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Bir ¢izgi o tut-
gimiz sey ise gerceklik.

gim cizgiler kadar 6nemli-

Yaprtimdaki her seyin énem tasi-
masini istiyorum. Eger bir gélge varsa

o golge ¢izdi
seyin bUtUnu bir kurgu. Kurgu vasitasiyla

olmasaydik ¢izgi de var olamazdi. Her
anlatmaya ¢alisti

uydurur. Yirtilmis bir ¢izgi sonsuz olasiliga
sahiptir, tipki yasam tutkusunun ancak
dir. Eger bir ¢izgi varsa, o ¢izgi kesinlikle
muUkemmel bir ¢izgi olmalidir. Biz insan

kopusla kesfedilmesi gibi.

kuyu icerebilir.
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Insan o glzel, sessiz sakin saatlere
doyamiyor. Su anda tek 6zlemim
bu. Dunyayla bagimi koparmak
ve kendimi kitaplarda, isimde ve
dusincemde kaybetmek.

Paul Klee'nin giincelerini okuyorum.

Klee’dekine benzer glice ve inanca
sahip olabilmeyi arzu ediyorum.
Emily Dickinson’in inancini,
Kandinsky'nin tinselligini, Virginia
Woolf'un kelimelerle yarattig1
glzelligi arzu ediyorum —bir estetik
askiya alinma durumunda kalmak
istiyorum. Turuncu Gtince 1981
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Esnek olmayan bir karenin baska bir sey
yapmasini nasil saglayabilirsin?

Kare benim igin felsefi ve duygusal
dneme sahip. Bir giin atélyemde sekli bo-
zulmus ¢izgisel lateks bir kare fark ettim.
Bu gézlemden bir dizi yapit ortaya ¢ikti.
Baskalasmis kareler dedim bunlara. Bir
kareyi alin sézgelimi, eger esnekse her tdr-
|G sekli alacaktir. Bronx MUzesi'nde bu isi
yapmaya ilk basladigimda neler olacagini
kestirebilmenin herhangi bir yolu yoktu.

Kendilerini yeniden yaratan cizgilerle
ilgili de ayni seyi hissediyorum. Bir stre
ayirir, bir ¢izgiyi alip onu zamanla iliskilen-
direbilir ve dénUstirmeye devam ederse-
niz, o da kendini dénUstUrur. Nereye kadar
gidebilecegini ve ne zaman duracagini
gdérmek bana ilging geliyor. Yapitin icinde
duracagdi gibi sizin icinizde de duracaktir.

Pythagoras, doganin ahenginin ge-
ometrik sayilara dayandigini kesfetmisti.
Gorsel dUnya ve ses dinyasi kesin sayi-
larla ddzenlenir. S6z konusu yapi goérsel
dtnyamizin iki evrensel deneyimine da-
yanir: Yercekimi dUseydir ve ufuk ona dik
actyla uzanir. Bu kesisme, gorsel alandaki

bu ¢caprazlamalar dikey aginin dogasini
saptamistir. Deneyimin dikey acisini dort
defa cevirip geri geldiginizde hipotenus-
ten dogan bir kareyle beraber yergcekimine
ve ufkun kesisimine ulasirsiniz.

Kare gibi siradan bir nosyonu ali-
yorum ve “bu ¢ok dnemli, cok eskilere
dayanir” diyorum. Kare bizi insan yapan
seylerle iliskileniyor ve ben de kareyi ya-
rattigim imajlarda gérsel bir unsur olarak
kullaniyorum. Fiziksel bir karenin amacinin
merkezlilik oldugunu, o merkezin bizler
oldugunu anlatmayi ve merkezimin ya
da ona bakan kisinin merkezinin karenin
merkeziyle baglanti kurmasini ve karenin
fiziksel glictinl hissetmesini istiyorum.

Zaman ve mekan kat, statik bir kube,
geometrik bir hapishaneye dontserek
birlesti ve kendimi ¢ok huzursuz
hissediyorum. Bu seyahat boyunca
bircok farkl su kiitlesi bana kendimi
hapsedilmis hissettirdi.

Bilinmeyen Gtince, 28 Temmuz 1978%

sdzcukler sayilar gizgiler

Kaynaklarin tasarrufu ifadenin
cokluguna yol acar.

Amacin berrakligi.

Bir cizgi nedir?

Bir yatay cizgi?

Bir cizginin 6mri ne kadardir?
Siyah Gtince, 6 Mayis 1974
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insanin suyla ilgili kag farkli duygusu
olabilir?

Oraya “Okyanusun Dili” diyorlar.
Oraya dalmak i¢in 180 ayak dalmalisiniz,
son nokta, yani vurguna maruz kalma-
dan dalinacak son nokta. Bunu yapmak
icin de ¢calismak gerekiyor, size bakiyorlar
ve dalip, dalamayacaginizi séyltyorlar.
Velhasil bizi géttrduler, esimle birlikte,
bu dalmay! yaptigimizda ben ¢ok muh-
tesem bir sey yasadim. Bahamalar’'da 75
ayaga kadar renk var, fakat ondan sonra
bir renksizlik var, 1sik kesildigi icin gri, si-
yah-beyaz bir dinyanin i¢indesiniz.

“"Okyanusun Dili"” bir duvar ve
inerken o duvara odaklanarak inmeniz

bilge friedlaender

LIifE RELATED satail

P e LT R v ——————

| £ D L] e —

Nesne hayati ne kadar 6nemlidir?
Hayatimizla ne sekilde iliskilenir? Fikirler
kendi baslarina estetik deneyimler
olarak var olabilir mi?

Ruzgérda hareket eden yapraklar
izlerseniz, her birinin kendi yapisina gére
belirli bir sekilde hareket ettigini gorirsu-
niz. Dalgalari izlediginizde, yollarina ¢ikan
engellere bagli olarak gelisen bir cizgiler ve
kinsmalar silsilesi karsiniza ¢ikar. Dogada,
doganin yapisinda, hareketinde, zamanin
seyleri degistirme seklinde ¢okg¢a tekrar
vardir. Bir dizen ve bu dizenin de kendisi-
ne ait bir orani mevcuttur. Doganin kendi
sayilari vardir ve insanlar da ylzyillardir bu

Su sicakligr 23°C

Duvar basliyor

Yukar1 bakiyorum

Agirliksiz.

gizemi ¢d6zmeye c¢alisirlar. Bana en ¢ok he-
yecan veren sey, islerime zamani, tekrari ve
seylerin gizemli sayisal yapisini dahil etmek.
Deniz kabugunun sirti hatlarini nasil
da dalgalardan alir! Dért strekli ¢izgi, daha
kisa olan besinciyle bir takim olusturur.
Her bir takim, dalgalar gibi, bir digeriyle,
zamani beyazla isaretleyerek desteklenir.
Sonra ne olur ne olmaz, biz beyazi garanti
olarak gérmeyelim diye doga zamanin
icine biraz pembe ve biraz sari damlatir.
Doganin zamani yapilir, ¢dzGlUr, yeniden
yapilir, asla sabitlenmez. Bir deniz kabugu,
doganin dalga cizgilerindeki zamani
dondurma seklidir.

Gorls yuz yirmi beg ayak

YUz seksen bes ayakta

Hava kabarciklari karanlik mekéan icinde kayboluyor
Asagiya dogru 6.000 ayak

Bilinmeyen, genisleyen mekan

Sallanan beyaz stingere bakiyorum

Bir gizem icine dogru sallanan yumusak parmaklar gibi

Baslangicsiz ve bitimsiz.

Siyah Gtince, 26 Temmuz 1973

gerekiyor, orada ne yukarisi var, ne asagisi
var, ne kenar var, hi¢bir sey yok, siz de
yoksunuz. Orada eder bu sarhoslugu
yasarsaniz dibe gitmek de var. Bunu
yasadigim zaman bende muhtesem bir
transformasyon oldu, mekén anlayisimda
bir degisme oldu. Eve d6ndigim zaman
bunun etkisiyle her seyi bir kenara attim,
yeniden bir resim icat etme ¢abasina
girdim ve resim olmayan resimler
yaptim. Suyu anlatan, yani mekanin
mekdansizligini anlatan resimler yaptim.
O siralarda Boston'da yasiyordum,
bu eserleri ilk defa orada ortaya ¢ikar-
dim ve serginin acildigi gece eve kactim,
saklandim. Herkes bana gilecek dedim,

CUnkU ben bile bunlarin ne oldugunu bil-
miyordum. Velhasil insanlar bana gdlme-
diler ve ondan sonra baska sergiler, daha
blyUk sergiler oldu. Ben bunlar kdgida
dokebilmenin yollarini arastirmaya devam
ettim. Kagidi t¢ boyutlu yapmaya bas-
ladim gene suyu anlatmak igin, G¢-dért
yil sadece su resimleri yaptim, ama suya
benzer resimler degildi, suyun ruhunu
anlatan resimlerdi bunlar. Her seyin ruhu
var, ruh sadece bize ait degil.
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Neden kitaplar yaptim?

Ben neden kitap yaptim? Benim
bilingcaltinda Turk olmamdan kaynaklanan
bir sey bu. Burada Mukaddes kitaplari
gdérmis olmam, kitabin bir sanat oldu-
gunu bilmem. 1977'de Massachusetts
Universitesi Galerisi’'nde acilan bir sergide
katalog yapamadilar, ben de eve gittim
kendi katalogumu yaptim ve o benim

12

Kendimize nasil déneriz?

1965-75 yillari arasinda, deneyim-
ledigim haliyle mekanin kisisel bir sekilde
ifadelendirilmesiyle ilgilenen bir ressam-
dim. izleyicinin gérsel olarak icine girme-
sine mUsaade eden bir mekdn yaratirken,
resmin kenarini imge ve gercek hayat
arasinda bir araylz olarak kullandim. Bu
arayis beni malzemelerle, tuvalle ve ké&git-
la, alisilmamis tarzda ¢alismaya yoéneltti.

1977'den itibaren bu yapitlar gelisti ve
Amerika'daki iki akimin parcasi haline gel-
di; basli basina bir mecra olarak elyapimi
kagit ve sanatgr kitaplari belirdi. Samimi
ve ayni anda genisleyebilen bir form
olarak kitap, bana evrensel baglaminda
kisisel olani ifade edebilecedim ortami
sagladi. Yavas yavas islerim fiili mekéna
tasindi ve U¢ boyutlu hale geldi.

Kadin ressamlar, Eva Hesse, Agnes Martin.

ikisine de buyiik yakinhk duyuyorum —
Yapitlart hem duyusal hem de bigimsel

| |
Duyularin Zihnin

yasami yasami

Siyah Glince, 14 Agustos 1973

ilk kitabim oldu. O ilk katalogumun adi

“ SOZCUKLER/SAYILAR/CiZGILER".
Yaprtlarimin sé6z dagarcigindan olustu-
rulmus bir sézclk ve imge makalesiydi
ortaya ¢ikan ve i¢inde sdzcukler, sayilar ve
gizgiler vardi. Her bir portfolyodaki kolaj
isi birbirinden farkli, ¢inkd her birinin ayr
ayri yapilmasi gerekiyor ve bu da isi eglen-
celi kiliyor. Hepsinin tesiri farkl. Benim

en ¢ok sevdigim islerden biri bu kitaplar
yapmak, onlari yasamak.

Sanatin metrelerce olup, blytk
mekanlar i¢in yapilmasi, ben de dahil ol-
mak Uzere bazi sanatcilar rahatsiz eden
bir sey. Bu akimin altinda “Kendimize
nasil déneriz?” sorusu yatiyor. O yildan bu
yana ben kitap yaparim.

sdzcukler sayilar gizgiler
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Bir kitap nedir?

Kitap insan zekasinin kaydidir. Zeka,
bir yapiti bUtdn duyularimizla algilaya-
bilme ve algilanani bir iliski halinde ifade
edebilme yetenegidir. Bir kitap bir iliskidir.
Yaratici ve yaratilan, yaratici ve dinya,
kitap ve dlnya arasindaki iliskidir. Kitap
formu, insan zek&sinin dogrulanmasi ve
bu iliskinin aktarilmasi istegidir.

Matbaa teknolojisinin icadi bize kita-
bin bugtnkd formunu kazandirdi. Fakat
bu aslinda kitabin ortaya ¢iktigi formlar-
dan sadece bir tanesi. Magara resimleri
37.000 yil 6nceki bizi anlatan kitaplardir.
Kil Gzerine ¢iviyazilari, madeni dinyadaki
fosil izleri, bunlarin hepsi insanin dogayla,
zaman ve mekdanla iliskisi hakkinda bugt-
ne kalan bilgiler ve farkli iletisimlerdir.
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Kitap sunlar icin bir arag islevi gérur:

Bilginin ve yeni fikirlerin aktariimasi
(feminist yazinda oldugu gibi)

Dinya vizyonunun kelimelerle aktaril-
masi (siirde oldugu gibi)

Gorsel bir vizyonun aktarilmasi (sanat-
¢ kitaplarinda oldugu gibi)

Fiziksel dinyayi somut terimlerle
aciklayan, atomu pargalayan ve aya
gitmemizi saglayan teknolojik ilerlemeler,
insani, kaynagl dogada olan, ¢ok gerekli
yasam enerjisine yabancilastirdi.

Atomun nasil patlayip bizi mahvede-
cegini biliyoruz.

Kitabin bizi nasil kurtaracagini bilmi-
yoruz.

Kitap, formu acgisindan:
bir heykeldir
bir cizimdir
bir siirdir
bir anlatidir
bir mekandir
zamandadir
bir yuzeydir
somuttur
gecicidir
Gider

kendi i¢cine dogru

kendi disina dogru

ve zamansiz ve gizemlidir tipki
evren gibi. Sanatc Bildirisi, PEW Bursu, 1981

O bilinmeyendir. Dolayisiyla, bu kesinlik ve
ongorilebilirlik dinyasinda kitabin mechul
gelecedi bir seving kaynagidir.

...eger gidip 1s1ltis1 6ne cikan bir resme gercekten
bakarsaniz, o katmanlarin nasil olustugunu merak edersiniz.
Bu 06zelligin sadece boyada degil, st Giste koyulan her
seyde oldugunu hissetmeye basladim. Arkada olan dndekini
destekliyor, aralarindaki iliskinin bir gizemi var. Boylece
delikler kesip acmaya ve arkadakini tste bindirmeye
basladim. Bunlar1 mutasyonlar olarak gorityorum, bir sey
degisiyor ve bagka bir sey haline geliyor. Séylesi, 1977

bilge friedlaender 13



“Yeni Amerikan Kagrt isleri”sergisinde
Birlesik Devletler'den yirmi bes sanat¢inin
yapiti yer aldi. Bu yapitlarda cesitli
elyapimi kagitlar, tasiyici olarak degil

kendi dilleriyle, 6zellikle de sanat yapitinin

bir par¢asi seklinde kullaniimisti.
Biliyorsunuz ben elle yapilmis k&gitla

¢alisan bir sanat¢iyim. Bu eserin adi “ Nehir

/Ev/Kitap” (1981), bu benim ilk enstalasyo-

Resmin mekdni nedir?

Baslangigtan beri, soruyorum
“"Resmin mekdani nedir? Ben ne anlatmak
istiyorum?” Simdi benim meké&n anlamim
tamamen yasamimdan ortaya ¢ikan
bir sey. Ben aslinda vicuduyla ¢alisan
bir insanim, elim sadece vicudumun bir
ifadesi. Onun icin bu hareketi, vicudumun
hareketini, doganin hareketini, doganin

num, devamli kendini degistiren bir enstalas-
yon, bir kitap enstalasyonu, kendi nedenini
anlatan bir calisma.

1972'lerden 6nce bodyle bir kavram
yoktu, kadgidin tGzerine resim yapilirdi, kagidin
Gzerine ¢izgi ¢izilirdi, ama kagit gecici bir
malzeme oldugu icin, hi¢ bir zaman kendi
icinde degerli bir madde olarak gérilmezdi.

Ben zaten bu yillarda Amerika’dayim
ve tuvalle bocaliyorum, resim sevmiyorum,
tuval sevmiyorum, ama gizimi gok seviyo-
rum. Cizimi sevmem gene Akademi‘den
gelmis olmamdan dolayi, ¢tinkd orada en
¢ok sevdigim is kalemle cizmek idi. Velhasil
sevmiyorum tuvali ve diyorum ki “baska bir
sey olmall”. Benim tuvalden kégida gecisim
sikintidan, mekdn arastirmasi isteginden.
Biliyorsunuz sanatta bUtltn akimlar mekani
arastirir, |$|g| arastirir, Empresyonistler'den
tutun Dada’ya kadar hepsi mekéni arastirir,
mekdnin anlamini arastirir, mekdni soyutlar.
Somutu alir, onunla yeni bir dizen kurar, bu
kurulan dtzen de cogunlukla bizim dtnya
goristimuzin degismesinden kaynaklanir.
Kendi sinirlarimizi evrende degistirdikce, sa-
nat kendisi icin yeni bir mekdan arar.
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Ucak havalanirken hayatta olma
durumuna odaklan. Duyularimi
kontrol ediyorum ve bu insan yapimi
mucizenin icinden, Uizerinde asili
kaldigim diinyaya bakiyorum. Ik énce
diizenli arazi parcalari ve suyollari
gdzlime carpiyor, sonra bulutlarin
Uzerine cikiyorum, oylesine beyaz

ve agirliksiz bulutlar. Delaware

Nehri Uzerinden ucuyoruz, Atlantik

(fpet that Lawst Lt
Okyanusu’'na dokuldigu yerde
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| .
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cizgilerin muhtesem oruntisu.
Sanatimizin artik sadece natiirmort

ve insan formuyla iligkilenmekle
yetinmedigine sasmamak gerek.
Ufuklarimiz engin, dinya bilincimiz
cok genislemis oldugundan, yeni bir
gorsel dil yaratmak zorundayiz.
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gerceklik diyebiliriz?

bilge friedlaender

Simdi gecenin sessizliginde masamda oturup, butin
bunlarin ne anlama geldigini anlamak icin kafa yoruyorum.
Bir gerceklik var mi? Gergeklik nedir? Yapraklar: kemiren
su ahsap guvesinin sesi mi? Bunun 6tesinde bagka neye

sinirsizligini bu yaptigim islerin icine nasil geti-
recedim sorusu var.

insanlik, apartmanlar ve asiri kalabalik
kentler gibi klcuk yerlere sikismis durumday-
ken, mekdn ve boyutla mesgul halde. Ama
actk denize, okyanusa gittiginde mekan bu-
yUkltgind dastinmezsin. Oradasindir ve i¢inde
genislemeye baslarsin, onun hakkinda distne-
rek. Resimlerde de bdyle olmasi gerek.

Ozgiin olmak ne demektir?

Yaprtimin benim aynam olmasini,
bana kim oldugumu séylemesini istiyorum.

Bir sekilde, insanin kendi benligine
karsi olan sahiciligi, orada, disarida gor-
dugu dunyaya —fiziksel dinya- benzer gibi
geliyor. Hayat gercektir. Kalp atisi, kan aki-
si, bebegin tekmesi, hepsi gercek. O zaman
ben de o dlzeyde gercegim. Bir de insan-
larin spiritGel adini vermis oldugu baska bir
dUzey var. Kisinin benliginin bir parcasini
olusturan, fikirlerin gercek diinyasindaysa
boyle bir ayrim olmamasi gerekir. Fiziksel
gercekten spiritlel gergcek yesermelidir.
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Gergeklik nedir ve kimin gercekligi esas
gercektir?

Simdi bedenimde hissederek di-
yebilirim ki, gerceklik bir haletiruhiyedir
ve herhangi bir kisinin haletiruhiyesi bir
digerininki kadar gergektir.

Gelistirmek, ilgi ¢ekici bir yapiti haki-
katen yaratmak i¢in, bilingaltinda yatan o
delilikle, o karmasayla temasa gegmeniz
gerekir. Kendi kendinizi, oldugunuz hali

16

kabullenmelisiniz ve diinya da sizi boyle
kabul etmek durumunda kalacaktir.
Dunyanin bunu bir kadinda kabul et-
mesi bir erkekte oldugundan ¢ok daha
zordur.

Yani bir kadin acisindan, kendisine
o seyin olmasi i¢in izin vermek ¢ok daha
UrkatGctdar. Ama korkarim bu benim
icin zaten gergeklesti ve su andan itiba-
ren bltln deliligimi kabul edecedim.

Ah, hulyali Matisse deseni, sen nasil
var oldun. Matisse'in butiin hayati
boyunca haftada yedi gun calismasi,
oOgretmenlik yapmayi ya da herhangi
bir seyin onu isinden alikoymasini
reddetmesi sayesinde. Desenleri ne
kadar mukemmel 6l¢uide bicimsel ve
incelikli! Temsili olmayan bir tarzda,
ben de cizimlerimin 6yle olmasini
istiyorum. Turuncu Giince, 31 Mart 1981

sdzcukler sayilar gizgiler

Esintiyi dinlemek ve tenimin
ustiindeki sicak teri sogutmasini
hissetmek merakimi uyandirdi:
Duinyay1 algilayisimizin birgok
farkl bi¢cimini nasil ifade
edebiliriz? Bunu sadece
kelimelerle, sadece imgelerle,
sadece sesle, sadece hareketle
yapmak mimkin ma? Bunlardan
herhangi biri dinyayla ilgili
deneyimimizi ifade etmeye yeterli
mi? Elestirmenler algiy1 “izm”lerle,
birini digeriyle karsilastirarak
tanimladiklarinda ne kadar da
basitlesiyorlar. Sanki bir tarz
digerine kiyasla daha iyiymis gibi.
Allen Ellenzweig’e mektup, 20 Mart 1978

Bu dirti nereden geliyor?

Bilmiyorum. Hayatimi bir bilmeceyi,
yaratma bilmecesini ¢dézmeye adayaca-
gim diyorsun. Cok buytk bir oyun gibi,
¢UnkU inantyorum ki, en nihayetinde bu
bilmeceyi ¢6zebilirsem, 6lumstiz oldum,
yaratmis insanlarin saflarina katildim
demektir.

Kendime bu goérevi nasil verdim
merak ediyorum. Ozel oldugumu ve bunu
yapabilecegimi bana ne dUstndtrdu
acaba? New York béyle hissetmek igin
uygun bir yer. New York’a seyahat ettigim
bir dénem vardi. Havaalanindan sehre
kadar arabayla giderdim. Sira sira evlerin
yanindan gegerken her bir binaya bakar,
burada ne kadar ¢ok insanin yasadigini,

bilge friedlaender

8 Ocak “Bir kadin sanatindan s6z edilebilir mi?” paneli,
moderatdr Lucy Lippard. Altimi Gistime getirdi, beni tepe
taklak etti. Ayni anda hem birlikte hem de ayr1 olmay1 nasil
becermeli. Siyah Giince, 1974

her birinin bir yasami oldugunu ve her
birinin oradan nasil ¢ikabilecegini dusu-
ndrdim.

