bir kusu bir “stireklilik” icinde
algilayabiliyoruz. Kusun 6nce orada olmasiyla simdi burada olmasini bir nedensellik zinciri icinde

kuruyoruz.

Nesneler, olaylar olduguna gére, seylerin “ne oldugu” ile degil, “nasil degistikleri” ile ilgilenmeliyiz.
iste Ozgen de tam olarak bunu yapiyor. ideal temsillerle degil, deneyin kendisiyle, timelle degil
tikelle ilgileniyor. Bir seyin ne olduguna dair metafizik sorular sormuyor, her seyi birbiriyle géreceli

olarak degisim tizerinden modelliyor.

Nesneye dair (oldukca kaba da olsa) bir giris yaptigimiza gére, Ozgen’in calismalarinin bu tiirden
bir bakis acisiyla ne tir yakinliklar kurdugunu céziimlemeye baslayabiliriz. Sergide siyaha
boyanmis bitisik iki duvar var. Duvara bir spot i1sik yansiyor. Haliyle 1sik, duvarin siyah renginin
tonunu isik kaynagina en yakin noktadan cevresine (resmin sinirlarina) dogru gecisli bir bicimde
aciyor. Duvarda bazi boya lekeleri var. Bu lekeler, isigin yarattigi ton farkliliklarini yansitacak
sekilde, duvardaki renk ne ise onun neredeyse aynisi olacak tonlarda strilmus. Bu pigmentler
ayni zamanda bir masanin lizerindeki minik posetlerde de yer aliyor. Duvarda ne kadar konum
varsa, masanin lzerinde de ayni sayida poset var. Mekandaki diger bazi duvarlarda ise izometrik
cizimlerden, oklardan, sayilardan ve i1zgaralardan olusan sergiye ismini veren “yénergeler”
bulunmakta. Yonergeler, bu duvara potansiyel olarak yapilabilecek bazi resimlerin nasil
gerceklestirilecegini kendilerine 6zgl bir dille gésteriyor. Bunlar, hangi siralamayla boyamanin
yapilacagini, hangi renklerin birbirleriyle karismasi gerektigini ve kac hamlede boyamanin bitmesi

gerektigini gosteren cesitli isaretlemelerden olusuyor.

Nesnenin bir olaylar dizisi oldugunu tekrar hatirlayalim. Mekan ise bu olaylari baska olaylarla
goreceli olarak iliskiye sokabilmemize olanak taniyan, cesitli seylerin konumlari arasindaki iliskileri
kurmamiza yarayan referanslarin ortami olarak diistiniilebilir. Ozgen’in sergisinde bu anlamda

farkli mekanlar var. Bunlardan ilki duvarlar. Duvarlar sergide bir tasiyici olmaktan cok uzakta,

a “restless mass of particles”. As we already know that nothing is static, our perception is also
not static. Even the most stable objects consist of small events, which consist of other events.
Everything changes either very slowly or unbelievably fast, depending on our scale. This is why
when we talk about “an object”, we talk about “a series of events”. Moreover, the movement itself
is included in our mind’s abstraction by sampling different senses. In other words, just like we
group similar sense-contents, we also recognize similar changes by grouping them together.

On the other hand, it would have been impossible to live in a world where everything moves
constantly. Because we do not need more information or to “perceive” all those endless and
detailed movements to survive. Although the world is not static, our mind perceives many things
as such. We stitch different events together with causal relations. For example, we are able to
perceive a flying bird in a “continuity”. We form a causal chain between the bird first appearing

over there and now here.

Considering objects as events, we need to be concerned not with “what things are”, but with “how
they change”. This is exactly what Ozgen does. He is not concerned with ideal representations,
but with the experiment itself; not with the universal, but with the particular. Instead of asking
metaphysical questions concerning what something is, he models everything in regards to the
changes that take place in relation to each other.

After this broad introduction about what an object is, we can proceed to analyzing what sort of

connections do Ozgen’s works make with this perspective.

