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CALLING FOR THE MASS

KOTLEYI CAGIRMAK

BEDENIN TESHIR VE TESRIHI

BURCU ERDEN'IN KUTLEYI CAGIRMAK SERGIS| OZERINE BIR DENEME

Aldatmaca yok benim gévdemde
Bas kopartmak benim kibarligim

Ted Hughes, "Dala Tunemis Dogan"!

British Journal of Aesthetics, 1962 yilinda hem bir heykeltiras hem de heykelle ilgili dikkate deger kitaplar kaleme
almis bir yazar olan Leonard Robert Rogers'in “Heykelsel Disinme"? isimli bir makalesini yayimlayacak ancak

bu yazi birileri tarafindan pek de hos karsilanmayacakti. Leonard R. Rogers gibi calismalarini akademide hem
heykeltirag hem de yazar olarak strdiiren Donald Brook, ayni dergiye Rogers'in “Heykelsel Distinme"” makalesine
cevaben hazirladidi zehir zemberek bir yaziyi gonderecek,? British Journal of Aesthetics, Brook'un yazisini Rogers'in
hic de altta kalmayan yanit metniyle? birlikte 1963 yilinda yayimlanacakti. iki meslektas arasindaki tartismanin asil
konusu Rogers'in "Heykelsel Disiinme" makalesinde éne strdigu argimanlardi ancak her iki metin de estetikle
ilgili bu mtnazaranin sikici cercevesini asan bir renklilige sahipti. Brook, Rogers'i acik¢a konudan habersiz olmakla
ve mlnasebetsizlikle sucluyor; dolayli olarak da makalede 6ne strdtigu kavramlari ve argtimanlart “yumurtladigini”
ifade ediyordu. Rogers ise yanit metninde Brook'un kendine fazlaca glivendidini agik¢a belirttikten sonra Usti
kapali bicimde meslektasini, orkestranin yaptigi akordu eser zannedip alkislayan bir Cinliye benzetiyordu.

Rogers ve Brook'un tartismasina buglinden baktigimizda aradan gegcen zamanin onlari hem hakli hem de haksiz
ctkardigini gorurtz. Tartismanin dondugu yillarda Jacques Derrida’nin Yazi ve Fark® kitabini henlz yayimlamadigini
akilda tutarak, Brook'un "Heykelsel DUsinme" makalesindeki her tirli genelleme ve kategorizasyona yonelik
tepkisinin, post-modern distinme bicimlerinin baskin sdylemi Gretir gelmesiyle birlikte, neredeyse gozu kitap
gormus, eli kalem tutmus herkesin paylastigi ortak ve normatif bir yaklasima donustigund soyleyebiliriz. Bunun
yaninda Rogers'in "Heykelsel Distinme" makalesinde siklikla bahsettigi ve Brook'un yazisinda agik¢a hakir gordugu
performans kavrami da donustlricU bir paradigma olarak, 6zellikle 70'li yillarda artan bir yogunlukla, sanat
Uretiminin icine girecek ve sanat tarihinin akisini degistirecekti. Bu dontsim, en agik haliyle sanirim Joseph
Beuys'un performans ve heykeli birlestirdigi eserlerinde izlenebilir.

Bu makalelere ulasmamda bana yardimci olan dostumun haklilikla ifade ettigi gibi fazlasiyla eski ptsku seyler
okuyor olsam da L.R. Rogers'in “Heykelsel Distinme" makalesinin Turkiye'deki heykel tartismasiyla dogrudan ilgisi
oldugunu séyleyebilirim. internette yapacaginiz kiiclik bir arastirmayla L. R. Rogers'in séz konusu makalesinin
Turkiye'de heykel egitimi veren Universite departmanlarinin ders programlarinda énerilen kaynaklar arasinda yer
aldigini, Universitelerde gorevli akademisyen heykeltiraslarin da siklikla Rogers'in yazilarina referans verdiklerini
gorebilirsiniz. Kisacasi Rogers'in yazilar Turkiye'de heykel Gzerine dustnUrken hala basvurulan kaynaklar arasindaki
yerini koruyor. Cengiz Cekil arsivinde bulunan, Adem Geng'in 1990 tarihli cevirisi® ise makalenin Turkiye'de heykel
Uzerine disinme glindeminin dnemli bir parcasi oldugunu gosteren bir baska kaynak.