Cok korkmus hissederdim. Ortaya
cikmak ve ben benim, ben ézelim ve
icimde sdylemek istedigim seyler var
demek mUmkin ma? Bir insan boyle bir
fikre nasil kapilir ve bunu yapacak cesareti
nereden bulur?

ik buytk cikisimi yaptigim yil -Betty
Parsons’ta yeni yetenek yarismasi-ve son-
ra New York Times'ta Hilton Kramer'in bir
dederlendirme yazisinda adimi zikrettigi
yil (1974) oldu. Hayatima sihirli insanlarin
girdigi bir yil. Alvin Loving, Bob Feldman,
Jock Truman, Jo Sandman, Jill Kornblee,
Ivan Karp, Joel Janowitz, Lori Yarlow.

Hepsi Gzerimde, hayatimda etkiler birakt
ve bana farkli sekillerde dokundu.

Ayrica birgok fevkalade insanla da
kitaplarda tanistim. Virginia Woolf, Lillian
Hellman, baska zamanlarin savascilari
—farkl sekillerde de olsa. Onlarin yarat-
ma serlivenlerine -bilinmeyene dalmak;
korkuyu alt etmek; sevmek ve sevgiye
agtk olmak-yakinhk duyuyorum. Kendini
tamamen geri plana ¢ekmeden mUtevazi
olmak. Kendi glictimle ve yasam yarati-
minin gicUyle uzlasmak.

Yapitim ¢ok bulyUk bir gti¢ kaynagi.
Benligim o k&git, tuval, pigment pargala-
rinda.



Ne kadar da gtizel isler, peki neden
boyle glzeller?

CUnkd benim hayatimi oldugu gibi
yansitiyor. Disini cilalamaya gerek olmak-
sizin. Her sey iginde.

Resim yapmak kendi kendini anlamaktir-
Gérsel malzeme
Gérsel dil
kolektif vizyonun pargasi olmaktir

Form renk mekdan
\ | /
Sihirli dil
|
Bu, kisinin kendi ritmini, her seye karsi
verdigi kendi yanitini anlamasindan orta-
ya cikar: kUguk-buyuk, acik-kapall, par-
lak-donuk her seye. Hayir, donuk diye bir
sey yoktur. Her sey parlaktir —kimi parlak
sey isiktir, kimi parlak sey yogunluktur-
gri, gri istk yogunlugudur; serin gecici bir
esinti gibi salinir, dokunur ve kayip gider.

Isimle ilgili cosku duyuyorum.
Icimde dramatik bir degisim
meydana geliyor. Iki pazartesi 6nce,
3 Subat’ta New York’a yapitlarimi
sergilemek Uzere gittim. Olaganusti
bir deneyimdi. Durdugum her yerde
pozitif duygular icindeydim ve
islerime pozitif tepkiler aldim.

Al Loving cok destekleyiciydi. Onun
ve digerlerinin islerime duyduklari
inang, bu kimi zaman korkutucu
gelen cosku hissinin ortaya cikisinda
etkili oldu. Bu korku anlarinda ya
kendim dahil herkesi kandirdiysam
duygusu hakim. En heyecan verici
ve korkutucu deneyim, Bob Feldman
Parasol Press’le yaptigim aligveristi;
bir resmimi iki Agnes Martin
baskisiyla takas ettim.

Siyah Gtince, 17 Subat 1974
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Hayat baska neye dair ki?
Ben iki dilli ve iki ktltarlG biriyim.

kaynaklanan iki benligim var. Sanatsal
yasamimin yaratici kavsagi, batin de-
gerlerimin kalturel deneyimimin ikiligi-
nin bir sentezinden olustugunu nihayet
kesfediyor. Efsaneler, malzemeler, peyzaj
ve anayurdum, Amerika’'daki yasamimin
icerigiyle beraber bir diyalog sunuyor ve
yaprtimi sekillendiriyor.

Parsons’a gec¢ saatte vardim —hala
sergiyle ilgili calisiyorlar ve gergin
gorunuyorlardi. Jill cok sakin ve
kontrolli gérundigim uzerine
yorumlar yapti. Icimde boyle
hissediyordum, rahat ve 6zguvenli.
Acilis oldukca eglenceli gecti —bircok
arkadas ve aileyle. Saat 6’da Jock
Truman’in evine, Jill Kornblee'yle
birlikte benim icin verdikleri partiye
gittik. Bana duydugu giivenden dolayi
mutesekkir oldum. Partiden sonra hep
birlikte 56. Sokak’taki Topkapi isimli
Tuark lokantasina gittik, benim icin

bir ziyafetti. Turkce siparis vermem
ve ¢ogu kisinin Turk¢e konustugumu
ilk kez duyuyor olmasi, benimle ilgili
eksik bir kismin doldurulmasinin bir
yolu gibiydi; ayrica benim her iki
parcamin taninmaslt anlamina da
geliyordu. Evet, butiin bunlarin kayda
gecmesini istedim, ¢ctinki benim kisisel
tarihimde 6énemli bir an oldugunu

ve beni degistirdigini biliyorum. Su
andan itibaren trajediler kenarda
kalsin, yolum acik ve ileri olsun.

Simdiden bazi iligkilerimi yoluna
koydum —olmasini istedigim sekilde.
Zamanimin ¢cogunu kendimle ve
isimle gecirmek istiyorum.

Siyah Giince, 7 Subat 1974
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Yapitimi gérme seklinizi onun hakkinda
konusarak degistirmem mimkin ma?

Goérmek icin kendinize izin verirseniz,
bu biraz daha fazla gérmenizi saglaya-
caktir. Gérmenin sinirt yoktur. Gérmenin
dgrenilmesi gerekir.

NOTLAR

i. Sanatcinin bilinmeyen bir tarihteki bilinmeyen
glnce kaydindan, Mecra Olarak Kagit sergi
katalogunda alintilanmistir, Smithsonian
EnstitUsy, 1978.

ii. Sanatg¢inin 1978 tarihli bilinmeyen gtince
kaydindan, “Nehir/Ev/Kitap tGzerine Notlar”
sanatcl kitabinda alintilanmistir.

iii. Sanatginin 1978 tarihli bilinmeyen glince

kaydindan, Yeni Amerikan K&git Isleri kiratoryal
metninde alintilanmistir, Katalog, 1981.
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Denying Gravity:

Bilge Friedlaender In Conversation with
Her Work / Her Self

A conversation formed
outside of time

and space, by Mira
Friedlaender and Isin
Onol, based on their
investigations of Bilge
Friedlander’s journals,
artist’s books, letters,
interviews and state-
ments. All questions and
answers are composed
from the artist’s original
writings.

A piece of string is a line and a line
has its own life, has its own character.
Different kinds of lines communicate
different emotional states. What is the
duration of a horizontal line?

One horizontal line has the potential
of a full life span. It can go to infinity, for-
ever multiplying, diminishing, dying, and
being reborn as manifests itself in nature.
The line of the waves is forever making,
dissolving, remaking, orienting itself to
the horizon line of the shore and the

horizon. One torn line has infinite possi-
bilities, like the discovery of life's passion
with detachment. One line can contain
that passion.

| want everything in my work to
be important. If there’s a shadow, that
shadow is just as important as the lines |
paint. If there’s a line, that line should be
an absolutely perfect line. A line wouldn’t
exist if we were not people. The whole
thing is a fiction. What we are trying to
communicate through fiction is reality.
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One can never have enough of the
lovely quiet hours. Right now that
is all I am craving. Disengagement
from the world and losing myself in
books, my work and thought.

[ have been reading Paul Klee's diaries.

[ wish for the same kind of strength
and conviction he had.

[ wish for Emily Dickenson'’s
conviction, Kandinsky's spirituality;,
Virginia Woolf’s beauty with words
— I wish to be in a state of aesthetic
suspension.

Orange Journal, 1981
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How can you make a rigid square do
something else?

The square has philosophical and
emotional significance for me. One
day, in my studio | noticed a linear latex
square out of shape. A series of work
came out of that observation. | called
them mutated squares. If you take a
square, if it is flexible, it will take all kinds
of shapes. You see, when | first got into
that experience of doing that work in
[the Bronx] museum there was no way to
predict what was going to happen.

| feel the same thing about lines
just recreating themselves. Having a time
span so that you can take one line and
engage it with time and keep transform-
ing it and it transforms itself. It is inter-
esting to see how long it can go on and
when it will stop. It will stop in you as well
as in the work.

Pythagoras discovered the har-
mony of nature is based on numbers of

geometry. The world of vision and the
world of sound is governed by exact num-
bers. The structure is based on the two
universal experiences of our visual world,
that gravity is vertical and the horizon
stands as right angles to it. It is that con-
junction, those cross-wires in the visual
field that fixed the nature of this right
angle. Turn the right angle of experience
four times and back you come to the
cross of gravity and the horizon, with the
birth of the square on the hypotenuse.

| take an ordinary notion such as
the square and | say this is very import-
ant, it goes way back. It ties into what
makes us human beings and | use it as a
visual element to create images. | want
to communicate a physical square that's
intention is centeredness, which is in you
and me, and | want my center or the
center of the person who's looking at it to
associate with the center of that and feel
its physical force.

bilge friedlaender

Economy of means leads to
multiplicity of expression.
Lucidity of purpose.

What is one line?

One horizontal line?

What is the lifespan of one line?
Black Journal, May 6, 1974

Visibility one hundred and twenty five feet
Water temperature, 74°

At one hundred eighty five fee

The wall begins

Looking up

Air bubbles disappear into dark space
Downward, 6000 feet

Unknown, expanding space

Looking at the white hanging sponge
Like soft fingers dangling into a mystery
Weightless.

Without beginning or end.

Black Journal, July 26, 1973

How many feelings can one have
about water?

My most profound experience
with water was when | dove down to
the depths of the Tongue of the Ocean
in the Bahamas. It is a canyon in the
sea, a trench, an abyssal trench. You
dive 185 feet to get there, the final
point you can dive without suffering
from the bends. When we made this
dive, | experienced something amaz-
ing. In the Bahamas, there are colors
until 75 feet, but after that there is
a colorlessness, because there is no
more light, you are in a grey, black and
white world.

words numbers lines

How important is the object life? How
does it relate to our life? Can ideas exist
by themselves as aesthetic experiences?
A. If you watch leaves moving in
the wind they will move in a certain way
each depending on its structure. If you
watch the waves, there’s a succession of
lines and ripples. Depending on the kind
of obstruction in their way. There’s a lot
of repetition, in nature in its structure, in
its movement, in the way time changes
things. There's an order and this order has
its own proportion, its own numbers and
people throughout the centuries have
been involved in trying to figure out this

mystery. | find that this is the most
exciting thing to try and get into my
work; time, repetition, and the numeri-
cal mystery structure of things.

How the shell’s ridge gets its plans
from the waves! Four continuous lines
make a set with the fifth short line.
Like the waves, each set is backed by
another set marking time in white.
Then just in case we may take white for
granted, nature drops a little pink and
a little yellow into time. Nature's time is
made, dissolved, remade, never fixed. A
shell is nature’s way of freezing time in
wave lines.
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Time and space have merged into a solid static cube, a

geometric prison and I feel very anxious. Many different bodies

of water have made me feel imprisoned during this trip.
Unknown Journal, July 28, 1978 '

The Tongue of the Ocean is a wall
and as you are descending you need
to keep focusing on that wall, there
is no above or below, no sides, there
is nothing; you are not there either. If
you experience that intoxication there,
there is also hitting the bottom. When |
experienced this, | went through a great
transformation; there was a change in
my perception of space. When | returned
home with the influence of this | cast ev-
erything aside, | engaged in an effort to
invent painting again and made paint-
ings that were not paintings. | made
paintings depicting water, that is to say,
depicting the spacelessness of space.

I was living in Boston at the time,
and that is where | first showed those
works, and the night the exhibition
opened | ran home, | hid. | said everyone
will laugh at me, because even | didn’t
know what these were. But people did not
laugh at me and then there were other
exhibitions, bigger exhibitions. | continued
to explore ways of putting these onto pa-
per. | began to make paper three dimen-
sional, again to depict water, for three or
four years | only made water paintings,
but they were not paintings that resem-
bled water, these were paintings that de-
picted the soul of water. Everything has a
soul, the soul doesn’t just belong to us.
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How do we return to ourselves?

During the years 1965-75, | was a
painter concerned with a personal ar-
ticulation of space as | experienced it. In
creating a space that allowed the view-
er to enter it visually, | used the edge of
the painting as the interface between
the image and actual life. This search
lead me to work with materials, canvas
and paper, in an unorthodox manner.

26

Since 1977, this work developed and
became a part of two movements

in America; hand-made paper as a
medium in itself, and artists’ books.
The book as a form, intimate yet ex-
pansive, provided me the medium to
express the personal in the context of
the universal. Slowly, my work moved
out into actual space and became
three dimensional.

Why did | make books?

This is something rooted in my sub-
conscious, in my being Turkish. My having
seen the Sacred books here, knowing
that the book is an art. In an exhibition in
1977 at the University of Massachusetts
Gallery they couldn't make a catalogue,
so | went home and made my own cat-
alogue and that became my first book
[WORDS/NUMBERS/LINES]. It is a word
and image essay of the vocabulary of my
work. It consists of words, numbers, and

Women painters, Eva Hess, Agnes Martin.

[ feel great affinity to both of them -
their work is both sensual and formal

| |
Life of the Life of the
senses mind

Black Journal, August 14, 1973

...if you go and really look at
any painting that has a glow that
comes forth, you wonder how
those layers happen. [ began

to feel that not only paint has
that quality but anything that
you superimpose on any other.
What is behind is supporting
what is in front, and there is the
mystery of their relationship to
each other. So I started cutting
out openings and superimposing
what is behind. I see them as
mutations, one thing changing
and becoming another thing.

interview, 1977

lines. Each of the collage pieces is differ-
ent in each portfolio because they have
to be individually done, so that it is fun
doing it. Each one has a different effect.
One of the things | love doing most is to
make these books, to live them.

Art being meters long and produced
for big spaces is something that bothers
some artists, including myself. Underlying
this movement is the question “How do
we return to ourselves?” Ever since that
year [1977] | have been making books.

bilge friedlaender

words numbers lines

What is a book?

The book is the record of human
intelligence. Intelligence is the ability to
perceive the world with all our senses and
the ability to express the perceived in a
relationship. A book is a relationship. It is
a relationship between the creator and
the created, the creator and the world,
the book and the world. The book form
is an affirmation of human intelligence
and the wish to communicate this in
relationship.

The invention of printing technolo-
gy has given us the present form of the
book. But that is only one form in which
the book has manifested itself. Cave
paintings are books telling us about our-
selves 37000 years ago. Cuneiform writ-
ings in clay, fossil imprints in the mineral
world, are all different communications
and information left about human rela-
tionship to nature, to time and space.

The book functions as a tool for:
Conveying knowledge and new thought
(as in feminist writing)

Conveying vision of the world in words
(as in poetry)

Conveying a visual vision (as in artist
books)

The technological advances as they have
explained the physical world in concrete
terms, split the atom and taken us to the
moon have alienated humans from their
vital life energy which rests in nature.

We know how the atom will explode
and destroy us.

We do not know how the book will
save us.

It is the unknown. Therefore, the
future of the book is unknown which
is a joy in this world of certainty and
predictability.

The book in its form:
is a sculpture
is a drawing
is a poem
is a narrative
is a space
is in time
is a surface
is concrete
is ephemeral
It goes

into itself

out of itself

and it is timeless and mysterious
as the universe.
Artist Statement,
for the PEW Fellowship, 1981
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In the exhibition “New American
Paperworks”, there were works by 25
artists from the United States, where
they used different handmade paper,
employing paper not as a carrier, but
with its own language, specifically as a
part of the artwork.

| am an artist who works with hand-
made paper. This artwork is called River/
House/Book, this is my first installation,
an installation that constantly changes
itself. A book installation, a work that
explains its own reason.

28
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When the airplane takes off [ concentrate on being alive. I check my senses and
look at the world over which I become suspended in this man-made miracle.
First the ordered patches of fields and waterways hit my eyes, then I am over
the clouds, the clouds so white and weightless. We fly over the Delaware River,
as it empties itself into the Atlantic Ocean, a spectacular sight, a grand weaving
of curving lines. No wonder our art can no longer only relate to still life and
human form. Our horizons are so wide, our consciousness of the world so
expanded, that we must create a new visual language.

Before 1972; paintings were made
on paper, lines were drawn on paper, but
because paper was a transient material it
was never regarded as a valuable materi-
al in itself.

At the time, | am in the States and
struggling with the canvas anyway, but
| really love drawing. | come from the
Academy, and there what | enjoyed the
most was drawing. My transition from
the canvas to paper is out of frustration,
from the desire to investigate space. I'm
saying “there must be something else.”

In art, all movements investigate space,
investigate light; from the Impressionists
to Dada, they all investigate the meaning
of space, and abstract space. They take
the concrete, establish a new order with
it, and this new order usually stems from
a shift in our world view. As we change
our own boundaries in the universe, art
seeks a new space for itself.

bilge friedlaender

What is being authentic?

| want my work to mirror me, to tell
me who | am.

Somehow it seems being real to
one’s self is like the world - the physical
world - one sees out there. Life is real.
The heartbeat, blood flow, baby kick are
all real. Then | am real on that level. Then
there is the other level people have called
the spiritual. The real world of ideas which
is part of oneself there should not be this
separation. From the physical real should
flower spiritual real.

words numbers lines

What is the space of painting?

Since the beginning I've been asking,
“What do | want to depict?” Now my
sense of space is something that emerg-
es entirely from my life. | am actually
a person who works with her body, my
hand is merely an expression of my body.
Therefore, there is the question of how
| can deliver this movement, the move-
ment of my body, the movement of na-
ture, the infinity of nature into the works
I make.

Humanity is preoccupied with space
and size, when constrained in small plac-
es, like apartments and congested cities.
Whereas when you go down to the open
ocean, you don't think about size space.
You are there and you start expanding
within, thinking about it. That is how it
should be with paintings.

Now in the quiet of the night I sit at my desk pondering
what this is all about. Is there a reality? What is reality? Is it
the sound of the gypsy moth eating the leaves? Beyond that

what else can we call reality?

What is reality and whose reality is real?

Now | can say feeling it in my body
that reality is a state of mind and every
state of mind in one person or different
person is as real as any other.

[T]o develop to truly create work
that is gripping, you have to get in touch
with that madness, that turmoil, which
lies in the unconscious. You have to
accept yourself, that that is the way you
are, and that is the way the world is go-
ing to have to accept you too. It is much
more difficult for the world to accept that

from a woman than to accept it from
a man.

So it is that much more scary for
a woman to allow herself to let that thing
happen. But | am afraid it has already
happened to me so | will accept my whole
madness from now on.
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Where does the drive come from?

| dont know. You are saying, | am
going to dedicate my life to solving a
riddle, the riddle of creating. Its like a big
game because | believe ultimately if | can
solve the riddle, | am immortal, | have joined
the ranks of people who have created.

| wonder how | give myself this task?
What has made me think that | am spe-
cial and | can do this?

New York is a good place to be in to
feel that. There was a time when | used to
fly to New York. From the airport | would
drive into the city. | drive by rows and rows
of houses that | would look at each build-

ing and think there are so many people liv-
ing there and each one of them has a life
and how can each one come out of there.

| would feel very scared. Is it possible
to come out and say | am me and | am
special and | have something in me to
say? How does a person get such an idea
and has the nerve to do it?

[1974] is when | got my first big
break - new talent show at Betty Parsons
- then a review mention in New York
Times by Hilton Kramer. This is the year
of the magical people in my life. Alvin
Loving, Bob Feldman, Jock Truman, Jo
Sandman, Jill Kornblee, Ivan Karp, Joel

Janowitz. Lori Yarlow. They have all influ-
enced to me - my life and have touched
me in different ways.

| have also met some remarkable
people in books. Virginia Woolf, Lillian
Hellman, warriors of different times -
Different ways. | identify with their quest
to create - to delve into the unknown -to
overcome fear - to love and to be open to
love. To be humble without self effacement.
To come to terms with my own power and
the power of life-creation.

My work is such a source of strength.
Myself is found in those pieces of paper,
canvas, pigment.
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Such beautiful works, why?

Because it reflects my life as it is.
Without having to polish the outside. It is
all inside.

To paint is to understand oneself-

Visual material

Visual language

is being part of the collective vision

Form color space

\ | /
Magic language
|

That comes out of understanding
one’s own rhythm, one’s own response to
all: small-large, open-closed, bright-dull.
No, there is no such thing as dull. All is
bright - some bright is light, some bright
is density - grey is density with grey light
- it will hang like a cool passing breeze,
touch you and float away.

| feel very high in my work. A dra-
matic change is coming about in me.
February 3 two Mondays ago, | went to
New York to show my work. It has been
an overwhelming experience. Every place
| stopped, | felt positive, and had positive
response to my work.
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What else is life about?

| am bilingual and bicultural. | have
two selves which come out of my dual
relationship with America and Turkey.
The creative juncture of my artistic life is
finally discovering that all my values are
a synthesis of the duality of my cultural
experience. The myths, the materials, the
landscape, the place of my native land,
provides a dialogue with the content of
my life in America and shapes my work.

=
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Arrived at Parsons late - they were

still working on the show and looking
nervous. Jill remarked about how |
seem so calm and together. That is how
[ felt inside, at ease and confident. The
opening was enjoyable — a lot of friends
and family. At six we went to Jock
Truman’s house for party which he and
Jill Kornblee gave for me. I appreciated
his feelings of confidence in me. After
the party we all went to the Turkish
restaurant at 56 Street called Topkapi,
which was a treat for me. Ordering in
Turkish and most of the people hearing

me speak Turkish for the first time was a
way of filling a missing part of me, also
acknowledging my two parts. Well - all
this I want recorded for I know that was
an important moment in my personal
history and [ am altered by it. From
now on, tragedies aside my path should
be clear and forward.

Already [ have sorted out some of my
relationships - how I want them to be.
[ want to spend most of my time with
myself and my work.

bilge friedlaender

Is it possible that | could alter the way
you see my work by talking about it?

If you allow yourself to see, it will
make you see a little more. Seeing has no
limits. Seeing has to be learned.
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ENDNOTES REFERENCES

i.Quoted in Paper as Medium exhibition catalog,
Smithsonian Institution, 1978, from artist’s
unknown journal written on an unknown date.

Journals
— Orange Journal 1981
(March 31st - May

28th 1981)
ii.Quoted in “Notes on River/House/Book” artist — Black Journal
book, 1982, from artist’s unknown journal written 1971-1977
1978. — Black & White

iii.Quoted in the curatorial text of New American
Paperworks, Catalog, 1981, from artist’s unknown
journal written 1978.
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Journal 1991
— Tapa Cloth Journal
1978.

Letters

Letters to Allen Ellenzweig
(from early 1970s to 2000).

[ will not trade the quiet place of my

work for anything in the world.

Some of my best work, I have never
shown and some of my best work is
not done yet.

Interviews

— An unpublished
interview conducted by
Alan Sheldon, 1977.

— Documentation of
artist talk at Erciment
Kalmik Museum,
preserved at Zeynep
Rona Archive,

June 9,1998.

Artist Books
- River/House/Book,
1982.

Artist Statements
- Artist Statement/

Proposal, Application for
the PEW fellowship, 1981.

Published texts

- Paper as Medium
Exhibition Catalog,
Smithsonian Institution,
1978.

- New American
Paperworks, Exhibition
Catalog, University of
Huston, Texas, 1982.