The exhibition features two adjacent walls painted in black. A spot light is reflected on the wall.
Naturally, the light gradually lightens the tone of the black from the closest point to the light
source towards the painting’s corners. There are some paint strokes on the wall. These strokes
are wiped in the same tones as the color on the wall, in order to reflect the differences in tonality
caused by the light. These pigments are also placed in small bags on a table. The number of
positions on the wall matches with the number of bags on the table. Some of the other walls in
the gallery feature the “instructions” which give the exhibition its title, and consist of isometric
drawings, arrows, numbers and grids. In their own language, instructions show how some
paintings could potentially be made on this wall. These are various markings showing the right
sequence to follow when painting, which colors should be mixed together and in how many steps

the painting should be finished.

Let us remember that an object is a series of events. Whereas the space can be considered as

a setting of the references that allow us to relatively relate these events with other events and



dogrudan calismanin kendisini belirleyen unsurlar. Duvar, calismanin ilk Gretiminin gerceklestigi
olayin diizlemi olurken (tipki bir matematikcinin temel yapilar kurarak giderek karmasik olanlara
gitmesi gibi) onun sinirini da olusturuyor. Ozgen’in sergisi bu yéniyle kapali bir sistem; belirli
sinirlarla, belirli 6gelerle ve belirli eylemlerle yapilabilecek resimsel olasiliklarla oynanan sanal

bir oyun. Baska bir yonuyle ise resim yapma eylemini, dis diinyanin verilerini, zamani ve 1sigi
icermesi nedeniyle siirekli yeni enformasyonlar tretebilecek acik bir yapi olarak ele aliyor. Ozgen
tam da bu gerilim hattinin tzerinde, Akilcilik’la Deneycilik ayrimina kadar izini stirebilecegimiz bir

tartismanin olanaginda sanat yapiyor.

Sergi, uzamsal iliskilerin birbirlerine haritalanmasi tzerine kurulu oldugundan, haritalamanin
gerceklesecegi baska mekéanlar da bulunuyor (bir seyi baska bir seye haritalamak icin en az iki
sey gerekli). Bunlar posetlerin Gizerine konuldugu masa ve 1zgara cizimlerinin yer aldigi kagitlar.
Izgara, tipki Albert Direr’in Uzanmis Bir Kadinin Perspektif Cizimini Yapan Ressam (1600
dolaylari) calismasinda oldugu gibi farkli iliskileri birbirlerine haritalamaya yarayan referans
diizlemini olusturuyor. Ornegin duvardaki koordinatlarda yer alan bir “boya lekesinin masanin
Gzerinde hangi posette oldugunu” ya da “diagramlardaki koordinatlarin mekanda nereye denk

geldigini” kavrayabiliyoruz.

Esleme ya da haritalama tiim sanatcilarin gerceklestirdigi bir eylem. Sanat aslinda hep bir veriler
dizisini baska bir ortamda baska birtakim veriler ile gosteriyor. Bu anlamda bir ressamin bir
manzara resmi yapmasi da bir haritalama: Ressam gordugu veriler dizisini yorumlayarak, baska
bir veriler dizisiyle (tuval yiizeyi, renkler vb.) eslestiriyor. Ozgen ise bu eslemeyi dogrudan
calismasinin konusu haline getirerek sanatin karmasik Gretim bicimlerinin altinda yatan mantigi
sorguluyor. Yaptigi haritalamanin olduk¢a 6zgln olan tarafi ise duvarin kendisini duvar resmine

haritalamasi. Baska bir deyisle duvarda gordiklerini yine duvara resmediyor.

Mekani, ondan ayri diisiinemeyecegimiz bir boyut daha var: Zaman. Bana kalirsa Ozgen’in
sergisini gecmis sergilerinden biiyiik élciide ayiran bu meseleyi iceri almis olmasi. Ozgen bu
sergide bir atolye sanatcisi olarak degil bir “lokasyon sanatgisi™ olarak tretim yapiyor. Mekana
gidip, onu calismanin temel unsuru haline getirerek, orada bir performans gerceklestiriyor.

