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' doganin kendi yarattigi araclardir ancak;
dogaya katkida bulundugunu soylediginiz sanat da
doganin kendi yarattig bir sanattir...
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Shakespeare, The Winter’s Tale (Kis Masali): Polixenes, IV. Perde, IV. Sahne
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5 Dogay! dontistiirmek icin kullandigimiz kiltiirel araglar, aslinda dogadan
tiiretilmislerdir. Doganin donilisiumiinde ortak anilardan da bahsedilebilir
o halde. Uzamsal yonden dramatik olan bu anilar, zevksizlikten ve
faydaciliktan arinmis, daha iyi bir gelecek yaratmak icin gerekli esini
verebilir bize. Belki de Erman Ozbasaran’in resimlerinde gérdiigiimiiz
“umut” hali budur.

Sanatgl islerinde, ihtiyag ve acgozliiliiklerine gore insa eden, tuiketen, yok
eden ve yeniden ureten “insan”i inceler. Sanatginin goziinde bu stireg bir
dongldir. insanoglu doganin bir parcasi olarak hayatini kesfederek ve
manipiile ederek gecirir. Erman Ozbasaran’in eserlerinde, insanoglunun
yaratilisindan gelen dongiiye benzer; tiretmek ve yok etmek icin sonsuz
bir arzu hissedilmektedir. Bu suirecten kaynaklanan karmasayi ve birikimi
tasvir eder. insanin seylerle; seylerin doga, tarih ve kiiltiir ile iligkisini
sorgular adeta.

Eagleton doganin her acidan kendimizi evimizde hissetme hali oldugunu
yazar. Ona gore sembolik diizene girisimiz —dil ve beraberinde getirdikleri
ile— kendimiz ve belirleyiciligimiz arasinda dogal bir oyun baslatir ve
tarihsel varliklar olarak bilinen ve i¢sel olarak zivanadan ¢ikmis, kendisiyle
ozdes olmayan yaratiklar haline geliriz. Sembol lireten bir yaratiga 6zgii
olan sey, kendisini asmasinin dogasinda mevcut olmasidir: “Sembol,
kendimiz ve maddi cevrelerimiz arasinda kendisine bir faaliyet alani acar
ve bu alan da onlari tarihe déntstirmemize izin verir.” (Terry Eagleton,
Kiiltiir Yorumlari, istanbul, Ayrinti Yayinlari, 2005, s.115-116)

Geleneksel toplumlar nasil ki mitleri, destanlari ve sarkilari, barindirdiklari
degerleri ifade etmek icin kullaniyorlarsa Erman Ozbasaran da islerinde,
minyatiriintin parcalari olarak, lekeleri, cizgileri, kenarda birakilmis;
belki de hurdalasmis nesneleri, yikilmis kaybolmaya yiiz tutmus eski
tarihi yapilari, mimari detaylari, belirli belirsiz cisimleri ve sekilleri
kullantyor. Eserlerinde arzulu ya da cazibeli Gsluplar gorecegimizi
sanmiyorum. Cokuluslu sirketlerin giiclinii yansitan, piril piril parlayan
biiro kulelerinden olugsmus bir kent merkezi de géremeyecegiz. ilk
dénemlerinde, beton ya da celik yapilara olan ilgisi Ozbasaran’i bu
yapilari fotograflayarak islerinde kurgulamasina yol agiyordu. Kontrolsiiz
tiireyen bu insa halindeki yapilar tizerine karamsar ve hiiziinli kiigiik
dokunuslarda bulunan sanatgi artik kendini miimkiin oldugu kadar yeni
malzemeler ile fotograftan soyutlamaya calisiyor. islerinde fon olarak, bir
plan etkisi yaratarak, yok olmaya mahkam dokular insa etmeye calisiyor.