(a travelling exhibition
from USA, to Japan,
South Korea, Hong Kong,
Manila, Singapore, from
1982-1985).

- Crossing Over
Changing Places,
Exhibition Catalog
(traveling exhibition
from USA to Eastern
Europe from 1992 to
1995).
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sdzcukler sayilar gizgiler

Beyaz Isigin Icinden #2 | Through the White Light #2
1977

bilge friedlaender
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Bonnard'a Saygi | Homage to Bonnard
1977
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Beyaz Isigin Icinden #2 | Through the White Light #2
1977
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1'de 9] 9in1
1977
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9 Eksi 2 | 9 Minus 2
1977
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Dokuz | Nine
1978
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Dokuz | Nine
1978
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Noktalar | Dots
1978
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Benim Karem | My Square
1975
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Cizgisel Mutasyon #6 | Linear Mutation #6
1975
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Cizgisel Diyagonal Mutasyon | Linear Diagonal Mutation Kare Mutasyon: Yercekiminin Reddi | Square Mutation: Denying Gravity
1975 1975
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Yarip Ge¢mek #9 | Breaking Through #9
1976
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Kare Mutasyon: Yercekiminin Reddi #5 | Square Mutation: Denying Gravity #5 Kare Mutasyon: Yercekiminin Reddi | Linear Mutation with Flying Shapes
1975 1975
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Kare Mutasyon: Yercekiminin Reddi #5 | Square Mutation: Denying Gravity #5
1975
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SOZCUKLER/SAYILAR/CIZGILER | WORDS/NUMBERS/LINES
1977
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Dis Vakti Desenleri #6 | Dream Time Drawings #6
1975




Dus Vakti Desenleri #1 | Dream Time Drawings #1
1975
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Dus Vakti Desenleri #3 | Dream Time Drawings #3
1975
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Dus Vakti Mekanlari #2 Ugan Sekilli | Dream Time Places #2 with Flying Shape
1975
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Cizgi Arti Zaman Arti Yirtik #2 | Line Plus Time Plus Torn #2
1975
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Kasim DusU | November Reverie
1975
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Kare Mutasyon: Yercekiminin Reddi #3 | Square Mutation: Denying Gravity #3 Sinan‘a Saygi | Homage to Sinan
1975 1975
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Sinan‘a Saygi | Homage to Sinan
1983
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Nehir/Ev/Kitap Uzerine Notlar | Notes on River/House/Book
1981
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Nehir/Ev/Kitap | River/House/Book
1981
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Nazim Hikmet'e Saygi | Homage to Nazim Hikmet
1979
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Aita Nehri Deseni | Aita River Drawing
1979
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Artemis #1
1979

96
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1979
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isimsiz/Santian Magarasindan El Simgeleri | Untitled /Hand Symbols from the Cavern of Santian
1978
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Ahu Antmen

Kum, Tas, Papatya, Su,
Sessizlik: Bilge Friedlaender

“Gilgamis sedir ormanini keser,

o devirde sedir agaci cok kiymetlidir.

Gunes Tanrisi'na ‘sen bunu bana yaptirirsan
ben de sana bir mabet yaparim,’ der.
Glnes Tanrist da buna dayanamaz ve ‘olur,
sen git mukaddes sedir ormanini kes,” der,
tipki buglin bizim yaptigimiz gibi.”!

Bilge Friedlaender

20. ytzyilin ilk biiyik niikleer kazasi olan
Cernobil felaketinin cocuklar ve kadinlar
Uzerindeki etkilerini irdeledigi bir yazisinda
Maria Mies, “Dogay! dismanimiz haline
kim getirdi?” diye sorar ve erkek egemen
kapitalist diizenin dogayla savasinin artik
sona ermesi gerektigini savunur.2 Mies'in
ekofeminist perspektifi, “modern” insanin
dogayla iliskisinin topyekan yeniden dusu-
nilmesi gerektigine dair hem ruhsal hem
politik bir cagridir. Bu ¢agri, ginimiiziin sa-
nat pratiginde cesitli bigimlerde yankilanur.
Suzi Gablik gibi cevreci sanat teorisyenleri,
sanatin giincel islevini ekolojik bir baglam-
da yeniden diisiinmeyi Onerirler. Gablik’e
gbre sanat, yeni bir buytleme/bliylilenme
pratigi olarak hem dogaya iliskin toplumsal
kaygilar1 yansitir, hem de yeni bir eylem
alani olarak ortaya cikar. Gablik'in politik
ve toplumsal kaygilarin yeni bir estetigin
sekillenmesindeki etkisinin ne tir bigimsel
yaklagimlari besledigi, dogaya duyarl sanat
pratiginin gevre aktivizmiyle iligkisi gibi ko-
nular1 giindeme getiren distinceleri, birey
olarak kendi varolusunu dogayla bilingli bir
iliski icinde kuran Bilge Friedlaender gibi
sanatgllarin Uretimini yorumlamak acisin-
dan yerinde bir gerceve sunar.

Biraz kisisellesmek pahasina da
olsa, Bilge'ye dair bazi gozlemlerim de
belki bu gerceveye katkida bulunabilir:
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Onunla 1998 yilinda, Ayse ve Ercimend
Kalmik Muzesi'ndeki “Altin Kural” sergisini
hazirlarken tanismistim. Mizeye girdigim-
de, serginin bir parcasi olan kum yerles-
tirmesinin kumlarini oksuyordu. Biytk
bir dikkatle. Biiyllenmis gibiydi. O kumu

dinlerken, ben de sessizce onu seyretmistim.

Dogal, dingin ve kirilgan bir hali vardi; onu
daha yakindan tanidigimda da izlenimim
degismedi. Kirk yildir uzaginda yasadigi
Tarkiye'ye dénmis, kendini buraya yeni-
den ait hissetmeye calisiyordu; ama bildigi
yerlerin, tanidigl insanlarin ¢cogu artik
dondigi bu yerde degildi. “Altin Kural”

ile eszamanli olarak Galeri Nev'de actig

“Hatirlamay1 Hatirla” sergisinin amaci da

galiba kisisel bir hatirlama arayisina kar-
silik geliyordu. Istanbul-Sivas-Iskenderun
ucgeninde yasamis ailesinin eski fotograflar
ve esyalari araciligiyla gecmise bir yolculuk
yapiyordu. Aidiyet duygusunun kendisi icin
tasidig1 anlami, 6znel bir perspektifle, ama
bir zamanlarin Tirkiye'sine dair ipuglar1 da
vererek sorguluyordu. Bu sergide simge-
sel olarak fotograf ve esyalarin yani sira
kullandig1 kece, doga-kultur etkilesiminde
dogal 6zelligini yitirmedigi i¢in secilmisti.

“Altin Kural"daki kum gibi, kece de sanatgiy1

buytleyen bir malzemeydi.

Bilge Friedlaender, hem aile ge¢cmisi-
ne hem de ruhsal yolculuguna dair ipuclari
veren bu eszamanli iki sergiden iki yil sonra
aramizdan ayrildi.> Oliimiinden sonra
ona ait 1969 baskisi Ingilizce bir Mekanin
Poetikast'n, altini ¢izdigi yerlere ve aldig
notlara bakarak4 okudugumda, Gaston
Bachelard'in “siirsel hayal glicii” olarak
adlandirdigl olgunun pesinde bir 6mra
tamamladigini diisinmuistim —farkindahk
arayisiyla, simdi’nin icinde olma haliyle,
nesnelerin ruhuna sizarak, hafizayla hayal
giict, hayal glicliyle imge arasindaki ilis-
kinin pesinde ve hep dogayla ic ice. “Altin

Kural” sergisi de 6ziinde kum, tas, papatya,
su ve sessizlikti, ama sanatcinin hayatina ve
sanatina dair ipuclari veren ruhsal bir bahce-
ye doniismustii. Mekanla, nesnelerle yazilmig
bir siir gibiydi. Bir ttir dogayla birlikte olma
ritGeliydi. “Evrende kendi sinirlar genisledik-
¢e”* tuvalin sinirlt mekanini terk edip dogal
malzemeye yonelmis sanatcinin dogay1 goze-
ten, izleyiciyi gdzeten, alcakgdnilli sanatsal
yaklagiminin son 6rnegiydi.

Bilge Friedlaender’in sanati, anlasila-
bilecegi Gzere, doga duyarhhigi ve ekolojik bi-
lin¢ Uzerinde temellenir. Amerika’da 1970’li
yillardan itibaren Helen Mayer Harrison,
Patricia Johanson, Agnes Denes gibi 6nct
figirlerin sanat ve ekolojiyi bulusturan buytk
o6lcekli, alternatif iretim bigimleriyle sekille-
nen bu sanatsal egilim, sonraki yillarda yal-
nizca buyuk arazi projeleriyle degil, kiicik ve
alcakgonullu sanatsal tavirlarda da ifadesini
bularak yayginlasir. 1990l yillardan itiba-
rense, giderek bir yasam tarzi segimi olarak
biylk kenti terk eden, ticari galeri sisteminin
disinda kalmaya karar veren, bizzat doganin
icinde gelip gecici Uretimlere yonelen, sana-
tin tanimini ve islevini yeniden disinmeyi
Oneren sanatcilar1 da kapsamaya baglar.

1990’larda iyice belirginlesen bu egi-
limin kaydini tutan Gablik gibi teorisyenlere
gore, sanata da yanstyan kultiirel bir dond-
sumden s6z edilebilir. Toplumsal projesi artik
tikenmis doga diismant hiper-eril modern
kiltarin sonuna yaklastigimizi savunan
Gablik'in buytleme/blytlenme kavrami,
ekofeminist bir perspektifte karsimiza ctkan
spiritiellik olgusuyla da iligkilendirilebilir.
Vandana Shiva ve Maria Mies'in isaret et-
tikleri gibi, ekoloji, baris, feminist hareketler
icinde her seyin birbiriyle baglantili oldugu-
nu kesfeden kadinlar, béylece hayatin ruhsal
boyutunu da kesfetmiglerdir.® Bu baglamda

“spirittiel” olarak nitelendirilen, 6ziinde, ruh

ve madde arasinda bir ayrim gézetmeyen

sozclikler sayilar cizgiler

dogaya ickinlik bilincidir. Ekofeminist bir
perspektifte bu spiritiiellik, yasam enerjisi-
nin kaynagi olan iyilestirici disil ilke olarak
algilanir ve doganin kendisiyle 6zdeglestiri-
lir. Bu anlayis sanatta gerek politik, aktivist,
ajitprop uretimlerde, gerekse daha 6znel
disavurumlarda ifadesini bulur.

Bilge Friedlaender da bu cerceve
icinde 6znel tavriyla dikkat ceken bir sa-
natgidir. Bedene odaklanmus, disil enerjinin
anlamini sorgulamuistir; evrendeki disil
ilkenin gérantmlerini aramis ve gorsel
motiflere donUstirmustir; her seyin birbi-
riyle baglantili oldugu yontindeki ekolojik
anlayistan beslenmis, sanati dogayi iyilesti-
rebilecek bir arac olarak diisiinmiistiir. Ote
yandan hayatini strdiirtilebilir bir cevre
icin bireysel sorumluluk bilinciyle yasa-
mis, sanat Uretimini de ayni alcakgdonulli
Olcekte gerceklestirmistir. “Materyalist bir
diinyada yastyoruz, her sanatci binbir tirli
is yaratiyor, herkes biraktiginin yok olmasini
istemiyor, dinyay1 yakliyoruz, yikliyoruz.
Peki bunun sonu nereye varacak? Niye ya-
pryoruz bunu? Yeteri kadar miize yok mu?
Biz buglinlin sanatcisi olarak ne demek isti-
yoruz? Ne yapmak istiyoruz?”? gibi sorular
soran Friedlaender’in sanati, agirlikli olarak
dogadan gelen, yine dogaya dénebilecek
olan gelip gecici malzemelerden olusur.
1970’lerde, parklardan topladig: kiictik dal-
lar, iplik, kumas ve balmumuyla gercekles-
tirdigi kiicik boyutlu, derme catma, hicbir
zaman tam yerlesmeyen, varlik ve yokluk
arasinda duran iskemleleri gibi, her seyin
gelip gecici oldugunun bilinciyle Uretilir.

1959 yilinda Istanbul Giizel Sanatlar
Akademisi’'ni bitirdikten sonra sanat egi-
timini resim ve gravir agirlikli olmak
tizere dnce New York Universitesi'nde,
ardindan 1960’larda Harvard Universitesi
Radcliffe Enstitlisti’'nde stirdiiren Bilge
Friedlaender’in dogayla daha uyumlu bir

bilge friedlaender

yasam Ogretisi 6Gneren Dogu mistiklerinin
yansimalariyla 6riili bir sanat pratigi iginde
oldugu da soylenebilir. 1970li yillarda

“ressam” olmaktan vazgecisi, dogaya, dogal

malzemeye ve yeni ifade arayiglarina yonel-
mesi de hi¢ kuskusuz bu anlayisin bir yansi-
mastdir. Savas karsithgy, esit haklar, doganin
korunmasi yolunda sanat ile eylemliligin i¢
ice gectigi bu yillarda, resimden kopus ve
alternatif dil arayist onun kusaginin ortak
Ozellikleridir. Bilge Friedlaender’in sanati
da hig kuskusuz yasadigr déonemin gencli-
gini etkisi altina alan toplumsal dalgalara
duyarsiz kalmaz ve Dogu mistisizmine
yonelik yaygin ilgiden de beslenerek sekille-
nir. 1994’teki “Rumi’'nin Ay Bahcesi” sergisi,
Dogu’ya 6zgii mistik dgretiler temelinde
stirdardiigu icsel yolculuklarin sanatina her
zaman rehberlik ettiginin ipucu sayilabilir.
Ote yandan, onu mistik ¢gretilere yon-
lendiren de belli ki yine dogadir: 1972'de,
Bahamalar’daki Gnli derin dalis noktasi
Okyanus'un Dili'ne daldiginda yasadig: bi-
yik degisim, anlasiliyor ki o glinlere kadar
pek cok modern Bati sanat akiminin pesin-
de strdirdtagi gorsel yolculuguna son verir.
Okyanus'un Dili'ni “orada ne yukarisi var
ne asagisl var, ne kenar var, hicbir sey yok,
siz de yoksunuz,” diye anlatan Friedlaender,
o tarihten sonra, mekanin mekansiziigini
anlatan, resim olmayan resimler yapmaya
calistigini soyler.® Kendi ruhsal deneyimleri-
ni daha icten bir sekilde gorsellige yansitma
cabasina girdigi sezilir.

1970’li yllara tarihlenen islerinde
bu arayis duygusu hakimdir. Geometrik
bir temelden hareket eden ve son derece
minimal bir bicim dagarcig kullanan kigiik
boyutlu kagit isleri, ice donuk siirsel bir ha-
yal glicinii ortaya koyar. Son derece narin
goriinen bu isler, el yapimi kagit tizerine
suluboya, pastel, murekkep, iplik, tel, yirtik
kagit gibi malzemeyle, zaman zaman cizgi

ve kare mutasyonlari, zaman zaman orga-
nik birtakim sekillerin cagrisimiyla, meditatif
ruh hallerinin goérsel aktarimlar gibidir.

“Diis Vakti Desenleri” (1975), “Beyaz Isigin

Iginden #2” (1977), “Goértilmemis” (1974)
gibi bagliklar da izleyiciyi ydonlendiren
etkenler arasindadir. Friedlaender’in bu
erken donem Uretimleri arasinda “1'de 9”
(1977) ya da “9 Eksi 2" (1977) gibi baghklar-
la, matematiksel bir temelde kurgulanmig
beyaz Uizerine beyaz isleri de dikkat ceki-
cidir. Sanatgi, sonraki yillarda, bu erken
islerindeki matematiksel temelin devam
ettigini, ic ice tasarladigl kutular araciligiyla
sergilerini buylylp kuculen mekanlar gibi
disindGguni belirtmistir.” Anlagilabilecegi
gibi, mekan algisi ve ifadesi sanatinin do-
gayla birlikte baglica damarndir.
Friedlaender’in 1980’li yillarda

“SOZCUKLER / IMGELER / NESNELER”

(1981), “Nehir/ Ev / Kitap” (1981) gibi
diizenlemelerinde, kagittan vazgecmeden
ug¢boyutlu bir anlatima ulasmaya calistig
gorulir. Kagit bu yillarda artik bir ylizey de-
gil, bash basina nesne ve mekan olarak se-
killenmeye baglar. Ayrica kagit Giretimindeki
strecler de yapitlarinin icerigine yansir;
yuzey Uzerindeki her tirld iz malzemenin
dilidir ve kendini konusur. Bu dénemde
bazen bir sd6zctk (6rnegin “Kozmik S6zciik
Hayalperesti’nde [1978] feather), bazen

de nesne olarak kullandigi tlty, dogayla
kaltarun etkilesimi, elle tutulur olanla ugup
kacici olanin iligkisi baglaminda metaforlar
Uzerinden Orilen bir gorselligin ipuglarini
yansitir. Yapitlarinda ayrica daire ve spiral
formlarina da sik sik yer veren Friedlaender,
bdylece doganin sonsuz dénglisiine, ye-
niden dogusa, ekolojik bir baglamda her
seyin birbiriyle baglantili olusuna isaret
eder. Tim bu yapitlarin ortak bir 6zelligi,
son derece soyut bir ifade diline sahip
oluslaridir. Ayni soyut, siirsel, duyarh ifade
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arayist, Friedlaender’in heykellerinde ve
enstalasyonlarinda da karsimiza cikar.

1980’li yillarda basladig1 “Gilgamis
Destan1” dizisi ise, insanligin dogayla iligki-
sine yogun olarak egildigi en dikkat cekici
isidir. Friedlaender Turkiye'de esas olarak 2.
Istanbul Bienali kapsaminda sergilenen bu
diziyle taninir. Gilgamis efsanesini, giicly-
le halkini1 buiytileyen kralin kahramanlig
acisindan degil de kestigi sedir ormanlari-
nin perspektifinden diisinmek ve diisiin-
diirmek, dizinin kuskusuz en dikkat ¢ekici
Ozellikleri arasindadir. Monotip baskilar,
bir sanatci kitabi, el yapimi kagit heykeller,
dogal malzemeden olusan enstalasyon gibi
bir gesitlilikle viicut bulan bu dizi kapsa-
mindaki “Sedir Orman1” (1989) heykelleri,
canliigini ve ruhunu yitirmis, ama yine de
ayakta durmaya calisan koksuz dalsiz agag
imgesiyle izleyiciyi etkisi altina alir; Grka-
tur; gelecegini disinmeye sevk eder. Niye
kesmistir Gilgamis sedir ormanini, mecbur
mudur buna gercekten?.. Friedlaender’in

“Sedir Orman1” bu soruyu kafamiza mihlar.
Bu heykeller, Gilgamis'in yok ettigi orman-
lar Gzerinden doganin distopik gérianti-
stidur. Sanatcinin ayni dizi kapsaminda
Urettigi gravurlerdeyse, Gilgamis'in Tanriga
Inanna’yla muicadelesine odaklandig
gorilar. Tanricayl ve bogasini simgeleyen
islerinde sanatcl, bilinen mitolojiyi tersytiz
ederek, destanda insanlar igin bir yok olus
tehdidi olarak sunulan Tanrica Inanna’y:
kadinlarin uyanan bilincinin bir metaforu
olarak dustnar. !

Ekofeminist yazar ve aktivist Vandana
Shiva, yalnizca doganin degil, kadinlarin ve
Uciincti Diinya’nin da kurban edilmesinde
bir beis gdrmeyen Batili eril zihniyetin yay-
dig1 “modern yaratilis efsanesi’nin hayatlari-
miz1 toptan yonetmeyi sirdiirdiigine isaret
eder.!! Bu mitolojiyi tersine cevirmek igin,
Toprak Ana'y1 bir hammadde kaynagi degil,
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yasamin kaynag olarak gérmeye baslamak
gerekir. Bu cok basit ama ¢ok gecikmis
bakis acisi, bazi sanatgilarin agacin dalina,
suyun akisina, ketenin lifine, kendi bede-
ninin hareketine odaklanmasinin sirridir.
“Ben sanatimi dogayla somut olarak nasil
birlestirebilirim?..”1? sorusundan hareket
eden Bilge Friedlaender de alternatif bir
mitoloji yaratilabilecegi umudunu tastyan o
sanatcilardan biri olarak hatirlanmaktadir.

Ahu Antmen, sanat tarihcisi ve
elestirmen. Marmara Universitesi Glzel
Sanatlar Fakultesi'nde 6gretim Uyesidir.

Derman (istcmbul: Kesit,
1996)] Sanatgi bu kitabi
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Ahu Antmen

Sand, Stone, Daisy, Water,
Silence: Bilge Friedlaender

Gilgamesh cuts down the cedar forest, at
the time, the cedar tree is very precious.
He says to Shamash, the Sun God, ‘If you
let me accomplish this, I will raise a mon-
ument to the gods.” And Shamash shows
him mercy and says, ‘Go cut the sacred
cedar forest’, just like we do today.”!

Bilge Friedlaender

Maria Mies, in an article in which she dis-
cusses the 20th century’s first major nuclear
disaster Chernobyl and its impact on wom-
en and children, poses the question “Who
made nature our enemy?” and propounds
that it is time for the patriarchal capitalist
system to end its war with nature.? Mies’s
ecofeminist perspective is both a spiritual
and a political call regarding the necessity
to completely rethink the relationship of the
“modern” human being to nature. This call
echoes in the contemporary art practice of
our era in various forms. Environmentalist
art theorists like Suzi Gablik propose to
rethink the contemporary function of art in
an ecological context. According to Gab-
lik, art, as a new practice of reenchanting/
reenchantment, reflects social concerns
pertaining to nature and emerges as a new
field of action. Raising issues such as the
influence of political and social concerns in
informing aesthetics; what types of formal
approaches these nurture; and the rela-
tion between environmentally conscious
art practice and environmental activism,
Gablik’s ideas offer a befitting framework to
interpret the practice of artists such as Bilge
Friedlaender, who construct their own
existence as individuals within a conscious
engagement with nature.

At the expense of getting slightly
personal, some of my observations of Bilge

words numbers lines

can perhaps contribute to this framework:

[ met her in 1998, as she was setting up

her exhibition “Golden Rule” at the Ayse
and Ercimend Kalmik Museum. When [
entered the museum, she was caressing

the grains of sand in one of her installations
which formed part of the exhibit. With
great care. It was as if she was enchanted. |
watched in silence her poised form; she ap-
peared to be listening to the sand. She had
a natural, serene, fragile air; and when I got
to know her better, my impression of her
did not change. She had returned to Turkey
after having lived abroad for 40 years, and
was trying to feel like she belonged again;
but in this place she had returned to, most
of the places she was familiar with, and
people she’d known were no longer there.
The aim of her exhibition “Remember to
Remember”, which opened at Galeri Nev
simultaneously with “Golden Rule”, proba-
bly also corresponded to a personal quest
to remember. Through the old photographs
and belongings of her family who had lived
in the Istanbul-Sivas-Iskenderun triangle,
she was making a journey to the past. She
was questioning the meaning of the sense
of belonging for herself through a subjec-
tive perspective, yet also by giving clues to
the Turkey of a bygone era. In this exhibi-
tion, the felt she used symbolically along
with the photographs and objects was
chosen because it had not lost its natural
quality in the interaction of nature-culture.
Just like the sand in “Golden Rule”, it was a
material that fascinated the artist.