Zamanin calismayla olan bag, iki haftaya yayilan bu slrecte, mekdnda duvarlar, boyalar ve masa

4 Carl Andre’nin ifadesi. Carl Andre: 'Works of art don't mean anything’, TateShots, 10 Nisan 2014. Erisim: https://www.tate.org.uk/art/

artists/carl-andre-648/carl-andre-works-art-dont-mean-anything

form the relations between positions of various things. In that sense, Ozgen’s exhibition consists
of different spaces. First of all, the walls in the exhibition are far from functioning as carriers; they
directly determine the work itself. While the wall becomes the surface for the event that takes
place for the first production (just like a mathematician forming basic structures to reach to more
complex ones), it also defines its limits. In that sense, Ozgen’s exhibition is a closed system; it is

a virtual game played with possible paintings that can be made with certain limitations, elements
and acts. From a different aspect, he handles the act of painting as an open structure that can
continuously produce new information because it contains time and light. Ozgen makes art on
this tension line, allowed by a dispute that we can trace until the parting of Rationalism and

Empiricism.

Because the exhibition is formed on spatial relations mapped onto each other, there are other
spaces that mapping will occur (at least two things are necessary in order to map something

to another thing). These are the table that carries the bags and the papers that feature grid
drawings. Just like in Albrecht Durer’s Draughtsman Making a Perspective Drawing of a Reclining
Woman (circa 1600), the grid functions as a reference plane used to map different relations. For
example, we are able to understand the coordinates on the wall which states “in which bag on the
table is the color stain” or “where exactly do the coordinates in the diagram corresponds to in the

space”.

All artists use mapping. Art always shows a data set in a different setting with different data.

In this sense, a painter making a landscape painting is also mapping: Painter interprets the set
of data that he/she sees, and maps them with a different set of data (surface of the canvas,
colors, etc.). Ozgen, on the other hand, makes this mapping directly the subject of his work and
questions the logic behind the complex production methods. The genuine aspect of his mapping
is that he maps the wall itself onto the wall painting. In other words, he paints on the wall, what

he sees on the wall.

There is another dimension to space that we need to consider: Time. In my opinion what makes
Ozgen’s exhibition different than his previous ones, is the fact that he takes this matter inside.

In this exhibition, Ozgen works not as a “studio artist” but as a “location artist™. He goes to the

4 Carl Andre’s statement, “Carl Andre: 'Works of art don't mean anything'” TateShots, 10 April 2014.

https://www.tate.org.uk/art/artists/carl-andre-648/carl-andre-works-art-dont-mean-anything



Gzerinde gerceklesen bu performans ile sinirli degil.

Calismanin zaman boyutunu vurgulayan en énemli unsur isik. Istk, Ozgen’in 1zgarasina Kartezyen
bir 1zgara olarak bakmamiza engel de oluyor. Sanatci, Gizerine isik disen bir duvarin renklerini
buluyor, diiz siyah bir duvarin degil. Gérdigimuz 1sik, elektromanyetik spektrumun gézimuizin
algilayabildigi bir kismi, bir dalga boyu olan, titresen, olaylari gérmeye neden olan, gortilen olayla
izleyicinin arasindaki zaman farkini kavramaya neden olan sey. Bu ylzden isik, nesne ve gozlemci

arasinda objektif ve kalici olmayan, dinamik bir iliski var.

Diger taraftan 1sik, resmi bir optik illiizyon olarak degil, bir olay olarak kavramaya da neden oluyor.
Bir mekandaki duvar resminden geleneksel anlamdaki beklentimiz, isigin homojen olarak resmin
Gizerine yayilmasidir, cink( dis dinyanin resme midahale etmesini arzulamayiz. Sinemanin
karanlik olmasinin gerekcesi budur. Sahne mimkiin oldugunca disaridan kopmalidir aksi halde
resmin diinyasina kendimizi bitiniyle veremeyiz. Ozgen ise tam tersini yaparak resmi giicli ton
farklarinin oldugu bir i1sikta hazirliyor ve olusan bu ton farkini resmediyor. Isik resmin icindeki
ideal bir konumdan degil, resmin ait oldugu mekandan geliyor ve bu gelis anini resmi izlerken

hala deneyimlemeye devam edebiliyoruz; resmi yapan seyin resmi yapisini bir anlati icinde dedil,

gercek zamanli olarak goériyoruz.