Bu ayni zamanda bir nevi deformasyona da yol agiyor. Kursun rengi
baskinlasiyor. Parlak renkler kullaniimiyor. Sanatgi sabirla katmanlari
isliyor. Noktaciklar, damlamalar, lekeler ¢ikiyor karsimiza, bunlar aslinda
eserin icindeki unsurlari bozmaya yonelik uygulamalar. Birbiri ardina
detaylica dizilmis ve yerlestirilmis yiginla sigara kagidini séylem olarak
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% biriken fiziksel 6gelere de bicim vermek gereklidir. Savasi, savasta neler
olup bittigine, savasin basindan neler gectigine iliskin kuru bir bilgiden

; : : . . : - L i% daha heyecan verici bir deneyim olarak algilamamiz, ayni zamanda o
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sergisinde bu zamani yaratarak izleyiciyle tartisiyor ve farkli bir iletisim

yolu kurarak duyularindan kopariyor.
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istanbul'da yasayan bir sanatgci olarak cagina taniklik eden bu tartisma ile
adeta bir yitkimin kartografik haritasini cikararak belgeliyor. Eserlerindeki
“iz”ler anilara donustyor. Teknik miidahaleleri ve malzeme kullanimi
karmasik olsa da islerine genel bir dinginlik hakim. Yikimin ardindan
“huzur”un tmit edilerek bulunabilecegine de isaret.

graphy by Kayhan Kaygusuz. Ceviri | Transl

Erman Ozbasaran yarattigi sembollerle, yeni anlam ve bicimleri ortaya

ctkararak, daha 6nce mevcut olmamis bir gercekligi izleyiciye sunuyor. E
Bizlere hayatimizin bir noktasinda sorun olarak ortaya cikan ve belki de =
gerekli olan bir degisime, arzu edilen bir firsata ya da hatta dogrudan S8
dogruya iyilige dogru acilan bir kapi araliyor. s
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THE PROSPECT
OF HOPE

CAN OZBASARAN

Yet nature is made better by no mean

But nature makes that mean: so, over that art
Which you say adds to nature, is an art

That nature makes. [....] this is an art

Which does mend nature, change it rather, but
The art itself is nature.

Shakespeare, The Winter’s Tale: Polixenes, Act IV, Scene IV

The cultural tools that we employ to the end of transforming nature

are indeed derived from nature. One can therefore talk about common
memories insofar as the transformation of nature is concerned. These
memories, which are dramatic in terms of space, can give us the necessary
inspiration for creating a better future that is free from bad taste and
pragmatism. Perhaps it is this state of “hope” that we see in Erman
Ozbasaran’s paintings.

In his works, Ozbasaran deals with the tendency of “human beings”

to construct, consume, destroy, and recreate in pursuance of their

needs and greeds. In the artist’s view, this is a cyclic process. As parts of
nature, human beings spend their time discovering their lives and also
manipulating them. In Erman Ozbasaran’s works, one perceives an endless
desire to construct and destroy, which is reminiscent of the cycle that

can be traced all the way back to the creation of human beings. These
works virtually depict the chaos and the build-up that originates from this
process, and address the relations between human beings and things, and
also between things, nature, history, and culture.

Terry Eagleton writes that nature is but a state of mind where we feel at
home in every respect. In his view, our entry into the symbolic order, i.e.
language and everything that it entails, triggers a natural game between
ourselves and our determinants, and in the process, we suffer from inner
turmoil and turn into so-called historical creatures that are no longer
identical with themselves. It is proper to and inherent in the nature of this
symbol-making creature to go beyond itself: “It is the sign which opens up
that operative distance between ourselves and our material surroundings
which allows us to transform them into history.” (Terry Eagleton, The Idea
of Culture, Malden, Blackwell Publishing, 2005, p. 93).

Just like traditional societies, which employ myths, sagas, and songs to give
voice to their values, Erman Ozbasaran employs in his works—as parts of
his miniatures—objects whose stains and lines are done away with, objects
which are perhaps dilapidated, and demolished historic buildings and
their architectural details that are about to vanish, all of these appearing
as indistinct objects and shapes. | don’t believe that we will come across
passionate or attractive styles in these works. Neither will we see a city
center made up of shiny office towers that suggest the power held by
multinational corporations. Ozbasaran took photographs of and integrated
concrete or steel structures into his early works due to his interest in

such structures. The artist, who put somber and sorrowful touches onto
these uncontrollably-multiplying structures under construction, tries
nowadays to detach himself from photography as much as possible,

using new material. He creates textures that are destined to perish as the
backgrounds of his works, which give the impression of a plan.