Two years after these two simultane-
ous exhibitions that offered clues to both
her family history and her spiritual journey,
Bilge Friedlaender passed away.? After her
death, when [ read a 1969 English edition
of The Poetics of Space that had belonged
to her, tracing the passages she under-

lined and the notes she took,* I remem-

ber thinking she had completed a life in
search of a phenomenon Gaston Bachelard
coined as “poetic imagination”. In search of
awareness; in a state of being in the now;
penetrating the soul of objects; in pursuit
of the relationship between memory and
imagination, imagination and image; and
always in communion with nature. The
exhibition “Golden Rule” was, in essence,
sand, stone, daisy, water and silence; yet

it had transformed into a spiritual garden
that offered clues to the artist’s life and art.
It was like a poem written with space and
objects. A sort of ritual of communing with
nature. Having turned to natural material,
abandoning the limited space of the canvas
as her “own boundaries in the universe
expanded”,’ it was the last example of the
artist’s modest artistic approach that heeds
nature, and heeds the audience.

As can be discerned, Bilge Fried-
laender’s art is grounded in an awareness
of nature and ecological consciousness.
Shaped by the large scale, alternative pro-
duction modes of pioneering figures in the
USA such as Helen Mayer Harrison, Patricia
Johanson, and Agnes Denes who brought
art and ecology together as of the 1970s
onwards, in later years this artistic tendency
finds expression and becomes prevalent not
just in large land projects, but also in small
and modest artistic attitudes. From the
1990s onwards, it begins to also include art-
ists who leave the metropolis as a lifestyle
choice, who decide to remain outside the
commercial gallery system, turn to tempo-
rary productions within nature itself, and
propose a rethinking of the definition and
function of art.

According to theorists like Gab-
lik who keep track of this tendency that
becomes particularly pronounced in the
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1990s, it is possible to speak of a cultural
transformation that also reflects on art. The
reenchanting/reenchantment concept of
Gablik, who argues that we are nearing
the end of the hyper-masculine anti-nature
modern culture whose social project has
been depleted, can also be linked to the
phenomenon of spirituality that emerges

in an ecofeminist perspective. As Vandana
Shiva and Maria Mies point out, women in
ecological, peace, and feminist movements
who discover that everything is connect-
ed have thus also discovered the spiritual
dimension of life.® In this context, what is
qualified as “spiritual” is an awareness of
the “inherence of nature”, which in essence
does not discriminate between soul and
matter. From an ecofeminist perspective,
this spirituality is perceived as the healing
feminine principle that is the source of life
energy and is identified with nature itself.
This approach manifests in art both in po-
litical, activist, and agitprop productions, as
well as in more subjective expressions.

In this framework Bilge Fried-
laender is an artist who stands out with
her subjective attitude. She has focused
on the body, questioned the meaning of
feminine energy; she has searched for the
manifestations of the feminine principle in
the universe and transformed them into
visual motifs; she has been nurtured by the
ecological idea that everything is intercon-
nected and has regarded art as a tool that
can heal nature. In the meantime, she has
also lived her life with a personal sense of
responsibility for a sustainable environment
and realized her artistic production at the
same modest scale. Asking questions such
as “We live in a materialist world, every
artist makes thousands of sorts of works,
everyone wants their work to not vanish,
we load and load the world. But what will
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this lead to? Why are we doing this? Aren’t
there enough museums? What do we want
to say as artists of the present? What do we
want to do?”,” Friedlaender’s art mostly
consists of transient materials that come
from nature and can return to nature.

Like her small, makeshift chairs, which she
made in the 1970s using little branches

she collected from parks, string, cloth, and
wax, that could never completely settle
and rather remained between presence
and absence, her works are produced with
an awareness of the fact that everything is
transient.

Graduating from Istanbul Academy
of Fine Arts in 1959, Bilge Friedlaender
continued her arts education mainly in
painting and etching first at New York
University and later at Radcliffe Institute
at Harvard University in the 1960s; it is
possible to say that she engaged in an art
practice woven with reflections of Eastern
mystics that propose a teaching of life that
is more in tune with nature. Her abandon-
ment of the idea of being “a painter” and
turning to nature, natural material, and
search for new expressions in the 1970s
is no doubt a reflection of this approach.
During these years when art and agency
become intertwined towards antiwar, equal
rights, nature conservation efforts, the
break from painting and search for alter-
native languages are common characteris-
tics of her generation. Undoubtedly, Bilge
Friedlaender’s art does not remain aloof
of the social movements that took hold of
the youth of her era, and is shaped and
nurtured also by the widespread interest in
Eastern mysticism. Her exhibition “Rumi’s
Moon Garden” in 1994 can be considered a
clue as to how the inner journeys she took
on the basis of Eastern mystical teachings
have always guided her art. On the other

hand, what leads her to mystical teachings
is again obviously nature: the major change
she experiences in 1972 when she dived
into the Tongue of the Ocean, the famous
dive area in the Bahamas, evidently brings
an end to the visual journey she pursued in
numerous modern Western art movements
until that time. Describing the Tongue of
the Ocean as a place where “there is no
above or below, no sides, there is nothing;
you are not there either”, Friedlaender ex-
plains that after that date she tried to make
paintings that depict the spacelessness of
space, paintings that are none-paintings.?
One can sense her effort to visually reflect
her own spiritual experiences in a more
genuine manner.

In her works dating from the 1970s,
this sense of quest is predominant. Mov-
ing from a geometrical basis and using an
extremely minimal repertoire of form, her
small scale paper works reveal a reticent
poetic imagination. These works that seem
extremely fragile, made with materials
such as watercolours, pastel, and ink on
handmade paper; threads; strings; and
torn paper, at times with line and square
mutations, and at times evoking certain
organic forms are like the visual transfer-
ence of meditative moods. Titles such as
“Dream Time Drawings” (1975), “Through
the White Light #2” (1977), “The Unseen”
(1974) are also among the factors that
orient the audience. Among these early
period works, white-on-white productions
conceived on a mathematical basis with
titles like “9in 1" (1977) or “9-2” (1977)
are also striking. The artist has stated that
the mathematical basis of these early
works extended to later years and that she
envisioned her exhibitions as expanding
and contracting spaces through the nested
boxes she designed.® Discernibly, along with
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nature, the perception and expression of
space is a primary artery of her art.

In her installations during the 1980s
such as “WORDS / IMAGES / OBJECTS”
(1981) and “River / House / Book” (1981),
Friedlaender has strived to attain a three
dimensional narrative without abandoning
paper. In these years paper is no longer
a surface but begins to take shape as an
object and space in and of itself. Moreover,
the processes of paper production also
reverberate in the content of her artworks;
every sort of trace on the surface is the
very language of the material and speaks of
itself. In this period, the feather, which she
sometimes uses as a word (for example in
“Cosmic Word Dreamer” [1978]: feather)
and sometimes as an object, reflects the
clues of a visuality woven through meta-
phors in the context of nature’s interaction
with culture and the tangible’s relationship
with the evanescent. Frequently including
circle and spiral forms in her artworks,
Friedlaender thus points at the eternal
cycle of nature, rebirth, and the intercon-
nectedness of everything in an ecological
context. A common characteristic of all
these artworks is the extremely abstract
language of expression in their essence.
We encounter the same quest for abstract,
poetic, sensitive expression also in Fried-
laender’s sculptures and installations.

Meanwhile, the “Epic of Gilgamesh”
series she started in the 1980s is her most
striking work, in which she is immersed
in humanity’s relationship with nature.
Friedlaender came to be known in Turkey
mainly with this series which was exhibit-
ed in the framework of the 2nd Istanbul
Biennial. Considering and making others
consider the epic of Gilgamesh not in terms
of the heroism of a king that mesmerizes
his people with his strength but through

words numbers lines

the perspective of the cedar forests he
cut down is undoubtedly one of the most
striking qualities of the series. The “Cedar
Forest” sculptures form part of a diverse
series that includes monoprints, an artist’s
book, handmade paper sculptures, and an
installation made of natural materials; and
with their image of the rootless, branchless
tree that, though robbed of its vitality and
spirit, still tries to remain standing, mesmer-
ise the audience, unnerving and compel-
ling them to contemplate their future. Why
has Gilgamesh cut down the cedar forest,
does he really have to? Friedlaender’s
“Cedar Forest” nails this question into our
minds. These sculptures, through the forests
destroyed by Gilgamesh, are the dystopic
image of nature. Meanwhile, in the etch-
ings produced as part of the same series,
the artist focuses on Gilgamesh's struggle
with Goddess Ishtar. In her works symbol-
izing the goddess and her bull, the artist
reverses the familiar mythology, and con-
templates the Goddess Ishtar not as a threat
of extinction for the people as presented in
the epic, but as a metaphor for the awaken-
ing of female consciousness.!°

Ecofeminist writer and activist Van-
dana Shiva points out that the “modern
creation myth” propagated by the male
Western mind, which sees no harm in
sacrificing not only nature but also women
and the Third World, continues to govern
our lives completely.!* In order to reverse
this mythology;, it is necessary to start seeing
the Mother Earth not as a source of raw
material, but as the source of life. This very
simple but much overdue point of view is
the secret as to why some artists focus on
the branch of a tree, the flow of water, a fi-
ber of linen, or the movement of one’s own
body. Bilge Friedlaender, who set out from
the question “How can I tangibly merge my

art with nature...?”2, is remembered as one
of those artists who sustained the hope that
an alternative mythology can be created.

Ahu Antmen is an art historian and
critic. She is an associate professor at
Marmara University Faculty of Fine Arts.
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Bilge Friedlaender: Olayla Dolu Olus ve Akis

Bilge Friedlaender’'in “Aita Nehri Deseni"nde (1979) narin, beyaz verevine cizgiler el
yapimu bir kagidin sag kismini bir uctan bir uca kateder. Ilk bakista bunlar ancak zar

zor fark edebilirsiniz, 6ylesine belli belirsiz ve gosterissizdirler; ama fark ettiginiz andan
itibaren buitin dikkati tizerine ¢ekebilen elle tutulur, manyetik bir kuvvete dénistrler.
Friedlaender’in yapitinda kictk seyler buytk bir dnem tagsir. Cizgiler cizilirkenki
bastirmanin derecesinde gorilen degisimler, kiicik verevine cizgilerin kalinlasmasina,
beyazlasmasina, canlanmasina ya da neredeyse ucuculuga varacak denli incelmesine ve
hafiflesmesine neden olmustur; elle cizilmeleri her bir cizgiye tekil ve diizensiz bir karakter
atfeder. Izler arasindaki degisen mesafeler (az da olsalar), pekala kati bir geometrik sistem
de olabilecek bir seyi, dalgalanmalar ve nlianslarla dolu bir olaylar sistemine ceviriverir.
Bu beyaz cizgiler 6rgisi, kenarlari sadece kursunkalem ucu kadar noktalarla hafifce
belirtilmis bir kareyle etkilesim halindedir ve bu noktalarin her biri ayrica tekil ve dikkat
¢ekicidir. Bir bakima bu noktalarin her biri, insan bicimli olmamalarina karsin, kendilerine
6zg birer kisilige, biricik kimliklere sahiptir. Ayrica, bir kare olustursalar dahi her biri bir
ucsuz bucaksizlikla iliski icindedir, 6yle ki kdgidin kendilerine nazaran devasa goriinen
uzami tarafindan yutulmanin kiyisinda gibidirler hep. Solda ise, yumusak pembe ve beyaz
noktalardan olusan enfes bir karelaj ile kursunkalemin ucu kadar noktalardan yapilmuis,
serbestce kivrilan kictk bir sarmal gbze carpar. Bu minyatiir sarmal —adeta bir cocugun
karalamalar gibi- oyuncul, samimi ve candandir, ama bir o kadar da kapsayicidir ve
beraberinde bircok cagrisimi davet eder: Sedefli deniz helezonlari ve salyangoz kabuklari
gibi dogal formlarla, sarmal galaksiler gibi muazzam kozmik kiitlelerle ve kimisi binlerce
yil dncesine uzanan pek cok kilture ait kutsal sembollerle bag kuran, elle cizilmis bir
sarmaldir.

Bu esasen —tim o ¢izgiler, noktalar, bir karelaj, bir sarmal ve bir kareyle birlikte—
matematiksel bir calismadir, buna ragmen gercekten ugsuz bucaksiz bir gérantiime
sahiptir, hem de fevkalade duyarh ve tetiktedir. Ustelik bu calisma kagit tizerine yapilmis
olsa bile, bu k&gt yalin bir destek olmanin ¢ok 6tesindedir. K&git da tGzerindeki cikintilar
ve girintilerle adeta topografik bir harita gibi faal ve dalgal bir alan olusturur; gercek
manzaralarin, dik kayaliklarin, vadilerin, egimli tepelerin yani sira, topragin olusumuna
ve erozyonuna yol agarak diinyaya sekil veren kuvvetlerin hissini aktarir. Friedlaender’in
kokleri indirgeyici geometrik soyutlamaya uzanan miitevazi dlgeklerdeki bu cizimi elastik
ve siirseldir; kesif bir arayis ve aciga cikarma havasi, hatta dingin bir tinsel yogunluk
yayar etrafa. Bu cizimin kalbinde énemli bir kisisel ve ailevi deneyim de yatiyor. 1978’de
Friedlaender (ve cocuklart) antropolog olan esinin alan arastirmasi yapacagi Papua Yeni
Gine’'nin Gicra kdylerinde aylar boyu birlikte kaldilar. Yabanci bir yerde dogayla i¢ ice
yasamak ve tabii denize dokilen irmagin kiyisindaki kiigiik bir kéyde zaman gegirmek,
Friedlaender Gizerinde muazzam etkiler birakmistir. Sanatgi, oldugu gibi temsil etmek
kaygisini hi¢ glitmeden bu kdy ortamini almis, bu manzaray: cagristiran dogal lifli bir kagit
Uzerine, tipki bir buytcu gibi, harikulade firca darbeleriyle yarattigi bulutlar, yildizlar ve
irmagin akistyla “Aita Nehri Deseni” adli calismasina aktarmistir. Friedlaender’in dogayla
yasadig katartik, bilincini dontisiime ugratan tecriibeyle yarattig1 bu ¢izim, size gercekten
de dogaya duydugu o derin saygiy1 ve hic bitmeyen neseyi gecirmeyi basarir.

1934’te Turkiye'de dogan Bilge Friedlaender 1958'de ABD'’ye gdg etti. Bir sanatct
ve tutkulu bir 6gretmen olarak kariyerini New York'un entelektiiel ve kilttrel olarak canli
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ortaminda degil, Cambridge, Massachusetts ve Philadelphia’da stirdiirdti. Pek cok sergi
yapmis olsa da, gérece miitevazi ve ragbet gdérmeyen tlirden bir kariyeri oldu. Geriye
dontip bakinca, Friedlaender’in calismalari sayesinde coktan hak etmis oldugu ilgiyi,
yasami boyunca ve hatta Istanbul’da 2000 yilindaki vefatindan bu yana her nedense
gercekten de gbrememis oldugu anlasiliyor (maceraci ve bir o kadar da nevi sahsina
miinhasir bir kadin sanat¢inin basina elbette ilk defa gelmiyor béyle bir sey, bu sefer de
yillarca ABD’de yasamis olan bir Tirk sanatg1 ayni akibeti paylasiyor). Friedlaender’'in
cizimden resme, heykelden kavramsal projelere ve sanat¢i kitaplarina uzanan tiim bir
yapit, bilhassa 6zel bir &nemi olan 1971 ila 1981 yillar1 arasinda, muthis ilgi cekicidir ve
daha 6nce de belirttigim gibi son derece kendine hastir. Friedlaender, ikinci vatan1t ABD’de
1970’lerin 6nemli estetik ve fikir akimlarindan bazilariyla hig¢ siphesiz uyum icindeydi.
Minimalizm, temel geometrik formlara ilgisiyle, temsile ve figlirasyona karsitligiyla; metni
sanat, karelaj, tekrar, maddesellik ve dizisellik olarak kullanmasiyla; kavramsal yonelimiyle;
koli bandi ve telefon teli gibi sanatla ilgisiz goriinen malzemeleri dahil etmeye donik
egilimiyle —tim bunlarla Friedlaender’in yapitinda ifadesini buldu. Yine de Friedlaender’t
bu denli ¢ekici kilan sey, yapitinin son derece kisisel olmasi ve distinsel acidan yogun ve
arastirici niteligiyle gercekten de arays icindeki dogasidir. Friedlaender yalnizca forma
iliskin meseleleri degil, kozmos da dahil olmak tizere insanlarla doga arasindaki iligkiyi,
felsefi meseleleri, karmagik psikolojik durumlari, numeroloji ve Vedik karesi gibi ezoterik
konulari ve daha bagka pek ¢ok konuyu arastirmak i¢in yalin ve bir o kadar da soyut bir
estetigi benimsedi. Ayrica caligmalarinin 1970’lerde ABD'de sanat Uretiminde hakim olan
zihinsel, sagmalik kabul etmez ve kararh bir sekilde akilci (ve genellikle de eril) yaklasima
aykir1 diisen, acikea tinsel bir yoni de bulunur. Son yillarda, soyutlamanin resimde ve
cizimde yaklastk son yiiz yilda nasil uygulandigina dair alternatif, belirgin bicimde disil

bir gelisim hatt1 olusturmaya girisen harikulade akademik arastirmalar ve karatorlik
calismalarina rastlaniyor. Isvicreli sifaci, arastirmaci (kendisini boyle tanimlamustr) ve
sanatci Emma Kunz da, Isvecli mistik ve sanatci Hilma af Klint gibi bu alternatif hattin
kilit bir figiriidar. 20. yuzyilin baslarina ait (kirratérlagiinii Carolyn Christov-Bakargiev'in
tistlendigi 2015 Istanbul Bienali'nde én planda sergilenen) “diisiince bicimi” baskilarinda,
yogunlasmus bilinci biitiintiyle cisimlestirebilmek icin soyut formlardan yararlanan Ingiliz
teosofist Annie Besant da ¢yle. Minimal ve post-minimal sanatin farkh tirleriyle kurdugu
actk baglantilar diisinaldiigiinde, Bilge Friedlaender’in pekala bu alternatif hatla, bu disil
soyutlama turayle de baglantih oldugu séylenebilir. Friedlaender'in eserleri, en giglu
anlarinda, aktif, arayis icindeki bilincle, olus halindeki bilingle, sinirlarini sinayan ve kendini
temelden yayabilen bilincle dolmus haldedirler.

“Bonnard’a Saygi"da (1977) guasla ve kursunkalemle ¢izilmis ritmik yaylar tim
kagida yayilir. Burada gergekten de sanatginin hareketini, bedenini, uzanmis kolunu
hissedebilirsiniz. Alta yakin bir yerde kursunkalemle cizilmis bir kare vardir. Kare,
butunselligini korusa da, calismanin geri kalani tarafindan adeta yutulmus, kapsanmis
gibi gérintr. Friedlaender igin —dogada mevcut olmadigindan tamamen insani bir form
ve belki de insanin vekili olan- kare, cogunlukla etrafindaki kuvvetlerle iliski halindedir
ve bu kuvvetlerin hismina ugrar. “Kare Mutasyon: Yercekiminin Reddi"nde ise (1975) bu
sefer pembe suluboyayla (bu rengi tim disil cagrisimlariyla birlikte diisinin) cizilmis bagka
bir kare, kat1 sinirlar delen ve vecde gelip adeta havalanan, esneyip gerilen, organik,
hirpani ama yine de zarif bir sekle burtntr. Bagskalasmakta olan bu pembe kare (aslinda
pembenin U¢ tonu vardir burada) degismek, gelismek, 6zgir olmak, ugmak istemektedir.
Bir ucunda kivrim yapan bir tel bu pembe formu kateder. Tel sanki saf enerjiyi iletmekte,
bu enerji sekil degistirmekte olan karenin icine taginirken eglik etmektedir. Ortintii ve
kokten degisim, sinirlama ve serbest birakma, kati bir matematik ve filizlenmekte olan
gelisim, yalinhigini ve minimalligini hic¢ yitirmeyen bir ¢izimde bulusur. Gergekten de
cok kisisel bir kare oldugunu vurgulayan harikulade basligiyla suluboya bir ¢alisma olan
“Benim Karem”de (1975) bir karenin sol kenar1 ve Gstl gergin bir telle ayirt edilirken sag
kenari ve alt1 ise kursunkalemle belli belirsiz cizilmistir. Alt sol késeden st sag kdseye
uzanan bagka bir gergin tel kareyi iki dik tiggene ayrir. Biri digerinden daha koyu olmak
Uzere, Gicgenler yumusak morun farkli tonlarindadir. Bir dizeyde bu calisma timiyle
dolambagsizdir. Neyin nasil kotarildigini oldugu gibi gérirsiiniiz. Bagka bir diizeyde,
Friedlaender’in sanatciligini gercekten farkl kilan o incelikli gorsel siir duzeyinde ise,

107



2. Nazim Hikmet,
“Ceviz Agact”, Yeni
Siirler (1951-1959) icinde
(istcmbul: YKY, 2016), s.
134.

108

calisma resmen biyiileyici bir hal alir. Uc boyut ve iki boyut i¢ ice gecer; yapit ayni anda
hem ilerler hem geri gekilir. K&gida ilistirilmis tel pargalari, malzeme cok basit ve siradan
da olsa, tuhaf bir bicimde olaganustii géruntr. Kursunkalemle cizilmis iki sinir, silinip
gidiyormus gibi goriinecek kadar incedir. Koyu ve agik mor tonlar1 hala kendi baslarina ve
ayr olarak secilebilseler de birbirleriyle tam bir diyalog halinde, bir nevi enerji miibadelesi
icindedirler. Temel geometrik formlara bu denli yaslanan bu yapit, her seyi dikkate alarak
diisindginizde, insani olarak son derece anlamli bir hale éyle geliverir ki adint bir

tarlt koyamazsiniz bunun, hatta belki de dile bile dokemezsiniz. Yalnizca zarafet, onay;,
Ozlem, kayiplar, hayranlik ve duyusallikla bir mesguliyetin siirtip gittigini hissedersiniz.
Friedlaender’dan yedi y1l sonra dogan Amerikali post-minimalist heykel sanatgisi (ve bu
arada zarif ve siirsel soyut cizimler de yapan) Richard Tuttle bir keresinde séyle demisti:
“Bir sanat eseri elbette gériintr diinyanin muhasebesini agiga vurur, ama egit derecede
[“esit derecede” sozciiklerini dzellikle vurgular] gériinmez diinyanin da bir muhasebesidir
bu.” Bana kalirsa, Friedlaender’in bu kisisel karesinde, daha dogrusu biitin yapitlarinda
da bu gérinmez dinyadan —duygularin, sezginin ve giidilerin diinyasindan— cok sey
bulursunuz. Tuttle ayrica gorsel sanattan “i¢sel yasaminizin gidast” olarak da bahseder. Ve
yine bana 6yle geliyor ki, Friedlaender’in 6zellikle bu ve diger pek cok calismasinda da bu
gidadan bolca bulunur.!