Bu gercek zamanlilik, Ozgen’in calismasini 6zel bir konuma tasiyor. Ozgen’in resmi, gercek
mekanla resmin ideal mekanini, izleyicinin zamaniyla resmin temsili zamanini ayirmiyor, hepsini
ayni katmanda kuruyor. Bu neden cok 6nemli? ClUnk{, resmi idealizmin evreninden uzaklastirirken;
bir temsil ylizeyi degil de bir nesne olarak kurarken, formalistlerin 6nerdigi yontemin disinda bir
yéntem &neriyor. Resmin bicimiyle icinde bulundugu mekanin fiziksel sartlari arasindaki olay
tabanli iliskiyi gézim(zln 6nline asla reddedemeyecedimiz bir sekilde yerlestiriyor. Formalistler
resmi temsilden koparmaya calistiklarinda zamanla bagdini kopararak geometrik bir evrene
yerlestirmek zorunda kalmislardi. Ozgen’in resmi ise soyut olan, fiziksel diinyanin (izerinden insa
ediyor. Bu fiziksel sartlari degistirmeye kalktigimizda calisma anlamini timuyle yitiriyor. Tuval
degil de duvar resmi olmasinin nedeni de yine bu zorunlulugun vurgulanmasina dayaniyor. Resmi
goérmemizi saglayan seyler (6rnegin 1sik ya da pigmentler) bir yardimci 6ge, bir altyapi 6gesi dedil,
calismanin parcalari. Resmin yapilisindaki isik, bitmis resimde bir yere gitmiyor, hala onu yapmaya

devam ediyor.

Ozgen’in sergide temsile tek basvurdugu nokta, duvara yapilabilecek potansiyel resimleri

gosterdigi cizimler. Bu cizimler aktlel olarak deneyimlediklerimizinden elde edilen verilerle

space, turns it into the fundamental element of the work, and makes a performance in there. The
connection between time and the work is not only limited to the process that took two weeks, the

walls that were painted, paints and the performance that took place on the table.

The most significant element that emphasizes the work’s connection with time is the light. Light
also prevents us from looking at Ozgen’s grid as a Cartesian grid. The light sheds on the wall,
and the artist finds the colors on the wall, which is not simply a black wall. The light that we see,
is part of the electromagnetic spectrum that an eye can perceive; it has a wavelength, it flickers,
it allows sight and allows the perception of the time difference between the event and the
audience. Thus, there is an ephemeral, objective and dynamic relationship between the light, the

object and the observer.

On the other hand, light causes the painting to be perceived as an event, rather than an optic
illusion. Conventionally, we expect the light to spread on the painting in a homogeneous way
because we would not fancy the outside world to interfere. That is the reason why movie theaters
are dark. The stage should break away from the outside as much as possible, otherwise we

would not be able to fully devote ourselves to the world featured in the painting. Ozgen does

the opposite: he makes the painting in a light where there are strong differences in tonality, and
paints these tonal differences. The light comes from the space that the painting belongs to,

not from an ideal source from the painting, and we are able to experience this moment of light
coming in while we are looking at the painting. We see the thing that made the painting making

the painting, not as part of a narrative but in real-time.

This real-time feature carries Ozgen’s work to a distinct level. Ozgen’s painting does not
differentiate between the real space and the ideal space of the painting, or the viewer’s time
and the representational time of the painting; he forms all this on the same layer. Why does
that matter? Because he moves painting away from the universe of Idealism, he forms it as an
object rather than a representational surface, and offers an alternative to the methodology of the
formalists. He places the event-based relationship between the painting’s form and the physical
conditions of the space that hosts it, in front of us in a manner that is impossible to avoid.
While trying to remove painting from representation, formalists broke painting’s connection
with time, and they had to place it in a geometrical universe. However, Ozgen’s painting forms
what is abstract over the physical world. When we attempt to change the physical conditions,
the work loses its whole meaning. It is a mural painting, not a canvas because he underlines the