EXPOSING AND DISSECTING THE BODY

AN ESSAY ON BURCU ERDEN'S CALLING FOR THE MASS EXHIBITION

There is no sophistry in my body
My manners are tearing off heads

Ted Hughes, "Hawk Roosting™!

In 1962 British Journal of Aesthetics published an article titled “Sculptural Thinking”? by Leonard Robert Rogers,

a sculptor and a writer who wrote notable books on sculpture. But this article was not appreciated by some.

In 1963 a colleague of Leonard R. Rogers, Donald Brook who works at the academy both as a sculptor and

a writer, wrote a vitriolic review3 for Rogers' “Sculptural Thinking” and sent it to the same journal. British Journal of
Aesthetics published Brook’s review alongside with a reply* by Rogers which was not outdone. The main topic of the
debate between two colleagues was the arguments Rogers put forward in his article “Sculptural Thinking”. Yet both
texts displayed a zest surpassing the dry frame of this debate about aesthetics. Brook openly accused Rogers of
being irrelevant and impertinent. Also, he indirectly alleged Rogers to have made up the terms and arguments in
his article and laying "unusually large eggs”. In his response, Rogers clearly stated that Brook was overconfident
and he implied that this fellow resembled "a Chinaman at the concert who clapped after the tuning up.”

If we look at the debate between Rogers and Brook now, we see that time proved them both right and wrong.
Keeping in mind the fact that Jacques Derrida did not yet publish Writing and Difference® while this debate was
going on, Brook's reaction against every kind of generalization and categorization became a commonly shared,
normative response by almost anyone who is literate and booksie enough as post-modern thought started to
generate the dominant discourse. The concept of performance, frequently mentioned by Rogers in his article
"Sculptural Thinking” and despised by Brook in his review, changed the course of art history as a transformative
paradigm by increasingly permeating through artistic production especially in the 1970's. | think this transformation
can be best observed in Joseph Beuys' works, fusing sculpture and performance.

As a friend of mine who helped me to find these articles justifiably remined me that | was reading too much

of worn-out texts, | can say that the article of L. R. Rogers "Sculptural Thinking" is directly related to the discussion
of sculpture in Turkey. With a brief googling you can see that the mentioned article by L. R. Rogers is listed as
recommended reading in the curricula of sculpture departments at the universities in Turkey and scholars of

the field frequently reference the texts and books by Rogers. It can be claimed that the writings of Rogers are still
relevant sources of referral while thinking on sculpture in Turkey. The 1990 dated translation of Adem Geng in
Cengiz Cekil archive, is another significant source which proves that the article is an important piece of thought
on sculpture in Turkey.®

1 Secilmis Siirler, Cev: Savkar Altinel-Roni Margulies, Adam Yayincilik, 1987
2 Rogers, L. R., “Sculptural Thinking”, British Journal of Aesthetics, Volume 2, Issue 4, October 1962
3 Brook, Donald, “Sculptural Thinking-1, Rogers on Sculptural Thinking”, British Journal of Aesthetics, Volume 3, Issue 4, October 1963
4 Rogers, L. R., "Sculptural Thinking-2, A Reply”, British Journal of Aesthetics, Volume 3, Issue 4, October 1963
5 Kitap ilk kez L'écriture et la Différence basligiyla Editions du Seuil yayinevi tarafindan 1967 yilinda basilmis,
ilk ingilizce cevirisi ise 1978 yilinda yayimlanmustir.
6 SALT Arastirma, Cengiz Cekil arsivi, CEKDIV114
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Calismalarina hem akademide hem de 6zel atdlyesinde devam eden Burcu Erden’in hizla donUstirdUgu bir heykel
grameri icinde Urettigi islerini incelerken Rogers ve Brook arasindaki tartismanin bize sundugu verilerden yola
ctkmak istiyorum. Bu tercihimin nedeni, Burcu Erden’in Turkiye'de yasayan ve Gretimlerini sirdUren diger pek ¢cok
geng sanatgidan farkli olarak sanat tarihinin sundugu imkan ve zorluklari elinin tersiyle itiveriyormus gibi gorinen
bir tavri benimsemiyor olusu. ilk defa ziyaret eden birinde gizli bir tapinaga giriyormus hissi uyandiran Kiitleyi
Cagirmak sergisi icin Uzerinde calistigi ahsap heykelleriyle dolu Balat'taki atolyesini ziyaretim sirasinda, Erden'’le yeni
calismalarinin hem Bati heykeli hem de Turkiye'deki heykel tarihi icindeki muhtemel koordinatlari Gzerine sohbet
etme sansim olmustu. Okumakta oldugunuz metin de Erden’le yaptigimiz bu sohbetin beni yonlendirdigi
arastirmalarla birlikte sekillendi. Erden’in Ktleyi Cagirmak sergisinde yer alan calismalarini Zihtd Maridoglu