Kagut Gizerine pastel bir calisma olan “Artemis #2” (1979), agirhkl olarak
bej renginde ama yer yer daha koyu tonlara karisan, soyut, cizgili ve asag1 yukari
konik bir bicime sahiptir. Aslinda soyutlama ve temsilin buttintiyle i¢ ice gectigi bu
is, Friedlaender’in yapitinin ¢cok énemli bir yanini (sanatc¢inin indirgeyici estetigi
distinildigiinde ise en olagandist yanini), yani dogaya acikligini, dogay: calismasina dahil
etmeye ve bunu husu ve hayranlik icinde yapmaya, hatta yliceyi de bir nebze sezdirerek
ne kadar hevesli oldugunu anlatir. Buradaki form, Friedlaender’in yakindan inceledigi
belli bir mantardan tiretilmistir. Etkileyici ve buytladar, hatta bir totemi bile andirdig
soylenebilir: Yiicelmeye ve bilincin ylkselmesine yol acan, dogadan tiiretilmis soyut bir
formdur. Ayni sey agaclar icin de, ya da daha dogrusu “Nazim Hikmet'e Sayg1” (1979)
adl Gi¢ pargall, k&gt tizerine pastel calismasindaki agac gdvdelerini hatirlatan dik haldeki
dikdortgenler icin de gegerlidir. Bu calismanin adini aldigy, iskencelerden gecmis ve
defalarca hapse atilmig yetkin Tirkiyeli sair, oyun ve roman yazar1 Nazim Hikmet'in de
agaclar tzerine sdyleyecek cok seyi vardi (“Basim koéptik kdpiik bulut, icim disim deniz
/ Ben bir ceviz agaciyim Glilhane Parki'nda / Budak budak, serham serham ihtiyar bir
ceviz"?). Friedlaender’in triptikinde her bir panel acikca bir agaca gdbnderme yapan dik
bir dikdortgeni gosterir. Bu pastellerle ne kadar cok zaman gecirirseniz imgeler de, tim
o renk bilesimleri ve tonlamalariyla, damarlar, hafif dokunuglar ve izlerle ve o tam (ama
yeterince vurgulanmayan) enerijileriyle o denli karmasgik ve etkileyici bir hale burtintrler.
Sair Dylan Thomas'in o Unl siirinde “yesil fitilden dogru cigcegi kosturan™ diye ifade ettigi
“guct” Friedlaender’in yorumlayisinda, bu sulh olmus agaclarda kudret ve sihir vardir.
“Kare Mutasyon: Yercekiminin Reddi”"nde yine Friedlaender’in carpik karelerinden birine
rastlariz, bu seferki ince, kesik kesik cizgilerden yapilmistir. Kare, on tane yatay ama kesik
¢cizginin katettigi koyu mavi bir suluboya zemin tizerinde yer alir ve burada da devreye
yine Friedlaender’'in ¢ok hafif ama bir o kadar da gliglii dokunuslarindan biri girer.

Tipki digerleri gibi calismanin ylzeyi kazinarak elde edilmis olan ortadaki besinci ¢izgi,
birdenbire izeri kiictik kiigtik kesikli bir telefon teli parcasina, iletisimi ima eden fiziksel,
elle tutulur bir seye dénusur. Bu yapit gizemli bir alacakaranlik hissi verir; muazzam bir
gbkylizinli akla getiren mavi monokrom zemin ise sanki safagin sbkmesine ¢ok az kalmig
gibi bir olasilik ve macera hissi uyandirir. Bu dolayimli gékytzindeki kirilgan, belli belirsiz,
ucan kare tek kelimeyle hos ve dokunaklidir.

Cogu zaman, Friedlaender’'in bu sade ama yine de gekici calismalarina uzun uzun
bakip etkilesim halindeki sekillere, renklerin ustaca kullanimina ve kiiciik (ama kuvvetli)
ayrintilara kendimi agtigimda, 6ncelikli saikinin hosa giden ve ilging sanat eserleri degil
de, sapmalar1 ve donusleriyle, fikirleri ve sezgisiyle, serbestce dolasan elastik bilincini
kucaklayabilecek ve ifade edebilecek sanat eserleri Gretmek oldugu hissine kapilirim. Yalin
ve buyiik oranda soyut calismalarinin béylesine énemli, bdylesine canli ve nihayetinde bu
denli duygulu gériinmesinin nedeni de muhtemelen budur. Kasti olarak verilmis zararlar
hayli coktur; sertlik icerir ama ayni zamanda da zarif gériiniir; buna Friedlaender’a 6zgli
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bagkalagmis zarar da diyebiliriz. “Diis Vakti Mekanlar #2 Ugan Sekilli"de (1975) ortada

gri ve beyaz bir sekil ilistirilmis siyah bir dikdértgen yer alir. Friedlaender kagidi boydan
boya yirtmistir; bu gayri nizami yirtik, siyah forma ulastidinda duzensiz bir beyaz cizgi
haline gelir. Asagida, bahsi gecen yirtik bu sefer de kursunkalemle cizili tek bir dalgali

cizgi seklinde tekrar edilir. Siz fay hatlarini ve yatay cizgileri, catlaklari ve yariklari, kirilan
ve onarllan seyleri aklinizdan gecirirken, eserden de derin disiincelere gark olan bir
dinginlik yayilir. “Dus Vakti Desenleri #6”da (1975) ise sag taraftaki yirtik k&gt parcast,
solda, nerdeyse bir hayal gibi (ve ulasilmaz giizellikte), uguk pembeyle cerceveli beyaz
pastel bir sekil biciminde tekrar eder. “Cizgi Arti Zaman Art1 Yirtik #2”de (1977), acilmis
bir kutunun Ustiinde rahatlikla bulunabilecek tiirden, koparilmis tek bir koli bandi pargast,
miurekkep siyahi bir evrende stiziilerek ucuyormus gibi gériiniir; bandin tizerinde yer alan
ince gercek hatlar, asagida kenardan kenara cizilmis yatay cizgiler seklinde tekrar eder.
Doénuastumler de hayli coktur, normal kosullarda dikkatinizi neredeyse hic cekmeyecek
olan bayag ve siradan seylerin dontisimleridir bazen bunlar; mesela siyah ve gri “Kasim
Duisti"ndeki (1975) el yazili beyaz bir not kdgidina oldugu gibi. Olaylar ve akislar ise her
seyden daha coktur. Cizilmis cizgiler kesiklere ya da bosluklara déntistr. Sinirlar vurgulanir
ve sonra da agilir. Canh sekiller geriye cekilirken, zorlukla ayirt edilebilen sekiller ve yapilar
sastrtict bir bicimde belirginlesir.

Yaptig1 her seyin 6ziine sizmis olan ve Friedlaender’in bir sanatgi olarak kendini
gercekten de ispatladig1 1970’lerde ve 1980’lerin basinda Urettigi maceraci calismalara
hayat veren sey, onun ayni anda hem asir1 titiz hem diledigince deneysel, hem arastirmaya
dayanan hem hulyali, hem distince yogun hem lirik, hem ciddi hem oyuna merakl
olabilen bilesimsel duyarhigidir. Bunu tim ¢izimlerinde ve ayni zamanda elleriyle (ve
aslinda cok hos) yaptig1 6zel sanatgi kitaplarinda da goriirsiiniiz. Bu sanatgt kitaplarindan
“SOZCUKLER / SAYILAR / CIZGILER"de (1977) bir karenin st ve alt kenarlari say1
dizilerinden olusur; tek bir siyah cizginin altindaki L, I, N ve E* harfleri ise dikdortgen
bir blok olusturur ve siyah noktalardan yapilmis bir el izi uzanarak siyah bir sarmala
dokunur. Bu duyarligi aklindan hi¢ cikarmayan Friedlaender, zamani icin essiz ve mithim
olmakla kalmayip (gogu zaman yeterince takdir edilmemis olsa da) glinimuzde de daha
iyi bilinmeyi hak eden bir dizi caligma tretti. ABD’de yasayan ve ¢alisan bu Turkiyeli
sanatgl ayni zamanda -bilerek ya da bilmeyerek— Amerikan sanat ve yazinindaki vizyoner
bir akimla da iligki halindeydi. Bu vizyoner akim, zamaninda muazzam etkili olmus ve
sonraki kusaklardan pek cok sanatcl ve yazar tizerinde de etkisini devam ettirmis olan
19. ylzyilin transandantalist filozof-sairi Ralph Waldo Emerson’a kadar gider. 1844 tarihli
“Sair” adli metninde Emerson gizemli bir ifadeyle sdyle der: “Sanat, yaraticiyr eserine
goturen yoldur.” Bana kalirsa, tilkede radikal ve deneysel sanat Giretimi izerine edilmis
ilk bliytik s6zdir bu. Emerson igin sanat tamamlanmis resim, heykel ya da cizim, film
ya da cam nesne, performans ya da partisyon degil, tiim bu seylere gotiiren kapsaml
yoldur —sanat¢inin kendine 6zgl calisma, disiinme ve var olma bicimidir. Bu tanim,
calismasini yalnizca ureten degil gercekten yasayan Friedlaender’e de pek uygun duser

gibidir. 1839’da Emerson, gunliigiine “Kesinligi ve Ugsuz Bucaksizhigi istiyoruz, Riyalarimizi

ve Matematigimizi” diye yazdiginda, sanat Uretimine iliskin ayn: anda hem arastirmaya

dayanan ve zihinsel, hem vizyoner ve gorgil bir yaklasimi 6z1a bir sekilde ifade etmekteydi.

Bu yaklasim da, galismalarinda benzer sekilde kesinlik ve ugsuz bucaksizlikla, matematik
ve geometriyle, ama ayni zamanda hayaller ve riiyalarla mesgul olan Friedlaender’e yine
cok uygun diiser gibidir. Iste Arter’deki bu sergi, bugintin izleyicilerine, ilgiyi ve 6vgiiyt

fazlasiyla hak eden miikemmel bir sanatci oldugu halde cogunlukla fark edilmemis olan bu

Turkiyeli kadin sanat¢inin ¢alismalarina dilediklerince erisebilme imkanini sunuyor.

Gregory Volk, Art in America ve pek ¢ok baska yayina
duzenli olarak katkida bulunan New Yorklu bir sanat
yazari ve kiratérdar. Ayrica Virginia Commonwealth
Universitesi Sanat Okulu’nda docent olarak gbrev
yapmaktadir.

4. ingilizcede gizgi
anlamindaki “line”
sézcltgunde yer alan doért
harf isaret ediliyor -en.
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Gregory Volk

Bilge Friedlaender: Eventfulness and Flux

In Bilge Friedlaender’s “Aita River Drawing” (1979), delicate, white diagonal stripes drift
across a sheet of handmade paper on the right. You hardly notice them at first, they are
that slight and unassuming, but when you do they become a palpable, magnetic force that
wholly gathers your attention. Little things matter a lot in Friedlaender’s work. Gradations
of pressure cause the small diagonal lines to be thicker, whiter, and more vivid, or thinner
and lighter, almost ethereal; drawing them by hand results in each line being singular and
irregular. Varying (although tiny) distances between the marks turn what could easily be

a rigid geometric system into an eventful one full of fluctuation and nuances. This mesh
of white lines interacts with a square loosely delineated by nothing more than pencil dots,
and these dots, too, are singular and compelling. Without being anthropomorphic, each,
in a way, has its own personality, its own unique identity. Also, while they form a square,
each is in relation to a vastness, at the verge of being overwhelmed by the comparative-
ly huge expanse of the paper. On the left is a lovely grid of soft pink and white dots and

a small, seemingly free-floating spiral made of pencil dots. This miniature spiral seems
playful — almost like a child’s doodle - intimate, and dear, yet also expansive and evoca-
tive: a hand-drawn spiral that connects with natural forms like the nautilus and snail shell,
immense cosmic bodies like spiral galaxies, and sacred symbols from many cultures, some
dating back millennia.

This is an elemental, mathematical work — all lines, dots, a grid, a spiral and a
square — but it seems truly vast, as well as supremely sensitive and alert. Also, while this
work is on paper, the paper is much more than a mere support. With subtle bulges and
indentations, it is an active, rippling field, almost like a topographical map, and it hints at
landscapes for real, at escarpments, valleys, and sloping hills, as well as at world-shaping
forces of land formation and erosion. Friedlaender’s modestly scaled drawing, so rooted
in reductive geometric abstraction, is supple and poetic, and exudes a distinct air of quest
and discovery, even a quiet spiritual intensity. In 1978, Friedlaender (and her children)
accompanied her anthropologist husband on a months-long trip to remote villages in
Papua New Guinea, where he was doing fieldwork. Living very close to nature in a foreign
place, including time spent in a small village where the river emptied into the sea, affected
Friedlaender enormously. Without depicting the setting in any representational sense, she
channelled it into her “Aita River Drawing”, with wonderful brush marks conjuring clouds,
stars, and the flowing motion of the river, and with paper made of natural fibre, evoking
the landscape. What you really feel is Friedlaender’s reverence and enduring joy as she
responded, in a drawing, to her cathartic, consciousness-altering experience in nature.

Born in Turkey in 1934, Bilge Friedlaender immigrated to the US in 1958, which is
where her career as an artist and impassioned teacher developed; mostly in Cambridge,
Massachusetts and Philadelphia, and not in the hothouse centre of New York. While she
had numerous exhibitions, hers was a relatively modest, under-the-radar career; and in
retrospect it now seems quite obvious that, for whatever reason, she didn'’t really receive
the attention that her work warranted during her lifetime — and also hasn't since her
death in Istanbul in 2000 (hardly the first time this has happened with an adventurous and
idiosyncratic female artist, in this case a Turkish artist living for years in the US). Spanning
drawing, painting, sculpture, conceptual projects and artist’s books, Friedlaender’s work,
especially during the crucial years of 1971-81, is altogether compelling and, as I men-

bilge friedlaender
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tioned, wonderfully idiosyncratic. In terms of her adopted country, Friedlaender was clearly
attuned to some of the important aesthetic and ideational currents of the 1970s. Minimal-
ism, with its interest in rudimentary geometric forms and opposition to representation and
figuration; its use of text as art, grids, repetition, materiality, and seriality; its conceptual
orientation; and inclination towards incorporating seemingly non-art materials like pack-
ing tape and telephone wire — all of these find an expression in Friedlaender’s work. Still,
what makes her so compelling is the highly personal, thoughtful, investigative, and indeed
questing nature of her work. Friedlaender employed a sparing, largely abstract aesthetic to
investigate not only formal matters, but also the relationship between humans and nature,
including the cosmos; philosophical matters; complex psychological states; esoterica like
numerology and the Vedic square, and many other concerns. There is also a spiritual aspect
to her work, at odds with the cerebral, no-nonsense, resolutely rational (and usually male)
approach to art-making so prevalent in the US in the 1970s. Some excellent scholarship and
curation during the past several years has begun to articulate an alternative lineage for ab-
straction, as practised in painting and drawing over the last hundred years or so, a distinctly
female lineage. Swiss healer, researcher (that’s what she called herself) and artist Emma
Kunz is a key figure in this lineage, as is Swedish mystic and artist Hilma af Klint. So, too, is
British theosophist Annie Besant, whose “thought-form” prints from the early 20™ century
(prominently exhibited at the 2015 Istanbul Biennial, curated by Carolyn Christov-Bakar-
giev) utilize abstract forms to incarnate intensified consciousness. It may be the case that
Bilge Friedlaender, who clearly connects with different kinds of minimal and post-minimal
art, also connects with this alternative lineage, with this kind of female abstraction, and her
works, at their best, are suffused with active, questing consciousness, consciousness in the
state of becoming, consciousness testing its own limits, and radically extending itself.

In “Homage to Bonnard” (1977), rhythmic arcs, alternately rendered in gouache and
pencil, sweep across the paper. You really feel the artist’s motion here, her body, her out-
stretched arm. Near the bottom is a square, delineated by pencil, and while intact, it seems
almost overwhelmed by, or subsumed in, the rest of the work. For Friedlaender, the square
— a distinctly human form because it does not occur in nature, and perhaps entirely a surro-
gate for the human - is often in relation to, and buffeted by, surrounding forces. In “Square
Mutation: Denying Gravity #10” (1975), another square, this one rendered in pink (remem-
ber that colour, with all its feminine connotations) watercolour morphs into a stretching,
organic, ungainly, yet still graceful shape that transgresses rigid borders and seems to be
ecstatic and aloft. This pink (actually it is three shades of pink) mutating square wants to
change, develop, to be free, to fly. A wire stretches across the pink form, coiling at one end.
It seems to be conducting pure energy, ushering that energy into the morphing square.
Pattern and radical change, restriction and release, precise mathematics and burgeoning
growth converge in a drawing that remains very spare and minimal. In the watercolour
“My Square” (1975), with the fantastic title emphasizing that this is indeed a very personal
square, the left side and top of a square are delineated by taut string, while the right side
and bottom are delineated by barely visible pencil. Another piece of taut string, stretch-
ing from the bottom left corner to the top right, divides the square into two right-angled
triangles, and they are different soft purple hues, one a bit darker than the other. This work
is, on one level, absolutely straightforward. You see exactly what has been accomplished,
and how. On another level — on the level of subtle visual poetry that really distinguishes
Friedlaender as an artist — this work is downright enthralling. Three dimensions and two are
conflated; the work simultaneously advances and withdraws. Segments of string, sewn into
the paper, seem curiously marvellous, even though the material is so basic and common-
place. The two borders rendered in pencil are so slight that they seem to be dissolving. The
darker and lighter purple tones, while individual and distinct, are in complete dialogue with
one another, in a kind of energy exchange. As you take everything in, this work, so based
on rudimentary geometric forms, becomes just so humanly meaningful, but in a way you
can’t pin down or, perhaps, even put into words. It deals in grace, acceptance, longing, loss,
wonderment, and sensuality. American post-minimal sculptor Richard Tuttle (incidentally,
also another maker of exquisite and poetic abstract drawings), who was born seven years
after Friedlaender, has declared, “an artwork is of course an accounting of the visible world,
but it is equally (he emphasizes this word ‘equally’) an accounting of the invisible world.”
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In my opinion, there is a great deal of that invisible world — a world of emotions, intuition,
and instincts - in this personal square by Friedlaender, and indeed throughout her work.
Tuttle has also talked of visual art as being “food for your inner life.” In my opinion, there
is a great deal of such nutrition in this particular work by Friedlaender, and in many other
works by her as well.!

The pastel on paper “Artemis #2" (1979) looks to be an abstract, striated, loose-
ly conical shape, largely beige but mixed with darker tones. In fact, it's a conflation of
abstraction and representation and reveals something crucial (and most unusual, given
Friedlaender’s reductive aesthetic) about her work, namely her openness to nature, her
willingness to channel nature into her work, and to do so with reverence and wonder-
ment, even with a hint of the sublime. The form here is derived from a particular fungus
that Friedlaender closely studied, and it looks powerful, magical, and perhaps even
totemic: an abstract form, derived from nature, that triggers upsweep and heightened
consciousness. The same goes for the trees, or rather vertical rectangles that also suggest
tree trunks, in the pastel on paper triptych “Homage to Nazim Hikmet” (1979), dedicated
to the brilliant, and frequently persecuted and imprisoned Turkish poet, playwright, and
novelist Nazim Hikmet, who had a lot to say about trees (“My head is a foaming cloud, in-
side and outside I am the sea/l am a walnut tree in Giilhane Park in Istanbul/an old walnut
tree with knots and scars”?). In Friedlaender’s triptych, each panel shows a vertical rect-
angle, which clearly communicates a tree. The more time you spend with these pastels,
the more complex and powerful the images become, with gradations and combinations
of colour, streaks, slight dabs and marks, and with total (if understated) energy. There is
power and magic in these mediated trees, Friedlaender’s rendition of “the force,” as poet
Dylan Thomas put it in his famous poem, “that through the green fuse drives the flower.”?
“Square Mutation: Denying Gravity” (1975) features another of Friedlaender’s askew
squares, this one made from thin, incised lines. It’s on a deep blue watercolour ground
with ten horizontal lines, also incised, and there is also one of Friedlaender’s subtle, yet
totally potent touches. The fifth line in the middle, made like all other lines by scratching
into the work’s surface, suddenly becomes a small, raised segment of telephone wire — a
physical, tangible thing hinting at communication. This work has a twilight feeling of mys-
tery, as well as a pre-dawn feeling of possibility and adventure, with the blue monochrome
ground conjuring the gigantic sky. In this mediated sky, the fragile, wispy, flying square is
utterly lovely and touching.

Very often, when I look and look at these austere yet riveting works by Friedlaender,
and really open myself to their interacting shapes, expert use of colour, and small (yet po-
tent) details, [ get the distinct sense that her primary drive wasn't to make engaging and in-
teresting artworks, but instead artworks capable of embracing and articulating her ranging
and elastic consciousness, with all its twists and turns, ideas and intuition. That'’s likely why
her sparing, mostly abstract works seem to matter so much, why they seem so lively, and
ultimately so soulful. Wilful damage abounds, and it’s rough, but also elegant; call it Fried-
laender’s altered damage. In “Dream Time Places #2 with Flying Shape” (1975), a black
rectangle with an attached grey and white shape in the middle is featured. Friedlaender
tore the paper from side to side; when this ragged tear reaches the black form it becomes
an irregular white line. Below, the tear is repeated as a single wavering line drawn in
pencil. You think of fault lines and horizon lines, of cracks and fissures, of things that break
and are restored, while the whole work also exudes a meditative serenity. In “Dream Time
Drawings #6" (1975) a scrap of torn paper on the right is repeated, on the left, as an
almost apparitional (and achingly beautiful) white pastel shape with a faint pink border.

In “Line Plus Time Plus Torn #2” (1977), a single torn off piece of packing tape, such as
might easily be found on an opened storage box, seems to be soaring through the inky
black universe; the actual thin strands in the tape are repeated, below, as drawn horizontal
lines stretching from edge to edge. Transformation also abounds, sometimes of ignoble or
mundane things that you'd hardly pay attention to at all under normal conditions, includ-
ing a scrap of a white handwritten note in the black and grey “November Reverie” (1975).
Eventfulness and flux especially abound. Drawn lines become cuts or gaps. Borders are
emphasized and then surmounted. Vivid shapes withdraw, while barely discernible shapes
and structures become surprisingly prominent.