same necessity once again. The things that allow us to see the painting (for example light or
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(isimlendirilmis boya posetleri) baska hangi sekillerde resim yapilabilecegini gosteriyor. Dolasiyla
yine fiziksel olana dogrudan baglilar, clinki o cizimleri strekli olarak su an gérdigimiz
diizenlemeyle kiyasliyoruz. Bu mekan icin yapilmislar ve mekanin mimari 6zelliklerini kullaniyorlar.
Bu cizimlerin benim icin en dederli tarafi ise olaylari ve mekani tek bir gerceklik seklinde
algilamamiza izin vermemeleri. Mekén bizden, gézlemciden bagimsiz degil. O halde tek bir
diizenlenme tarzi yok. Ozgen bu potansiyellerin sonsuza dek acilabilecek dilsel olanaklarini
gosterirken aslinda sanat yapmanin, konusabilmenin, diinyaya dair bir seyler séyleyebilmenin

neden olanakli oldugunu sunuyor.

the pigments) are only supporting elements, they are not foundational. The light that was there

during the making of the painting does not go anywhere, it continues to make the painting.

The only works that Ozgen makes use of representation, are the drawings where he shows the
potential paintings on the wall. These drawings show in which other ways could a painting be
made, using the data (named bags of painting) from the actually experienced ones. Thus, they
are directly connected to the physical because we constantly compare those drawings with the
arrangement that stands before our eyes. They are made for this space and they make use of the
architectural features of the space. To me, their most valuable attribute is that they do not allow
us to perceive the events and the space as a single reality. The space is not independent from
us, the observer. Then, there is no one way of arrangement. While showing the infinite linguistic
possibilities of these potentials, Ozgen actually presents why it is possible to make art, to talk, to
state things about the world.






Yerlestirme: Duvar Uzerine su bazli boya (280 x 660 cm), ip (122 m), 65 adet civi, 2 adet masa (92 x 72 x 144 cm), 2 adet masa lambasi, 196 adet adlandiriimis boya poseti
Installation: Water-based paint on wall (280 x 660 cm), Rope (122 m), 65 nails, 2 tables (92 x 72 x 144 cm), 2 table lights, 196 pieces tagged paint bags, 2019
















CLSM: TSLK #1

Aliminyum Uzerine sivanmis kagit zerine

kursun kalem ve akrilik
Drawing and acrylic on paper mounted on
aluminium 50 x 59 cm, 2019




CLSM: YNRG #1

K&git izerine kursun kalem ve akrilik
Drawing and acrylic on paper

51x 71cm, 2019



CLSM: TSLK #2

Aliminyum Uzerine sivanmis kagit Gzerine
kursun kalem ve akrilik

Drawing and acrylic on paper mounted on
aluminium
50 x 59 cm, 2019




CLSM: YNRG #2

K&git izerine kursun kalem ve akrilik

Drawing and acrylic on paper
50 x 70 cm, 2019




CLSM: TSLK #3

Aliminyum Uzerine sivanmis kagit Gzerine
kursun kalem ve akrilik

Drawing and acrylic on paper mounted on
aluminium
50 x 60 cm, 2019




CLSM: YNRG #3

Aliminyum UGzerine sivanmis kagit Gzerine
kursun kalem ve akrilik

Drawing and acrylic on paper mounted on
aluminium

50 x 70 cm, 2019



CLSM: TSLK #4

Aliminyum Uzerine sivanmis kagit Gzerine
kursun kalem ve akrilik

Drawing and acrylic on paper mounted on
aluminium
50 x 60 cm, 2019




CLSM: YNRG #4

Aliminyum UGzerine sivanmis kagit Gzerine
kursun kalem ve akrilik

Drawing and acrylic on paper mounted on
aluminium

50 x 67 cm, 2019



CLSM: TSLK #5

Aliminyum Uzerine sivanmis kagit Gzerine
kursun kalem ve akrilik

Drawing and acrylic on paper mounted on
aluminium
50 x 60 cm, 2019




CLSM: YNRG #5

Aliminyum UGzerine sivanmis kagit Gzerine
kursun kalem ve akrilik

Drawing and acrylic on paper mounted on
aluminium

50 x 59 cm, 2019
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CLSM: PLT #1
Duvar Uzerine akrilik Acrylic on wall, 35 x 65 cm, 2019
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