This leads also to some kind of deformation. Lead color becomes more and
more dominant. Bright colors are not used. The artist works diligently on
all the layers filled with minuscule dots, drops and stains, all of which are
indeed meant to disturb the elements making up the works. Ozbasaran
uses the myriad of rolling papers, which are diligently aligned and
arranged, not as a discursive medium, but simply as a material. And this
works perfectly well, earning the act a new substance.

The prevalence of dark colors attest to a pessimist state of mind on part of
the artist during the creation process. However, in his hands, thousands of
rolling papers attain unity on the canvas. What we see is a sunset perhaps,
or a bedlam with fires burning all over... Or a wire netting that draws our
boundaries, or a wall due to its size and dimension... We can also discern

a wavy sea at times... To cut a long story short, the artist wants to disturb
us. Even though the highly-detailed layers of Erman Ozbasaran’s works
are suggestive of decay and deterioration, the artist actually wants us to
keep hoping. Because, in this exhibition, he creates his own “symbolic” war
field, which lays bare the destruction caused by war. Ozbasaran constructs
his paintings like miniature paintings. We, as spectators, realize that the
dots, and the buildings depicted from a distorted perspective, portray but
the traces of bullets and bombs, i.e. the aftermath of war. It is necessary to
give form to the elements that build up in the war field. Our perception of
war as a thrilling experience rather than a totality of dry facts with regards
to what happens at war depends also on whether we can perceive time as
shaped by the space in question. With his works in the exhibition, Erman
Ozbasaran creates this very time, and manages thus to discuss the issue
with his spectators through a different kind of communication, where the
spectators are freed from their senses.

As an artist who lives in Istanbul, Turkey, Ozbasaran documents the
destruction of his city through this very discussion about the cartographic
maps of destruction that he has created, bearing thus witness to our
times. He transforms the “traces” in his works into memories. Even though
his artistic techniques and use of material is rather complex, the feeling

of calm prevails in his works, which makes us hope that destruction may
somehow be followed by “peace”.

Through the symbols that he creates, Erman Ozbasaran brings to light
new meanings and forms, and presents a previously non-existing reality to
his spectators. In this manner, he offers us the prospect of change, which
emerges as a problem at some point in our lives, and which is perhaps
necessary, as well as the prospect of a long-desired opportunity, and
downright goodness even.

Isimsiz | Untitled 2017

Tuval lizerine sigara kagidi ve miirekkep
Cigarette paper and ink on canvas

237 X 194 €M

isimsiz | Untitled 2017

Kagit tzerine yagliboya ve serigrafi
Oil and silkscreen print on paper
70 X100 €M
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Tuval lizerine sigara kagidi, Japon kagidi, ¢ini miirekkebi ve

akrilik

Cigarette paper, japanese paper, india ink and acrylic

on canvas
200 X 160 cM
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Tuval tizerine sigara kagidi ve ¢ini miirekkebi
Cigarette paper and India ink on canvas

237 X194 €M
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Kagit Uizerine yagliboya ve serigrafi
Oil and silkscreen print on paper
100 X 70 €M
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Kagit tzerine yagliboya ve serigrafi
Oil and silkscreen print on paper
70 X100 €M
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Tuval tizerine sigara kagidi ve miirekkepli kalem
Cigarette paper and pigmented ink pen on canvas
180 x 200 cM
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Kagit Uizerine yagliboya ve serigrafi
Oil and silkscreen print on paper
100 X 70 €M
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Tuval lizerine sigara kagidi ve ¢ini mirekkep
Cigarette paper and India ink on canvas

180 x 200 cm
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Kagit tzerine yaglboya
Oil on paper

50 X 70 cM