1. "“Richard Tuttle:
Artists Are Like Clouds,”
Louisiana Channel,
Published March
31,2014, https://
www.youtube.com/
watch?v=FFoZpS4AWLw

3. Dylan Thomas, “The
Force That Through the
Green Fuse”, in Collected
Poems 1934-1953
(London: Weidenfeld &
Nicolson, 2000), p. 13.
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Coursing through everything, animating the adventurous works Friedlaender made
during the 1970s and early 80s when she really came into her own as an artist, is her
combinatory sensibility, at once ultra-precise and freely experimental, research-driven and
dreamy, deeply thoughtful and lyrical, serious and playful. You see this throughout her
drawings, and also in her very special handmade (lovingly made, actually) artist’s books,
including “WORDS / NUMBERS / LINES” (1977), in which sequences of numbers form
the top and bottom sides of a square; the letters L, I, N, and E grouped beneath a single
black line, also form a rectangular block; and a handprint made of black dots reaches up
to touch a black coil. With this sensibility in mind, Friedlaender developed a body of work
that was not only singular and important in its time (yet frequently under-acknowledged),
but also deserves to be much better known now. Whether consciously or not, this Turkish
artist living and working in the US also connected with a visionary strain in American art
and writing, leading all the way back to the 19" century Transcendentalist philosopher-po-
et Ralph Waldo Emerson, who was enormously influential in his day, and has continued to
be influential and inspiring for many artists and writers coming much later. “Art is the path
of the creator to his work,” Emerson enigmatically wrote in his 1844 essay “The Poet”,
for me the first great statement produced in that country in relation to radical and experi-
mental art-making and writing. For Emerson, art is not the finished painting, sculpture, or
drawing; film or glass object; performance or musical score, but instead the comprehen-
sive path that leads to all of those things — the artist’s individual way of working, thinking,
and being. This seems very pertinent in the case of Friedlaender, who was really living,
and not just making, her work. In 1839 Emerson succinctly encapsulated an approach to
art-making (and perhaps also a fundamental approach to living) that is at once searching
and cerebral, visionary and empirical, when he wrote in his journal, “We want the Exact
and the Vast; we want our Dreams, and our Mathematics.” This also seems especially per-
tinent with regard to Friedlaender, whose works likewise deal in exactitude and vastness,
in mathematics and geometry, but also in visions and dreams. This exhibition at Arter now
offers a contemporary audience welcome access to artworks by an excellent, yet too often
unrecognised, female Turkish artist who deserves substantial attention and acclaim.

Gregory Volk is a New York-based art writer and cu-
rator who contributes regularly to Art in America and
many other publications. He is also associate profes-
sor in the School of the Arts at Virginia Commonwe-
alth University.
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Bilge Friedlaender'in 1970’ler ve 1980’lerde Urettigi yapitlarini bir
araya getiren Arter’deki serginin belki de en iddiali islerinden biri,
1981 tarihli “Nehir / Ev / Kitap” adli eser. Sanatcinin 2000 yilindaki
Oliminden yakin zamana dek kapali kaldig1 depodan ¢ikarilan
isleri arasinda yer alan bu eser, dokuz ahsap kum tablasi Gizerine
acilan dokuz adet akordiyon seklinde katlanmis ciltten olusuyor.
Eserin yerlestirilmesi icin yol gosterebilecek, son sayfasinda “yer-
lestirme kitab1” yazan ciltlenmemis kitabin ilk on alt1 sayfasinda,
mirekkep ve beyaz boyayla ortaya ¢tkarilmis, gogunlukla dokuzlu,
bir tane begli, bir ¢l ve birkag¢ da dortlii olmak tizere bir dizi
dikdortgen figlir grubu mevcut. “Yerlestirme kitab1” “Nehir / Ev/
Kitap”in yerlestirilmesine kilavuzluk eden bir kitap oldugu 6lctde
bu dikdoértgen figlir gruplarini iceren sayfalari da sanatcinin farkl
sergileme mekanlari igin kiiratoryal alternatifler Gizerine notlari
olarak kabul edebiliriz. Ote yandan bu tasarim sayfalarinin ilkinden
itibaren, sayfa ortasindan sanki yukariya dogru giden dort kiisur
dikdortgenle farkl bir etki yaratiliyor. Bir otoyolun seritlerine ya da
ucak pisti cizgilerine ya da sonraki sayfalarinda semafor sistemiyle
bayrak sallayan ya da dans eden figtrlerin olusturdugu daginik bir
semaya benzeyen, bu gbriintste soyut, geometrik figlirler sadece
pragmatik kilavuzlar degiller. Etraflarindaki kagidi sikilagtiran bu
aydinhik dikdértgenler serisi ayni zamanda bakist kendilerine ¢ekip
birakarak bakisin akisin miimkiin kiliyorlar. Oyleyse bunlar sadece
“Nehir / Ev / Kitap™in nasil yerlestirilecegi hakkinda degil, ayni
zamanda kendisi de bir gesit “yerlestirme kitab1” olan bu yapita
nasil bakilacagyyla ilgili talimatlardir: Mekana yayilan bir dizi kitap
benzeri nesne, siginaklar gibi ayakta duran, ayni zamanda da kum-
larin Gizerinden birer nehirmiscesine akan melez parsdmen rulosu
benzeri yapilar ya da kanonik olmayan kitap-turleri halinde teshir
edilmektedir.

Bilge Friedlander’in kitabin otoritesine karsi ¢ikisindaki hat-
lar 6zellikle girift, bicemsel acidan ve gruplandirilma bakimindan
hayli gesitli olsa da, 1970’lerde Urettigi ve su anda Arter’de sergi-
lenmekte olan daha soyut islerinden oldukca farkli gériinen sonraki
doénem yapitlarinin da yine bu “yerlestirme kitab1” ve “Nehir /

Ev /Kitap”la ortaya citkan potansiyeli kullandig1 distintlebilir.
Sanatcinin kum icinde kiicik mermer aletlere benzeyen nesneler-
den ve dik keten kagid: situnlarindan olusan yerlestirmeleri oldugu
gibi, 19. ylizyilda Turkiye'de ve Irak’ta kesfedilen ve Homeros'tan
1500 y1l 6nceye tarihlenen gorkemli Gilgamis Destani’'ni konu alan,
teknik agcidan daha geleneksel gravirleri ve monotip baskilari da
vardir. 1993 yilinda Philadelphia’daki Jessica Berwind Gallery’de
acllan sergisinin basin bulteninde, yerlestirmelerinin, 6zellikle cevre
konusunda “sagaltmay1” ve bir “dénitisim diyalogu"nu, bunun
yaninda Inanna/istar! figiiriniin incelenmesi tizerinden de bir
“kadinhik bilinci uyanisi’n1 hedefledigi belirtilir. Hal boyleyken, daha

sonraki islerinin modellerini basitce dnceki islerinde gérmeden
ya da islerinin degerlendirilmesinde basvurulacak tiim kriterleri
belirlemeye kalkismadan, Bilge Friedlaender’in erken dénem igle-
rinde goérilen soyutlamaya donik ilginin, gecis halindeki soyutlama
diyecegim bir methumu sadece anlamamiza degil deneyimleme-
mize de yardimci olacak enerijilerin agiga ¢ikmasini sagladigini 6ne
sirmek istiyorum: Figlr, ylizey, mekan ve hacim algilar1 arasinda
etkin bu soyutlama deneyiminde, yapmanin anlamlari, genellikle
“iz birakmak” denen (ama, cesitlilik ve akiskanligiyla, giindelik
dilde gecen “birisinin kendi izini birakmasi” séziindeki hamasete
mesafeli) eylemi de icerecek sekilde bizi miras alinmis sanatsal ve
kultirel otorite modellerine karsi cikilan bir alana ceker.

Bu durumda, Friedlaender’in 1970’lerde tirettigi islerinin
birkag agidan gecis halindeki soyutlamay1 6rnekledigi sdylenebi-
lir. Ancak bu, 1958'de memleketi Ttrkiye'den ayriip New York
Universitesi'nde resim yiiksek lisansi yapmak tizere gittigi ve
1994'te tekrar Istanbul’a donene dek yasayip cahstign ABD'de kar-
silasti@1 sanatta veya modern sanatta soyutlamanin énemi fikrine
katilip katilmamakla ilgili bir mesele degildir sadece. Amerikan tarzi
resmin yikselisine ve Briony Fer’in Ad Reinhardt’in yapitina refe-
ransla soyutlamanin “tarihsel, elestirel, estetik projesi” oldugunu
soyledigi egilime kismen yabancihigini koruyan Friedlaender’in
yapiti, cagdast diger kadin sanatcilarin, belki en cok yakin zaman
once kapsamli bir retrospektifi gerceklestirilen Agnes Martin'in
yapitlari gibi?, Fer'in ifadesiyle savag sonrast ABD’de dolasimda
olan “soyut sanatin dénustliriicii olanaklari”yla® dolayl olarak iligki-
lenir. Ote yandan, Reinhardt'in, Malevich'in mi yoksa Duchamp’in
mu takipcisisin sorusunda kendini gdsteren diglayici soyut sanat pro-
jesinin bir parcasi olmamak icin de direnir. Mizahi ve cesitliligiyle,
Friedlaender’in yapiti, tekrarlayan kursunkalem ve pigment karelaj-
lariyla son dénemde igeddniiklikte israrci olarak, temsilin agkinligy,
hatta izleme deneyiminin ickinligi ve belki de en ilginci, Roger
Cook’'un Martin'in lezbiyenligiyle iliskilendirerek* ifade ettigi gibi,
bir “mekéan kaplama” nosyonu ve bir “sahip olma iradesi disinda
yasama iradesi” olarak 6ne cikarilmis Martin'i de iceren boylesi
kurtulusgu gercevelerden tasar. Buna karsilik, Friedlaender’'in
dontstirictuden ziyade gecis halindeki yapiti, temsili imge Giretimi
Uzerindeki dini kaynakl kisitlamalarin sonucu olarak éteden beri
soyutlama formlarini desteklemis bir kiltirden gikmustir ve cesitli
sekillerde de bu kultiire donmektedir. Dekoratif veya mimari olanin
anlamlarma vakif olunacak izleme mekanlarindaki dissallik izlerini
ortaya cikaran ve bu izler Gzerinde kimlikler cercevesinde hak
iddiasinda bulunan veya onlari yeniden talep eden Friedlaender’in
yapitindaki soyutlama, Arter’deki serginin de vurguladig: gibi,
bazen Turkiye geleneklerine dahil olduklar1 gerekgesiyle korunan
ve yuceltilen dogmatik anlam ve degerlerin baglanti noktasini ve

ayrica bugfinkii Islami yonetimler icinde ve 6tesinde islam’a ceva-
ben sanatin potansiyelini diisinmenin daha genis bir yelpazedeki
yansimalarini hatirlatacak derecede gecis halindedir.

Friedlaender'in ABD’deki bigimlenisi ya da yeniden bigim-
lenisindeki belki de en biiyiik pay1, 1960’larin sonlar1 ve 1970’lerde
“slirec sanat1” adi verilen —veya bu noktada daha uygun olacak bir
tanimla— “stire¢ olarak malzeme” diyebilecegimiz egilimin goster-
gebilimsel bir okumastyla izleyebiliriz. En 6énemlisi, Friedlaender’'in
yenilik¢i yapitinda actkga goruldagi gibi, burada géstergenin belir-
tisel ve gorintisel kipleri arasindaki sinirlarin istikrarsizlagtirilmast
s6z konusudur.® ABD’li felsefeci C. S. Peirce’in ortaya attig1 sek-
liyle “belirtisel gosterge” bir seyi gosterilenle varolussal baglantis
uzerinden okumayi, “gériintiisel gosterge” de geleneksel benzerlik
nosyonlarindan devamla gosteren ile gosterilen arasindaki nitelik
ortakligini igerir. Eger streg sanati, gogunlukla sanat yapitinin bir
nosyon olarak formuna istikrarsizlik getirmesine izin verecek kadar
malzemeyle calismayi iceriyorsa, sanatginin faaliyetinin okunurlu-
gundan, yapmanin belirtisel izinden potansiyel olarak vazgecilmis
ya da bunlar feda edilmis demektir. Friedlaender 6rneginde bu
siklikla, kum (izerinde, hem nehirler gibi akan hem de konutlar gibi
degilse de yerlesimler gibi hareketsiz dikilen “Nehir / Ev / Kitap”in
akordiyon ciltlerinde oldugu gibi, belirgin ya da taninabilir temsilin
Otesinde, malzemenin, sekillerin ve ylizeylerin goriintiisel gosterge
olarak potansiyellerindeki cesitliligin yeniden kesfini icerir. O halde
gecis halindeki soyutlama, bu sergideki yapitlarin cogu tGizerinden,
kimi zaman geriye, gdstermeye dogru gecis halindedir.

Peki Mondrian'in elinden ¢itkma bir okyanus soyutlamasina
ya da bir Van Doesburg tasariminin ¢itkirldim bir versiyonuna
benzeyen, kisa kursunkalem cizgileri ve beyaz guasla kaplanmig
bir parca kdgidin alt ortasina dogru bir yere kursunkalemle cizilmis
silik bir kare neyi gosteriyor olabilir?

Karenin tstad: Josef Albers’in karelerinden farkli olarak, bu
kare ne bize yaklagsan ne de bizden uzaklasan diizlemsel bir figiir-
dur. Daha ziyade, belli ki, Friedlaender’in 1977 tarihli “Bonnard’a
Saygi”sinda Bonnard'in “Nu a contre jour”® [Isiga Karsi Ciplak]
resmindeki 1s183a bogulmus tll perdenin beyazligl icinde neredeyse
yok olmus pencerenin gri dikdoértgen pervazini, hatta gdvdesi
Uzerine beyaz ve gri 15181n ayni 6rintisiniin yansidig ¢iplak kadin
figlirn( animsatarak, soyutlama hakkindaki psikolojik aciklamalar
ve Albers'in igine-ya da-disina seklindeki mekan mantigi tartismaya
acilir. Dolayistyla Friedlaender’in duzgiin karesi Bonnard’in pen-
cere gercevesi ve ciplak kadin figlirGiyle ortak niteliklere sahiptir.
Ikisi icin de sifre olarak is gdrecek geometrik bir figiirti devreye
sokarken, Bonnard'in tutkulu resminin izin verdiginden daha
duyumsanamaz seyleri ima eder. “Sinan’a Saygi1”daysa geometrik
figlir, 90°’ye yakin bir actyla yiikselen kavis, duyumsanamazligi
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farkl bir sekilde ortaya koyar: “Art arda inen” yarim kubbeleriyle
taninan Osmanli imparatorluk bag mimarinin eserlerini anim-
satmak i¢in pek de ortiik bir yol izlemeyen Friedlaender’in kavis
figiri, koyu pigment alanlari arasindaki hafif farkliliklarla bir
yandan geride tutulurken, beyazla cizilmis ya da boyanmis bir cizgi
degil, yuzeye hafifce yapistirilmis beyaz-yesil bir telefon teli oldugu
anlasilan bir kemerli hatla vurgulanir. Béylece, mimari planin 6érnek
mekanina profilden yarim kubbeyle basvurulur gibi gériiniirken,
somut tel malzemesinin manipilasyonu geometrinin ideal ve
ideolojilerinin unuttugu anonim insa emegini animsatir ve belli bir
mesafeden, kutsanmis otorite mekaninin dis kabugunda olusmus
bir cesit catlak gibi algilanir.

Ote yandan Friedlaender’in yapitinin goriileni anlamlan-
dirma arayisinin mekanlarina bir tiir digsallik duygusu getirme-
sindeki soyutla ve soyut boyunca yenilikciligi, erkek dncillerinin
otoritesine ve onlarin zeki ¢oztimlerine —her ne kadar bunlar
zarif bicimde ekonomik olsalar da— kars! cikistyla baslayip bitmez.
Goranuarlige dylece birakilmis olmalar yaninda malzemele-
rin duyumsanamazhgina dair tuhaf his, yapita mesafe alma ve
yakinlasma hareketliligi icinde ayarlamay: ve yeniden ayarlamayi
gerektiren izleme faaliyetlerini ima eder. Boylece, yirtilmis ve/veya
itinayla kolajlanmus iglere, hepsi 1975 tarihli “Kasim Dusii"ne ve
“Dius Vakti” serisinden eserlere yaklastyoruz. “Dus Vakti Mekanlari
#2 Ucan Sekilli"de boydan boya yirtilmis kdgidin kenari “onaril-
madan” dnce beyaz ve siyah hatlar 6rtmek ve yonlendirmek icin
kullanilmig, merkezde siyah bir dikdértgen ve o “ucgan sekil’le
mithtrlenmis. Ancak golgelerin ve kagidin yirtilmis yarilarinin
uzerine diisen 151810, izi surulen isaretlerle benzerlik gosterecegi
ya da —Peirce’lin dedigi gibi— ortak nitelikleri paylasacagi aciklik-
lar birakilmis. “Kasim Diisti"ndeki koyu renk kagidin hatlar belli
olmayan kenari, tutturuldugu daha agik renk kagit tizerinde grafit
gibi géruntr, sanat¢inin elinden ¢ikmig kismen okunmaz durum-
daki araya sikistirilmis not Kasim 1975'ten bir gliniin tarihini tastr,
boylece isi belirli bir glinle baglantilandirirken, tarihlendirmenin
hakikiligiyle ve bunun yapilmasinin nedenleriyle ilgili kuskuyu da
ortaya koyar. {listirilmis not, ayn1 zamanda énceki yazinin {izerine
yeni yazinin gelmesiyle olusmus bir palimpsesttir. Not, yakindaki ve
uzaktakinin algilariyla oynar, ancak bir yandan da kagidin yirti-
lisina, yeniden kullanilisina ve yeniden bir araya getirilisine eslik
eden zaman araliklarina dikkat cekerek, bunu zamansallagtiran bir
sekilde yapar. Az cok elle tutulur olan, az ¢ok elle tutulamaz 1sik,
mekan ve zaman algilari sebebiyle nasil da degisiyor, daha cok ya
da daha az soyutlanmiglar arasinda, gegis mekanlarinda bizi nasil
icine aliyor ve geride tutuyor.

Bu tizerinde ¢alisiimis gecis mekanlarindaki bant, tel ve ip
kullanimi, gérmeyi usulca istikrarsizlagtiran tuzaklarda, yani Bilge
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Friedlaender’in 1970’lerde kagit tizerinde ve kagitla trettigi islerde
kendi rollerini oynar. “Cizgi Art1 Zaman Art1 Yirtik #2"deki yirtik
koli bandy, ¢izilmis beyaz hatlar ve taramalarla sabirla isaretlen-
mis bir ylizeye yirtilmanin izini ekler, koli bandinin tGizerinde daha
buyuk cizimin minyatlr versiyonu sayilabilecek bir sey vardir ve bu
daha bliylik ¢izimin Gizerinde bir yerde ylizerken Onerilen hacimsel-
liklerin yaklastig1 ve geri gekildigi hissini destekler. Bu etki, koli ban-
dinin asagidaki neredeyse Max Ernstvari géranimiiniin tizerinde
godnderim ve teslim arasinda bir yerde stiziilen bir cesit mekan-za-
man kolisi haline gelmesiyle sanki temalastirilmistir. Ne var ki bu
riiya manzarasinin kesin, belirli bir icerigi yoktur. Friedlaender da,
hemen hemen ¢agdasi olan sanatc¢i Rosemarie Trockel'in kendi
yapitiyla strrealistlerin yapitlar arasindaki benzerlik tizerine bir
soruyu yanitlarken belirttigi gibi, “hayal imgelerini bize” empoze
etmez.” “Kare Mutasyon: Yercekiminin Reddi #1"deki turuncu ve
“Kare Mutasyon: Yercekiminin Reddi #2"deki beyaz-yesil telefon
teli ya da “Sinan’a Saygi”daki tel, bu incelikle kolajlanmis islerde
sanatcinin belirtisel izini, jestle resmetme paradigmasindaki gibi
kimligin vurgulanisina degil, telefon gibi, ilkinde yamuk pembe
paralelkenarin akiskan alanini agarak uzaktan iletisim hissine ya
da ikincisindeki desenli telin araliklilik hissine baglar. Daha ince
cizgilerle kesisen tel, iletimde daha kalin ve daha inceyi iceren bir
tur cesitlilik, bir gesit nabiz ya da tekrar eden iletisim olusturur.
Diger ince, kimi zaman neredeyse filigran cizgiselliklerle kolajlanan
bu teller, belirtisel jestin kestigi (6rnegin, bir sekilde Eva Hesse'nin
1966 tarihli “Metronom Diizensizlik” serisindeki israrci, yogun tel
isinden farkli olarak®) bitimli ama yansimali, bakisi bahsedilen igle-
rin daha genis alanlar icine dogru yoneltmeleri ve igcinde tutmalari
nedeniyle, erotik degilse de samimi bir mekani gosterir.
Friedlaender’in yenilikciliginin jestin anlam-etkileriyle eko-
nomik bicimde sinirlanigi, belki de soyut islerinin en paradoksal
bicimde glgcla yonidur. Kanimca bu, “gecis halindeki soyutlama”
adin1 veregeldigim tavirla baginin 6neminin kavranmasinin éniine
gecmemelidir. “Bonnard’a Saygi”daki kareyi, hem pencere per-
vazi hem de c¢iplak kadin figiiriini animsatarak okumustum ve bu
okumaya itibar edilmesi ancak bir inang sicramasiyla mamkin
olabilir. Ote yandan, ip kullanimimnin sundugu patikalar, bizi gecis
soyutlamasinin belki en icedoniik, fakat belki de en énemli kismina
gotirir. Ipler kagidin arkasindan yeniden belirdiklerinden iz birak-
manin hassashigini temalastiran “Cizgisel Diyagonal Mutasyon”daki
diizenlilikten, “Benim Karem”deki koyu ve acik tonda ticgen alan-
larin inis cikisini sahneleyen seride ve 1977 tarihli “SOZCUKLER /
SAYILAR / CIZGILER”"deki cizgi, tel, karalama, harf ve sayilar1 kul-
landig1 eglenceli bicimde hiinerli oyuna kadar, Friedlaender soyut-
lamanin yapma, diisinme ve iletisimde oynadig ¢ok cesitli rolleri
aciga cikarir. Sayet soyutlama kimi zaman inorganik ve organik,

Light” [Dijital Isik edilebilir” dijital imgelere
Uzerine Bir Perspektif], baglanma kosullarini ta-
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sert veya yumusak kenar ya da daha buyuk soyutlama seviyesinde
salt soyut ve soyutlanmis form —sirf ideal olanla form veya icerigin
sadelestirilmis 6zeti— gibi ikili terimler arasinda salinir sekilde tasav-
vur ediliyorsa, gecis halindeki soyutlamanin bundan farkli bicimde
anlasiimasi gerekir. “Soyutlamada kaybolmak” séziintin Ingilizce
karsilig1 (lost in abstraction) kulaga pejoratif bir ifade gibi geliyorsa
da burada farkl: bir sekilde yeniden degerlendirilebilir. S6z “disin-
ceye cekilmis” gibi bir anlam tagsir ve Friedlaender'in bu yapit
serisinin ortaya cikardig1 6ngoriilemezligi ifade eder. Cizgi, renk,
yuzey ve sekil kullanan isler diger etkilerinin yaninda bu anlam
etkilerini de yeniden yaparlar; anlami bir maymuncuk gibi empoze
etmezler. Daha dnce psikanalizdeki nesne iliskileri kavramini takip
ederek “gecis halinde” olarak adlandirdigim malzemelerle calisma-
nin yollarinin diziselligine kapilmis durumdadir.