ve Georg Baselitz'in estetik 6nermeleriyle kurulan diyaloglar cercevesinde incelemek, onlari bu kurgusal diyaloglar
icinde disaridan bir bakisla yeniden hayal etmek istiyorum.

Kitleyi Cagirmak sergisindeki eserlerin, Erden’in gectigimiz yil Tophane-i Amire Kiltlr ve Sanat Merkezi'nde
gerceklestirdigi Yarinin Killeri sergisinde (Figlir 1) ve Art On istanbul'da katildigi grup sergilerinde (Figiir 2)

sundugu calismalardan ayrilan dinamik bir seri olusturdugunu séyleyebiliriz. Kitleyi Cagirmak serisindeki eserler,
sanatcinin daha énce Contemporary istanbul fuarlarinda sergilenen ve biiylk ilgi géren kiiclik boyutlu ahsap insan
figirG heykellerinden daha yabani ve gergin bir enerjiyi barindiriyor. Bu ¢alismalar izleyicinin figlra yorumlamak igin
kullanabilecedi isaretlerden mimkin oldugunca arindirilmis. Figlrdn kimligine dair isaretlerin yer almadidi yalnizca
torsoya indirgenmis, kafasi, dolayisiyla portresi olmayan bu heykeller, sanat¢inin soyutlamaya iliskin arastirmalari
sonucunda figur anlayisini dondstlirmesinin izlerini barindiriyor.

Rogers, "heykelsel” distinmenin ¢ikis noktasinin, Gg boyutlu uzayda iliski sistemleri kuran soyut konstriksiyonlar
kesfetme arzusu oldugunu ifade ediyordu.” Bu soyut konstriksiyonlarin nasil tasarlandiklarini anlamanin yolu da
cizgi, eksen, ylzey, ag, icblkey, disblkey, kitle, hacim ve bosluk gibi geometrik kavramlarla dUstnebilmekten
geciyordu. Erden'in Kitleyi Cagirmak sergisindeki calismalarini mimkin oldugunca bu geometrik kavramlar
esliginde okumaya gayret edecedim. Ancak daha dnce Erden’in soyutla ilgili arastirmalardan yola ¢ikarak figirt
dondstirme ¢abasinin icerdigi gerilimin heykel sanati tarihinin temel paradigmalarindan biriyle kurdugu iliskiye
deginmem gerekiyor.

Figur | Figure 1

isimsiz | Untitled, 2018
Polyester, 125 x 77 x 128 cm



I would like to take off from the outputs of the debate between Rogers and Brook while | examine the works of
Burcu Erden who works both at the academy and at her private atelier to produce her sculptures within a swiftly
transforming grammar of sculpture. The reason of my choice is rooted in the fact that unlike many other young
artists living and working in Turkey Burcu Erden does not embrace an attitude that seems to reject the opportunities
and difficulties of art history. | had a chance to have a conversation with Burcu Erden at her atelier in Balat which
stirs the feeling of entering a secret temple in someone visiting for the first time. Her atelier was filled with
sculptures she was working on for her exhibition Calling For The Mass. We talked about the possible coordinates
of her new pieces in the western tradition of sculpture and the history of sculpture in Turkey. The text you are
reading now was written in light of this atelier visit and researches | made after our discussion. | would like to
examine the works of Erden in her exhibition Calling For The Mass through a dialogue of aesthetic statements
by ZahtG Murdioglu and Georg Baselitz. Therefore, | would like to re-imagine these sculptures through the look
of an outsider within a speculative dialogue.