Gegis nesnesi nosyonunun, érnegin cocugun anneden
farklilasmasinin reddini, inkarini ve kabuliinti de iceren tepkiler
silsilesine olanak saglayan en sevilen oyun nesnelerinin rollerine
iliskin kati kdkeni ve kavramsallastirilisi, Winnicott'un en sevilen
nesnelerin anlamlarinin basitge bireylerin tarihleri icinde kay-
bolmaktan ziyade bir dizi dis killtiirel gerceklik icinde “yayldigr”
kanisina kiyasla daha az énemlidir.” Bu, bir sanat¢inin yapitinin
belirli kiiltarel formasyonlar icindeki 6érunttleri, belirli bir yayilma
ve duygusal ve dramatik pozisyonlar tarihi icinde hapsolmus, ama
yine de o kiltlrle veya —Friedlaender’'da gdérdigimiiz gibi- o
kultirlerle yeniden bag kuran s6z konusu unsurlarin yeniden miiza-
keresi yoluyla neden ve nasil yeniden canlandirabildigini aciklar.
Bu yayilmanin, Victor Burgin'in ifadesiyle “esikte ve degisken
degis tokus mekanit”, toplumsal ve kiltiirel otoritenin kosullarinin,
Friedlaender’in yapitinda gbzlemledigimiz bicimlerde yeniden
yapilmasint mimkin kilar.’° Bu mekan géz éniinde tutulursa
Friedlaender’in yapiti s6yle bir konuyu ortaya atar: Bagka bir
kaltirtn farklihigi, 1945 sonrast ABD’de Jackson Pollock ve John
Cage’den (Islam sanati ve tasarimi uzmani) Ad Reinhardt’a ve New
Mexico'da “mekan kaplayan” resimlerini tireten bir miinzevi olan
Agnes Martin'e kadar tekrar eden bir tema olan sanat kalttra-
nin yenilenmesi hayaline degil, o farkli kaltarin éteki kiltlrlerin
Urettigi halihazirda kimlik olusturucu zorluklara, o farkl kaltiir farkh
sekilde yasamanin yollarini sunarken dahi ¢6ziim olamayacaginin
kabulline taniklik eder.

Bunun izini “Nehir / Ev / Kitap” yerlestirmesinde ve “yerles-
tirme kitab1"nda surebiliriz. Kizihirmak'tan Ganj’a, Philadelphia’daki
Wissahickon Creek’e (soyutlamastyla “Wissachickon” olmus)
dokuz nehirlik listesine ve bu sergideki “SOZCUKLER / SAYILAR
/ CIZGILER”, “Noktalar” ve “Dokuz” isimli diger kitap iglerinde
Orneklendigi gibi, 6runtileme ve diger mekéansal etkilerinin
baska numerolojik olaylarla birlikte acikca ilgisini ¢ektigi anlasilan
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Vedik ve bir Vedik ikili say1 karesi hakkindaki sayfalara bakinca
Friedleander’in bu is hakkinda yeterince biiytik dasindiigu acik¢a
goraliiyor. Bu hayal glictiniin bu tutkusu kiiresel olana ya da en
azindan kita 6tesine yonelmis gorunebilir. Nehir benzeri bir akis-
kanlig1 animsatan kum yataklar tizerine serilmis bu ciltlerin yikima
karsi kirilganlig1 ya da savunmasizligl, yerlestirme kitabinda yer
alan palmiye yapragindan bir mahfaza deseninin de ima ettigi gibi,
sanatcinin 1978’de o zamanki esi antropolog John Friedlaender’le
beraber U¢ ayligina ziyaret ettigi, bugiin Papua Yeni Gine'nin 6zerk
bir bolgesi olan Bougainville adasinin Nagovisi halkinin evlerinin
catilarini 6rerkenki 6zel tekniklerini de animsatir. Kitabin otorite-
sine ve Friedlaender’in iginde bicimlendigi kultiire, ailesiyle birlikte
kaldiklar1 merdivenle tirmanilan ve “nehre yukaridan bakan”,
ayaklar izerindeki evin bir bélimunin yapi tekniginin “yerlestirme
kitab1"na yapistirdig1 1978 tarihli giinltik sayfalarindan birine not
ettigi yankisi araciligiyla da karsi cikilir. Hem sanatc¢inin kendi yap-
g1 kictik barakavari yapilar icinde saklanabilen akordiyon ciltler,
hem de akis halindeki ev benzeri sayfalara dayanak olusturmak icin
mahfazalar kullandigindan “Nehir / Ev / Kitap” bu insa teknigine
de, Nagovisilerin bir nevi egreti yasam sekline de bir saygi duru-
suna dénusur.

Bougainville adasindaki Aita nehri, adanin hayat kanali
veya sembolu gibi gorilse de, ginligiinden de anlasildigl tizere
Friedlaender icin her zaman sadece bir methiye konusu olmamustir.
28 Haziran'da nehir kiyisinda ytirtirken “en gizelinden bir kaya ve
egreltiotu bahcesi” kesfeder, ama 15 Temmuz notlarinda yagmur
ve sivrisineklere yakalandigini yazar. Gecmek istedigi nehrin ok
hizli kabarabilecegi konusunda uyarildigini da, bundan ne kadar
endise duydugunu da hatirlar. Ginligiine “zaman ve mekan kati,
statik bir kiip, geometrik bir hapishaneye dontserek birlesti ve
kendimi ¢ok huzursuz hissediyorum,” diye yazar. Tium ideal istikrar-
lartyla minimalist sanat ve geleneksel, klasik mimari formu cagris-
tiran mekansal bir endisenin tekrarlanisini ve gegisle ilgili olas bir
basarisizhigl hissetmis oldugunu diisiiniiyorum. Kirilgan, akigkan ve
iptidai olanin kutlanigi, sanatginin miras aldig1 kalttirlerin ustalik ve
maharet yonindeki buyik cabalar karsisinda suglayici bir tanik
olarak da durur; bu cabalar Friedlaender’in yapitinin figiir, gizgi,
form, ylizey, say1 ve sdzciige yonelik gecis halindeki soyutlama
deneyimlerinde, bizi uzak durmaya davet ettigi sahte teminatlardir.

Lewis Johnson bir tarih¢i, sanat ve gorsel kaltar
elestirmeni ve teorisyeni. istanbul'da calisan ve
yasayan, zaman zaman kiratér olarak da faal bir
Britanya vatandasi.
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Lewis Johnson

Abstraction in Transition:
Contestation and

Diffusion in the Work of
Bilge Friedlaender
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Among the work now brought out of a large storage unit, until
recently unopened since shortly after her death in 2000, is an
unbound volume inscribed on the last page ‘installation book’
concerning the nine-volume “River / House / Book” piece Bilge
Friedlaender made in 1981. On the previous sixteen pages are

a series of groups of rectangular figures, picked out in ink and
white wash, mostly in nines, but with a five, a three and a couple
of fours, that may be taken to guide the installation of the nine
accordion-bound volumes that, stretched out along nine wooden
trays of sand, form perhaps the most ambitious of the pieces in

the exhibition of her work of the 1970s and 1980s opening shortly
at Arter, Istanbul. In one sense, the ‘installation book’ is a book
guiding the installation of this piece, and we might just accept
these pages of groups of rectangular figures as providing a series
of artist’s notes on curatorial alternatives for different exhibition
spaces. Yet from the first of these pages of designs, with its four and
a bit rectangles running as if up the middle of the page, a different
effect is generated. Like lane markings on a road or airport runway
flowing away beneath us or, on later pages, disconnected schema
of semaphore-waving or dancing figures, these apparently abstract,
geometrical figures are not just pragmatic guides. Tightening the
paper around them, these luminous rectangles in series also draw
in and release the look, enabling it to flow. Thus they are guides
not simply for how to install “River / House / Book”, but how to
look at what is itself a sort of ‘installation book’: a series of book-
like objects that, extended in space, are exposed as non-canonical
book-types, or hybrid scroll-like structures that stand, like shelters,
while also flowing, like rivers, over sands.

Later work by Bilge Friedlaender that may appear to differ
significantly from the more abstract work of the 1970s on show this
time at Arter may nevertheless be understood to take up some of
the potential uncovered through this ‘installation book’ and “River
/ House / Book”, although the several strands of her contestation
of the authority of the book are necessarily complex, stylistically
and generically divergent. There are installations with small marble
tool-like objects in sand and standing columns of linen paper, but
also technically more traditional etchings and monotype prints,
both concerned with the hubristic Epic of Gilgamesh, discov-
ered in Turkey and Iraq in the nineteenth century and antedating
Homer by a millennium and a half. As the press release for her
1993 exhibition at the Jessica Berwind Gallery, Philadelphia put it,
the installation work aimed at ‘healing’ and a ‘dialogue of trans-
formation’, particularly in relation to the environment, but also
at an ‘awakening of feminine consciousness’ through an explo-
ration of the figure of Inanna/Ishtar.! I want just to suggest, then,
without seeing the later work as simply modelled in the earlier or

1. Mira Friedlaender,

(1993, Daren, Germany) “Paper Art”, 1992, http://
“The Art of Bilge i

in which paper, as well www.helenfrederick.

determining all criteria for its evaluation, that the involvement
with abstraction in Bilge Friedlaender’s earlier work provides

for a release of energies that can help us not just to understand
but also to experience what I shall call a sense of abstraction in
transition: an experience of abstraction that, in play between
figure, surface, senses of space and volume, where the meanings
of making, including what is usually called ‘mark-making’ (but
which, in its variety and fluidity, has little of the colloquial heroism
of the making of one’s mark) pulls us into a zone of the contesta-
tion of inherited models of artistic and cultural authority.

In several ways, then, Friedlaender’s work of the 1970s may
be said to exemplify abstraction in transition. This is not, though,
just a matter of a participation in an idea of the importance of
abstraction in art or in modern art that she nevertheless encoun-
tered when she left her native Turkey in 1958, for an MA in paint-
ing at New York University, living and working in the U.S.A. until
returning to Istanbul in 1994. Residually foreign to the promotion
of American-type painting and to that strain of what Briony Fer
has called, with particular reference to the work of Ad Reinhardt
and Agnes Martin,? the ‘historical, critical, aesthetic project’ of
abstraction, Friedlaender’s work, shares, but obliquely in Fer’s
account of the ‘transformatory possibilities of abstract art’ circu-
lating in post-war U.S.A.? Friedlaender’s work, however, resists
assimilation into Reinhardt’s exclusive project of the abstract,
signalled in his question of whether someone was a follower of
either Malevich or Duchamp. In its humour and its variety, her
work exceeds such salvationist frameworks that also claimed
Martin, with her reiterations of pencil and pigment grids, recently
promoted as insisting on interiority, transcendence of representa-
tion, the immanence of the viewing experience and, perhaps
most interestingly, a notion of a ‘holding space’ and a ‘will to
live outside a will to possess’, as Roger Cook puts it, linking this
with her lesbianism.# Transitional rather than transformatory;,
Friedlaender’s work, also emerged from but, in a greater variety
of ways, returns to a culture that, as a corollary of religiously-in-
spired restrictions on representational image-making, has long
promoted forms of abstraction. Exposing traces of exteriority in
the spaces of viewing that would master the meanings of the
decorative or the architectural, and claim or reclaim these in a
closure of identities, abstraction in Friedlaender’s work, as this
exhibition at Arter insists, is in transition, sometimes to the extent
of recalling us to the nexus of dogmatic meanings and values
sustained or promoted as traditionally Turkish, though also with
more wide-ranging implications for a consideration of the po-
tential of arts in response to Islam, in and beyond Islamic-related
polities, today.

Tate Modern, London, 3 October 2016-11 January www.youtube.com/
June-11 October 2015, 2017. 2v=

We can follow what is perhaps Friedlaender’s greatest debt to
her formation, or rather her re-formation, in the U.S.A. in a semiot-
ic reading of what was called, in the late 1960s and 1970s, process
art or, more appropriately here, materials as process. Most impor-
tantly, as is clear from Friedlaender’s inventive work, this involves
a destabilisation of the boundaries between indexical and iconic
modes of signification,’ where, as proposed by U.S. philosopher C.
S. Peirce, the indexical involves reading something for an existen-
tial connection to what is signified and the iconic, taking over from
traditional notions of resemblance, involving a sharing of qualities
between sign and signified. If process art involved working with
materials often to the point of letting them introduce instabilities
into the notional form of the work of art, then the legibility of the
activity of the artist, the indexical trace of making, is potentially
renounced or sacrificed. In the case of Friedlaender, this often, as
with the accordion-bound volumes of “River / House / Book” flow-
ing, like rivers, over sand, while still standing like habitations, if not
houses, involves a rediscovery of variation in the iconic potential
of materials, shapes and surfaces, on the other side of emphatic
or recognisable representation. Abstraction in transition is thus,
through much of the work in this exhibition, sometimes in transi-
tion back towards signification.

For what might a delicate square drawn in pencil towards the
lower centre of a piece of paper marked otherwise only by short-
er lines in pencil and white gouache, like an abstracted ocean by
Mondrian or an etiolated version of a design by Van Doesburg,
signify? Unlike those by that virtuoso of the square, Josef Albers,
this square is neither not quite a planar figure either approaching
or receding from us. It occurs, rather, in Friedlaender’s “Homage
to Bonnard” of 1977 in a way that brings into question this into-
or-out-of logic of space of Albers and psychologistic accounts
of abstraction, recalling the square grey framing of the window
almost lost in the white of the light-infused net curtain before it in
Bonnard’s “Nu a contre jour”,° if also the nude female figure over
parts of whose torso the same patterning of white and grey light
also plays. Friedlaender’s ruled square thus shares qualities with
both Bonnard’s window frame and nude female figure, putting in
place a geometrical figure that acts as cipher for both, suggesting
something more imperceptible about either than Bonnard’s pas-
sionate painting allows. In the “Homage to Sinan”, by contrast, the
geometrical figure of the slightly less than 90° arc plays out imper-
ceptibility differently: hardly an obscure way of calling up the ar-
chitectural work of the chief Ottoman imperial architect known for
his ‘cascades’ of semi-domes, the figure of Friedlaender’s arc is also
held back in the subtle differences between dark zones of pigment
while it is still stressed by what turns out to be not a white drawn or

aWzs. Accessed July 2016.  Peirce’s revision of re- a contre jour” [Nude
semblance via the plural Backlight], oil on canvas,
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painted line, but an arc of white and green telephone wire lightly
adhering to the surface. Thus, the model space of the architectural
plan is invoked as if by the semi-dome in profile, while the manip-
ulation of the tangible material of the wire calls up the anonymous
efforts of building that the idealities of geometry and its ideologies
would forget, if also, from a distance, appearing to be a sort of
crack of light in the carapace of the space of sanctified authority.

The inventiveness of Friedlaender’s work with and across the
abstract in introducing a sense of exteriority into the spaces of seek-
ing to make sense of what is seen does not, however, begin and
end with contestations of the authority of male predecessors and
their witty denouements, elegantly economical though these are. A
peculiar sense of the imperceptibility of materials, along with their
exposure in visibility as such, implicates the activities of viewing,
requiring adjusting and readjusting in a mobility of distance from
and proximity to the work. Thus we approach the torn and/or
delicately collaged pieces, from “November Reverie” to the pieces
from the “Dreamtime” series, all from 1975. In “Dreamtime #2
with flying shape”, the edge of the paper torn from side to side has
been used to mask and guide the tracing of white and black lines
before being ‘repaired’, sealed with a central black rectangle and
that ‘flying shape’, but leaving gaps where shadows, but also light
catching on the torn halves of the paper support can look like or —
as Peirce said — share in qualities with the traced marks. The fuzzy
edge of the heavy paper in “November Reverie” also looks like
graphite on the lighter paper it is supported on, the partly illegible
note in the artist’s hand tucked in between bearing a date from
November 1975, thus linking the work with a particular day while
introducing dubiety into the actuality of dating and the motives for
doing so. The inserted note is also a palimpsest, with earlier writing
overwritten by later. Thus the note plays on the senses of the near-
er and the further away, but in a way that also temporalises this,
remarking the intervals that accompany the tearing, re-use, and re-
assembling of the paper. How things change, from the more or less
tangible in view of the more or less intangible senses of light, space
and time, draws us in and holds us back, in spaces of transition,
between the more and the less abstracted.

It is in such worked spaces of transition that the uses of tape,
wire and string come to play their part in the quietly destabilising
traps for vision that are these 1970s pieces on and with paper by
Bilge Friedlaender. The torn packing tape in “Line plus time plus
torn #2” adds the trace of tearing to a surface marked out patient-
ly with drawn white lines and hatchings, the tape bearing what is
something of a miniature version of the larger drawing, floating
in space above it, encouraging a sense of suggested volumetrics,
approaching and receding. It is also as if this effect is thematised,

7. Jurgen Harten ve
David A. Ross, “Interview
with Rosemarie Trockel”,
in German Art of the
Late 1980s (Cologne: Du
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with the packing tape becoming a sort of parcel of space-time drift-
ing above a landscape below, almost Max Ernst-like, somewhere
between sending and delivery. There is no determinate content to
the dreamscape, however. Friedlaender is not imposing her ‘fanta-
sy images upon us’, as Rosemarie Trockel, her near contemporary
remarked when asked about a resemblance between her work
and that of the Surrealists.” The orange telephone wire in “Square
Mutation Denying Gravity #1” or the white and green in “Square
Mutation Denying Gravity #2”, like the wire in “Homage to Sinan”,
links the indexical trace of the artist in these delicately collaged
pieces not with the emphatic assertion of identity, as in the para-
digm of gestural painting, but, like the telephone, with a sense of a
communication from a distance, crossing over the fluid zone of the
irregular pink parallelogram of the first, or with a sense of intermit-
tence of the patterned wire in the second. Also crossed by delicate
lighter lines, the wire here enacts a sort of variation in transmission,
thicker and thinner, a sort of pulse or repeated communication.
Collaged with other delicate, sometimes almost filigree linearities,
these wires thus signify a space of traversal of the indexical gesture,
finite (somewhat unlike the insistent wire work by Eva Hesse, such
as her “Metronomic Irregularity” series of 1966, for instance®) but
reverberative, intimate, if not erotic, as they guide the look into or
hold it within the larger zones of the pieces in question.

The economical restraint of Friedlaender’s inventiveness with
the meaning-effects of gesture is perhaps what is most paradox-
ically powerful in her abstract work. This ought not, in my view,
obstruct an understanding of the wider significance of her en-
gagement with what [ have been calling abstraction in transition.

I began by reading a square in “Homage to Bonnard” as calling
up both window frame and nude female figure, and it may take
something of a leap of faith to credit this. Yet, the pathways that
her use of string suggests takes us to that part of abstraction in
transition that is perhaps the most withdrawn, but also the most
important. From the regularities of “Linear Diagonal Mutation”,
which also thematise a delicacy of mark-making as the strings
reappear from behind the paper, via the lacing that enacts the rise
and fall of the darker and lighter triangular zones of “My Square”,
to the humorously virtuoso play with line, with string, as well as
the scribble, letters and numbers in “Words Numbers Lines” of
1977, Friedlaender uncovers the wide-ranging series of roles that
abstraction plays in making, thought, and communication. For,

if abstraction is sometimes conceived of as oscillating between
paired terms, between the inorganic and the organic, or between
the hard- or soft-edged, or, apparently at a greater degree of
abstraction, between the abstract as such and the abstracted from,
the wholly ideal and the abbreviated summary of form or content,

‘manipulatable’ digital
image, still and moving,
today.

bilge friedlaender

then abstraction in transition needs to be understood differently.
The phrase ‘lost in abstraction’ sounds pejorative in English, but

it may be re-valued here. Meaning something like ‘withdrawn in
thought', it is the unpredictability of the emergence of effects of
meaning that this series of works by Friedlaender uncovers, where
work with line, colour, surface and shape remakes these among
other effects, though without imposing meaning as a master key,
caught as it is in the seriality of ways of working with materialities
that I have termed, following the conceptuality of object-relations
psychoanalysis, transitional.

The precise lineage and conceptuality of the notion of the
transitional object, concerning for example the roles of favoured
play things allowing for a range of responses including denial and
disavowal as well as acknowledgement of the differentiation of the
child from the mother, is less important than Winnicott’s sense that
the meanings of favoured obijects are less simply given up in the
history of individuals than they are ‘diffused’, as he put it, across a
series of external cultural realities.” This would be why and how an
artist’s work may re-enact patterns in particular cultural formations
via a renegotiation of those elements caught up in a particular
history of diffusion, of affective and dramatic positions, which
nevertheless re-connect with that culture, or — as we have seen
with Friedlaender - those cultures. The ‘liminal and shifting space
of exchange’, as Victor Burgin puts it, of this diffusion allows for the
remaking of the terms of social and cultural authority, in ways that
we have already observed in Friedlaender’s work.?® And it is in
view of the space her work makes for a question of the difference
of another culture that testifies not to a dream of a renewal of the
culture of art that is recurrent in post-1945 U.S.A., from Jackson
Pollock and John Cage to Ad Reinhardt (connoisseur of Islamic art
and design) and Agnes Martin, recluse in New Mexico producing
her ‘holding space’ painted work, but to an acknowledgement
of the unavailability of that different culture as the solution to the
difficulties generated by other cultures that are already formative
of identity even while that different culture provides for ways of
living differently.

We can trace this in the installation and the ‘installation book’
of “River / House / Book”. Friedlaender clearly enough had ambi-
tions for this piece, as indicated by the list of nine rivers, from the
Turkish Kizilirmak, the Indian Ganges, to the Wissahickon Creek
in Philadelphia, U.S.A. (she has, abstractedly, “Wissachickon’), via
pages on the Vedic and a Vedic dual number square, the pattern-
ing and other spatial effects of which, along with other numer-
ological phenomena, clearly engaged her, as exemplified in the
other book pieces “Words Numbers Lines”, “Dots” and “Nine” in
this exhibition. This ambition of this imagination thus might seem

words numbers lines

oriented towards the global or at least the transcontinental. But
the fragility or vulnerability to damage of these volumes stretched
out on their beds of sand, recalling the fluidity of the river-like, also
recalls, as a sketch of the palm leaf closure in her installation book
indicates, the particular technique of the construction of the roofs
of the dwellings of the Nagovisi people of Bougainville island, now
an autonomous region of Papua New Guinea, where she stayed
when she visited for three months in 1978, with her then husband,
anthropologist John Friedlaender. The authority of the book and
the culture Friedlaender was formed in is moreover contested by
means of an echo of the construction technique she noted, in the
1978 journal entries she has pasted into her ‘installation book’, as
part of the stilt house she and her family were given to stay in, that
they ascended into by ladder and that ‘overlooked the river’. Using
similar closures, both for the accordion volumes that might be
stored in the small hut-like structure she also constructed, but also
as supports for the flowing house-like pages, “River / House / Book”
becomes a homage both to this construction technique and to a
sort of provisional mode of living of the Nagovisi.

For the Aita River on the island of Bougainville, conduit or
symbol of life though it seemed, was not, as her journal also makes
clear, just an object of celebration for Friedlaender. Walking up the
river alone on June 28" she discovered a ‘most beautiful rock and
fern garden’, but in the next extract from July 15" she is caught
in the rain and mosquitoes. Remembering she has been warned
about how quickly the river she wants to cross can swell, she also
recalls how anxious she felt. ‘Time and space have merged into
a solid, static cube, a geometric prison and I feel very anxious’,
says her journal entry. Thus, I think, she sensed a possible failure
of transition, a recurrence of a spatial anxiety that recalls both
Minimalist art and traditional, classical, architectural form, with
their ideal stabilities. The celebration of the fragile, the flowing and
the provisional thus also stands as accusatory witness to the drives
to mastery of the cultures she inherited, the false guarantees of
which her work invites us to move away from in experiences, to
and from figure, line, form, surface, number and word, of abstrac-
tion in transition.

Lewis Johnson is a historian, critic and theorist
of art and visual culture. A British national, he
currently lives in Istanbul where he also works,
sometimes as a curator.
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Mira Friedlaender - Isin Onol

S6zcUkler Yapmak
Sayilar Yapmak
Cizgiler Yapmak

Bilge Friedlaender’in kagit isleri
dogal dokularla ytizey algimizi yanil-
tacak, islenmis mi islenmemis mi,
kagit mi boya mu diye sorduracak
derecede muntazam veya yogun
boyalt opakliklar araciigryla degis-
tirilmis dokular arasindaki oyuna,
kenarlara ve araliklara yénelik olgun
ve duyarl arastirmalardr.

Her bir sayfa kendi kapaniginin sig
derinliginde ytiztiyor gibidir; bu

da kagidin diizensiz kenarlarinin
kullanilan fazla boya miktarini agiga
ctkarmada hayati bir rol oynamasi-
na yol acar ve Friedlaender’'in son
derece hayranlik verici ussal bir
agirlik tastyan bir sanatin rastlanti-
sal, hissedilebilen yonlerine duyulan
ihtiyaca karst uyanik oldugunu fark
etmemizi saglar.!

Bilge Friedlaender’in “Sozctkler, Sayilar,
Cizgiler” sergisinde yer alan islerini paketle-
rinden cikarmanin, dizenlemenin ve onlari
bir sergiye donusturmenin tretken siireci
bizim icin sezgiyi, titizligi, hatirlamayi ve
stirekli diyalogu zorunlu kildi.

Sanatcinin hayatta olmadigi bir dénem-
de gerceklestirilen bu sergiyi viicuda get-
irirken, sanatcinin kendisi ve sanati adina
konusmasina izin verecek stratejiler olustur-
may1 6ncelikli addettik. Onemli buldugu,
ancak Uretildikleri ddnemlerde depoya
kaldirdigy islerine odaklanarak bu dénem
islerinin tarihsel 6nemlerini aciga cikarmayi
amacladik. Kisisel ve profesyonel ‘sorum-
luluk’ duygumuz, her ne kadar kendisi
burada olsa kuskusuz hayli farkli kararlar
alabilecek olsaydi da, bizi sanatginin da
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onaylayacagi izler bulmaya sevk etti. S6z
konusu olasi farkliliklar1 hem strekli akilda
tuttuk, hem de onlan karatoryal pratigimiz-
in merkezine alan bir strateji benimsedik;
mutemadiyen yuziimuizQi arsive dénerek
sanatcinin kendisinden veriler devsirmeye
calistik.

Kriterlerimiz ve sorgulamalarimiz bizi
otuz yili agkin stiredir istiflenmis halde
duran 1974-1983 dénemine ait kuvvetli
islere tasidi. Paketlenip sanatci tarafindan
tarihin gizli raflarina terk edilmis isleri
ortaya ¢ikarma ani elbette heyecanl ve
Onemliydi; bununla birlikte béyle bir adimin
sanatgl i¢in ne anlama geldigini de diisiin-
memiz gerekliydi. Bu donemden sonra
Bilge'nin sanatsal yaklasimi hemhal oldugu
fikirler ve malzeme kullanimi bakimindan
biyiik degisiklik gdstermistir. Omriintin
sonuna dek tutarl bir bicimde iretmeye ve
sergilemeye, yeni sanatsal sorunlarla derin-
lemesine mesgul olmaya devam ettiginden,
Bilge'nin, aramizda olsayd, bizi ge¢ ddonem
islerine odaklanmaya ikna edecegini hisset-
tik. Ancak 1970’lerde Urettigi ve sonraki
islerine temel tegkil edecek islerinin 6ne-
mini yeniden ortaya koymak ve sanatgidan
bunun onaymni almak durumundaydik.
Sanatginin 2000 yilindaki 6limuinden beri
gerceklesen ilk kisisel sergisinde bu uzun
stredir dokunulmamus isleri secerek bu
islerin gosterdigi devamliligl ve sanatcinin
yasaminin daha sonraki evrelerinde Ure-
tecegi isler icin bir temel olusturan gict
vurgulamay1 hedefledik.

Kuratorler olarak ikimizin de yogun
olarak arsivlerle calisma paydasghgimiz
bu serginin gelisimine giden yolu da act.
Mira, arsivlerle calisan bir sanatgt ve
ayrica Bilge'nin kiz1 olarak, hassas fakat
ayni zamanda son derece de samimi bir
konumdan yaklast1. Isin, arsivlerle ve bellek
Uzerine calisan bir kiirator olarak sevkle
Bilge'nin hikayesine ve yapitina dahil oldu.
Sanatginin oldukga yogun sanatsal aragtir-
masinin sonucu olan bu yapitlar butiniana
yaratirken sarf ettigi dikkatle esdeger bir
dikkat sarf ederek onunla bir temas kurmay1
denedik; bu da odaklandigimiz déneme
Ozen gdstermemizi gerektirdi.

Kduratoryal yaklasimimiz bir adim geri
atmay, sessiz kalmay1 ve sahneyi sanatciya
birakmak icin caba gdstermeyi icerse de
sanatcinin bu sergide sunulan on yillik
déneminin sinirlar icinde kalmak ve her
bir ‘gizgi'nin arkasindakine bakan muaz-
zam arastirmay1 yakindan takip etmek icin

gosterdigimiz direnc ve 1srarin arkasinda
kayda deger bir irade yatiyor.

Bilge'nin ‘gizgi’ ve ‘kare’ gibi evrensel
insan yaratimlarina ve bunlar Gizerinden
insanin dogayla nasil bag kurduguna dair
titiz sorusturmasi, sanatsal pratigi boyunca
devam eden ana izlektir. Biz de Bilge'nin
yapitinin temeli olarak gérdiigii “zaman,
tekrar ve seylerin gizemli sayisal yapisi”nin
pesine distiik. Devasa arsivle karst karsiya
kalinca, birbirinden farklh form ve yaklasim-
larda isleri inceleyerek, sanatci kitaplari ve
kaleme aldig1 yazilar da dahil olmak tizere
sanatginin biitlin serivenini ve yapitini
kesfederek ve sorgulayarak aylar gegirdik.

Diyalogumuz basladiktan bir stire sonra,
sanatc¢inin kadim dostlarindan yazar Allen
Ellenzweig, bugline dek 6zenle koruyup
sakladigy, icinde 1970’lerin baglarindan
Bilge'nin hayatinin sonuna kadar devam
etmis yazismalarinin yani sira 1977de Alan
Sheldon’in sanatciyla gergeklestirdigi ve
yayimlanmamis otuz sayfalik bir sdylesiyi
de icinde bulunduran kapsamli dosyas-
n1 bize 6ding verdi. Bilge ayrica stidyo
glinceleri de tutmustu; biri olaganust
1971-77 dénemini kapstyordu, arsivde
“bulunan” bir bagka glincesi ise 1981
yilindandi. Sanatsal niyetlerini acikca ifade
ettigi belirli proje basvuru taslaklarini ve
sergi metinlerini saklamisti. Bu dokiimanlar
bizim bu yayin icin yaptigimiz temel kat-
kinin -Bilge'nin kendi kendisiyle sdylesisine
dair metnin— baglangic noktasini olusturdu.
Yayimlanmamus soylesiyi ve siirsel bir dille
kaleme alinmis glincelerini, mektuplarini
okuyunca, sanatciyla sohbeti genisletmek
istedik. Icinde varolugsal sorularini ve bu
sorulara verdigi yanitlar1 buldugumuz arsiv
malzemesini bitin boyutlariyla ele aldik.
Ardindan sohbetin yapisini Bilge'nin kendi
kendisiyle sdylesebilecegi sekilde yeniden
cerceveledik, orijinal sesini koruduk ve bil-
hassa serginin odaklandig: secilmis on yilla
iligkilendirdik.

Kitapta yer alacak metinler igin,
Bilge'nin yapitina tekrar yonelmelerini
veya ilk kez Gzerinde durmalarini iste-
digimiz seckin isimleri davet ettik. Sanatciy1
1990’1 yillarda tanimis ve yine o yillarda
hakkinda yazmis da olan sanat tarihgisi ve
elestirmen Ahu Antmen, Bilge'nin yapitina
dair oncelikle Turkiye’de gerceklestirdigi
sergileri dikkate alan duyarli ve tarihsel
bir okuma sunarak sanat¢inin yasaminin
son dénemindeki Uiretimine dair bir bakig
acist sagladi. 1990’1arin ortalarindan beri

sozcukler sayilar gizgiler

bilge friedlaender
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Turkiye'de yasayan kirator ve disanir
Lewis Johnson ise Bilge'nin yapitina daha
etrafl bir felsefi baglam icinde yaklast1.
Sanat elestirmeni ve kirator Gregory Volk
da yapitin derin kaynagiyla malzeme,
dokunus ve siir araciligiyla irtibat kurdu ve
ayni zamanda sanatclyl Amerikan kulttrel
tarihi ile baglantilandirdi.

“Sozciikler, Sayilar ve Cizgiler” sergisi,
Bilge'nin sanatsal arastirmasini tanitan,
incelikli, malzeme bakimindan hassas belli
bagh yapitlar sunuyor. Algy, ikilik ve gore-
celik kavramlarina derinden odaklanirken,
bir yandan da insani doganin bir pargasi
olarak yeniden konumlandirir. Sanatgt her
ne kadar kendisi yapitini Gislup agisindan
minimalist olarak tanimlamadiysa da, basit
malzemelere ve dokunusa doniik sade
yaklagimiyla bu hareketin parcast olan
cagdaglariyla gucla bir iletisim icindedir.
Yapitt, 1975 tarihli “Dis Vakti Mekanlari
#2 Ucan Sekilli"de de oldugu gibi, insan
yaratimlari olarak “kare”ye ve “cizgi"ye
yogunlagir. “Nehir / Ev / Kitap” (1981) gibi
islerinde bu tutum disa yayilir ve sonraki yil-
larda islerinde artarak goriiniirlesecek olan
bir ekofeminist bilince dair ipuclar verir.

Bilge, hayatinin son déneminde,
Tarkiye'ye geri ddbnmeden 6nce, verimli
yillarin1 Amerika’da gecirmis Turkiyeli bir
sanatcl olarak ‘aradaligin’ ilham verici ama
istiraplt mekaninda yasarken ikili kimligini
de masaya yatirmistir. “Soézctkler, Saylar,
Cizgiler” sergisi, Bilge Friedlaender’'in
‘cizgi’, ‘kare’, ‘yercekimi’, ‘doga’ ve ‘arada
mekanlar’a dair arastirmalarini sanatsal
Uretiminin zirvesindeki haliyle odagina
aliyor. Sanat¢inin arsivine isaret ederek san-
atsal pratiginin temellerini aci8a ¢ikarmayi
ve daha sonraki dénemlerinde Urettigi isler-
ine dair yeni bir bakis acisina yer agmay1
hedefledik.

1. Allen Ellenzweig, Arts
Magazine, Nisan 1976
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sozclikler sayilar cizgiler

Mira Friedlaender - Isin Onol

Making Words
Making Numbers
Making Lines

The paper works of Bilgé Friedlaender
a mature and sensitive explorations of
edge, interval, and the play between
natural fibers and those changed by
painted opacities so even or dense as
to deceive our perception of surface —
treated or untreated, paint or paper?

Each page seems to float in the shallow
depth of its enclosure, thereby making
the irregular edges of the paper critical
in exposing the amount of overpainting
and enabling us to note Friedlaender’s
alertness to the need for the felt,
arbitrary aspects of an art that carries
extremely admirable cerebral weight.!

The productive unpacking, editing, and
curating of Bilge Friedlaender’s work for
“Words, Numbers, Lines” required intuition,
rigour, memory, and continuous dialogue.

Creating this posthumous exhibition
compelled us to develop strategies that
would allow the artist to speak, for herself
and her art. We focused on works that she
had held as important and stored since the
time they were produced, aiming to reveal
their historical significance. Our sense of
personal and professional ‘responsibility’
urged us to find traces that would give us
affirmation from the artist, who, if present,
would have had made notably different
decisions. Keeping these possible differences
in mind, we embraced them as a strategy
at the centre of our curatorial practice;
consistently turning our attention back to the
archive, seeking input from the artist.

Our questioning and criteria lead us to
the profound works spanning 1974-1983
which have been stored for 30+ years.
Bringing out works that were packed and
left by the artist on the hidden shelves
of history was an exciting and important
moment, however we had to consider
what doing so would mean for the artist.

bilge friedlaender

The ideas that she engaged with, and her
artistic approach after this period differ
significantly in their material expression. As
she produced and exhibited consistently
until the end of her life, deeply engaging
with new artistic questions, we felt that
Bilge would try to convince us to focus

on her later work. We had to reaffirm the
importance of the foundational work of
the 70s. In selecting these long untouched
works for her first solo exhibition since

her death in 2000, we emphasise their
continuity and power as the bedrock of her
life’s work.

As curators, we have both been work-
ing intensively with archives, and it is this
common ground that led to this exhibition’s
development. Mira, as an artist working
with archives and also Bilge’s daughter,
came from that critical but almost overly
intimate position. Isin, as a curator working
with archives and memory, enthusiastically
engaged the work and the story of Bilge.
The period we focus on required scrupu-
lous attention in order to communicate
with the same attentiveness that the artist
used in creating these bodies of work, the
result of her diligent artistic research.

Our curatorial approach endeavours
to step back, be quiet and give the stage
to the artist, but significant authorship lies
in our insistence and resistance to stay in
the presented decade, and look closely at
the immense research that is behind every
single ‘line’.

Bilge’s rigorous investigation of the
universal human creations of the ‘line’, the
‘square’, and how they embody the human
connection to nature, are the primal
threads that run throughout her artistic
practice. We sought the “time, repetition,
and the numerical mystery structure of
things” that Bilge saw as the basis of her
work. Confronted by the large archive,
we spent months considering many types
of work, including artist’s books and her
writings; discovering and interrogating the
artwork, the arc of the artist.

After our dialogue had begun, Allen
Ellenzweig, a writer and long-time
friend of the artist, lent us his carefully
preserved file on Bilge, which included
their correspondence from the early 70s
to the end of her life, as well as a 30-page
unpublished interview by Alan Sheldon
from 1977. Bilge had also saved her studio
journals; one that spanned the incredible
years of 1971-77, another journal from '81
that was ‘found’ in the archive. She saved
certain proposals and exhibition texts where
her artistic intentions were clearly stated.
These documents gave us the starting point

of our main contribution for the publication;
Bilge’s conversation with herself. Reading
the unpublished interview, as well as her
poetically written journals and letters, we
wanted to expand the conversation with

the artist. We scrutinized the material in

the archive, where we found her existential
questions and responses. We then re-centred
the structure of the conversation to allow
Bilge to interview herself, keeping her
original voice, and relating it especially to the
selected decade of the exhibition.

For the publication texts, we invited
distinguished voices to revisit Bilge’s work
or consider it for the first time. Ahu Antmen,
an art historian and critic, who had known
and reviewed the artist in the 90s, brought a
sensitive and historical reading of the work,
primarily regarding her exhibitions in Turkey,
giving us a view of the artist’s production
towards the end of her life. While Lewis
Johnson, a noted curator and thinker based in
Turkey since the mid-90s, approached Bilge's
work within a wider philosophical context. Art
critic and curator Gregory Volk engaged the
deep source of the work via material, touch,
and poetry, while also connecting the artist to
American cultural history.

With “Words, Numbers, Lines” we
present the ethereal, elemental works that
introduce Bilge's research. She deeply
focuses on concepts of perception, duality,
and relativity, while rethinking the position
of human beings as part of nature. Although
she did not define her work as Minimalist
in style, her restrained approach to simple
materials and touch communicates strongly
with her contemporaries in that movement.
Her work condenses the human creations of
‘square’ and ‘line’, as in “Dream Time Places
#2 with Flying Shape” (1975). In works such
as “River / House / Book” (1981) it expands
outwards and hints at a growing eco-feminist
consciousness that becomes visible in her
work in the following years.

As an artist from Turkey who spent her
productive years in America before returning
to her home country near the end of her
life, Bilge interrogated her dual identities
while living in the productive yet anguished
space of ‘between’. “Words, Numbers, Lines”
focuses on Bilge Friedlaender’s investigations
of ‘line’, ‘square’, ‘gravity’, ‘nature’, and
‘in-between spaces’ at a peak of her artistic
production. In addressing the archive of
the artist we aim to open a space for a
conversation that begins with this significant
body of work, the foundation of her
practice, laying the groundwork for further
explorations of her later work.

1. Allen Ellenzweig, Arts Magazine, April 1976
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SERGIDEKI ISLER
WORKS IN THE EXHIBITION

Benim Karem

My Square

1975

K&grt tzerine suluboya ve ip
Watercolour and string on paper
56 x 78 cm

Cizgisel Mutasyon #6

Linear Mutation #6

1975

K&git Gzerine kursunkalem ve guas
Pencil and gouache on paper

56 x 76 cm

Cizgisel Diyagonal Mutasyon
Linear Diagonal Mutation

1975

Suluboya, kesilmis kagrit ve ip
Watercolour, cut paper and string
56 x 78 cm

Kare Mutasyon: Yercekiminin Reddi #10
Square Mutation: Denying Gravity #10
1975

K&git zerine suluboya ve tel
Watercolour and wire on paper

56 x 76 cm

Kare Mutasyon: Yercekiminin Reddi
Square Mutation: Denying Gravity
1975

K&git tzerine suluboya ve tel
Watercolour and wire on paper

56 x 78 cm

Ucan Sekillerle Cizgisel Mutasyon
Linear Mutation with Flying Shapes
1975

K&grt Gzerine suluboya ve kursunkalem
Watercolour and pencil on paper

64 x102 cm

Kare Mutasyon: Yercekiminin Reddi #5
Square Mutation: Denying Gravity #5
1975

K&grt Gzerine suluboya ve kursunkalem
Watercolour and pencil on paper

64 x102 cm

Sinan’a Saygi

Homage to Sinan

1975

K&git tzerine suluboya ve tel
Watercolour and wire on paper
64 x102 cm
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Kasim Dusu
November Reverie
1975

Yirtik kagit ve tel
Torn paper and wire
50 x 65 cm

Dus Vakti Mekanlar #2 Ucan Sekilli
Dream Time Places #2 with Flying Shape
1975

Yirtik kagrt, kursunkalem ve mirekkep

Torn paper, pencil and ink
48.5 x 64 cm

Cizgi Arti Zaman Arti Yirtik #2
Line Plus Time Plus Torn #2

1975

Kagrt tzerine kalem ve koli bandi
Pencil and packing tape on paper
50 x 65 cm

Dus Vakti Desenleri #6
Dream Time Drawings #6
1975

Yirtik kagit ve pastel boya
Torn paper and pastel
48.5 x 64 cm

Dus Vakti Desenleri #1
Dream Time Drawings #1
1975

Yirtik kagit ve pastel boya
Torn paper and pastel

50 x 65 cm

Dus Vakti Desenleri #3
Dream Time Drawings #3
1975

Yirtik kagit ve pastel boya
Torn paper and pastel

50 x 65 cm

Kare Mutasyon: Yercekiminin Reddi #3
Square Mutation: Denying Gravity #3
1975

Kagrt Gzerine suluboya ve kursunkalem
Watercolour and pencil on paper

64 x102 cm

Yarip Ge¢mek #9

Breaking Through #9

1976

Yirtik kagrt, kursunkalem ve pastel boya
Torn paper, pencil and pastel

50 x 65 cm

SOZCUKLER/SAYILAR/ CiZGILER
WORDS/NUMBERS/LINES

1977

Sanatci kitabi

K&git Gzerine tel, ip, kolaj ve serigrafi, folyo
kapak | Wire, string, collage and silkscreen

on paper, with folio cover
30 x 24 cm

Through the White Light #1
Beyaz Isigin icinden #1

1977

K&git zerine guas ve kursunkalem

Gouache and pencil on paper
56.5x76.5cm

Beyaz Isigin icinden #2

Through the White Light #2

1977

K&git Gzerine guas ve kursunkalem
Gouache and pencil on paper
56.5x76.5cm

Bonnard’a Saygi

Homage to Bonnard

1977

K&git Gzerine guas ve kalem
Gouache, pencil on paper
56.5x76.5cm

1de 9

9in1

1977

Piring kagit, guas ve kursunkalem
Rice paper, pencil and gouache
64 x102 cm

9 Eksi 2

9 Minus 2

1977

Piring kagit, guas ve kursunkalem
Rice paper, pencil and gouache
64 x102 cm

Dokuz

Nine

1978

Sanatci kitabi

Kursunkalem ve suluboya, piring kagidi,
suluboya kagit kapak, kutu icinde
Artist’s book

Pencil and watercolour, rice paper,

watercolor paper cover, with box cover
23 x23x2cm

bilge friedlaender

Noktalar

Dots

1978

Sanatcl kitabi

K&git Gzerine suluboya, kutu
23 x32x2cm

isimsiz/Santian Magarasindan

El Simgeleri

Untitled/Hand Symbols from the
Cavern of Santian

1978

Sanatcl kitabi

Parsémen, murekkep

Artist’s book

Parchment, ink

8 x8cm

Aita Nehri Deseni

Aita River Drawing

1979

K&grt Gzerine murekkep, guas ve kalem
Ink, gouache, pencil on paper

62 x 96 cm

Nazim Hikmet'e Saygi

Homage to Nazim Hikmet

1979

K&grt Gzerine pastel boya (triptik)
66 x 10T cm

Artemis #1

1979

K&git Gzerine pastel boya
Pastel on paper

66 x101 cm
Artemis #2
1979

K&git Gzerine pastel boya
Pastel on paper
66 x 10T cm

Nehir/Ev/Kitap

River/House/Book

1981

Sanatci kitabi/ Yerlestirme

Elyapimi k&dgrt, bambu, sedir kutular, kum,
nehir taslari

Artist’s book/Installation

Handmade paper, bamboo, cedar boxes,
sand, river stones

20 x 86 x4 cm

words numbers lines

Nehir/Ev/Kitap Uzerine Notlar

Notes on River/House/Book

1981

Sanatcl kitabi

Kagrt zerine suluboya, kursunkalem ve
muUrekkep, palmiye yapragi kapak

Artist’s book

Watercolour, pencil and ink on paper, with
sago palm leaf closure

25x20 x5cm

Sinan’a Saygi

Homage to Sinan

1983

Sanatcl kitabi

Piring kagit Gzerine monotip baski, ipek
folyo kapak

Monotypes on rice paper, with silk folio
cover

38 x 38 cm



Arter, Mira Friedlaender ve Isin Onol
"Soézcukler, Sayilar, Cizgiler” sergisinin ve
kitabinin gergeklesmesine katkida bulunan
kisi ve kurumlara tesekkUr ederler.

Arter, Mira Friedlaender and Isin Onol
would like to thank the following people
and institutions for their collaboration
in the making of the exhibition and the
publication “Words, Numbers, Lines”.
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Artemis Wright
Asli Cetinkaya
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Aykut Gurgaglar
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Erden Kosova
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Haldun Dostoglu
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lvan Monforte
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Kevin Finklea
Lewis Johnson
Lorie Novak
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Megi Dostoglu
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Rachel Middleman
Ronald Feldman
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Sergio Mufoz Sarmiento
Sinan Vural
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Zeynep inankur
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