We can argue that the works in the Calling For the Mass exhibition constitute a dynamic series differing from

the works Erden showed at her solo exhibition Ashes of Tomorrow (Figure 1) in Tophane-i Amire Culture and

Art Center and at group shows she participated in Art On istanbul. (Figure 2) The works in Calling For The Mass
series carry a more wild and tense energy compared to the artist’s smaller wooden human figures displayed at
Contemporary Istanbul art fairs. These new works are devoid of certain marks that can encourage the viewer to
interpret the figure. These sculptures are clear from the indications of identity and the figures are reduced down
to headless torsos. These figures without a head therefore a portrait, carry the traces of artist's transformation

of her own understanding of the figure through her artistic research into abstraction.

Rogers stated that the point of origin for “sculptural” thinking is the desire to discover spatially related abstract
construction systems in the three-dimensional universe.” In order to understand how these abstract constructions
were designed one is supposed to have the ability to think with geometric concepts like axis, line, surface,

angle, convex, concave, mass, volume and void. | will try to read the works of Erden in her exhibition Calling For The
Mass through these geometric concepts. First of all, before diving into these concepts, | want to talk about

the relationship between one of the fundamental paradigms in sculpture history and the tension embedded

in Erden’s struggle of transforming the figure through her researches on abstraction.

Figur | Figure 2
Alos (Ali Teoman Germaner), 2018

Bronz | Bronze, 40 x 40 cm

7 Rogers, L. R., “Sculptural Thinking"”, British Journal
of Aesthetics, Volume 2, Issue 4, October 1962, p. 294
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Gombrich'in kanonik sanat tarihinde® Bati heykeli nattralizm ve
soyutlama arasindaki gelgitler Gzerinden okunur. Bu anlatida Klasik
Antikitenin heykelinden Gotik heykele gecis neredeyse bir kuantum
sicramasini andirir ve dnemli bir amaca hizmet eder. Gombrich'in
yeniden Urettigi Bati medeniyeti kurgusunun iki ana sacayagini
olusturan Antik Yunan kulttra ve Hristiyanligin dogusuyla
donlsmeye baslayan Avrupa kultlird arasindaki fark, bu iki bambaska
heykel anlayisiyla isaretlenir. Gombrich'in kanonik anlatisi Natdralizm
ve soyutlama arasindaki gelgitin Bati sanati tarihi boyunca izlenen
her donUsim evresinde, Gotikten Rdnesans’a, Ronesans’tan Barok
doéneme, Barok donemden moderne, modernden post-moderne
bicim degistirerek tekrarlandigini dne slrer. Ayni gerilim ekseni
Uzerinde kurgulanan bu helezonik tarih okumasi yakin zamanda
defalarca soktlmuUs olmasina ragmen yirminci ylzyil sanat
tarihindeki agirligini hala korur. Semra Germaner, ZUhtu
Muridoglu'nun egitimci ve heykeltiras olarak biraktigi mirasini
inceledigi makalesinde, 1947-1948 yillari arasinda egitim almak icin
gittigi Paris'e geri dénen sanatginin figratif ve non figuratif
tartismalarini yakindan izledigini not ediyordu. Bu yillarda figur

ve soyut, hala iki karsit kutup olarak ele alinmaktaydi.® Figuratif-

non figaratif karsithgi, Nattralizm ve soyutlama arasindaki
antagonizmin sayisiz tUrevlerinden biridir. Miridoglu, izledigi
tartismalarin da etkisiyle deneylere agik estetik arastirmalari sirasinda
NatUralizm ve soyutlama arasinda kalan alani kesfetmeye yonelmisti.
Erden'in calismalarinin Miridoglu’nun hangi estetik deneyleriyle
bag kurdugunu takip etmeye calisacagim ancak bu noktada
Mdaridoglu'nun Giacometti estetidi cevresinde Urettigi eserlerini
Erden'in arastirmalariyla ilgili bulmadigimi belirtmem gerekiyor.

Klitleyi Cagirmak serisindeki heykeller, Erden’in giderek artan bir yogunlukla, eserlerini bosluk ve kitle arasinda
kesfettigi iliskiler Gzerine kurdugunu dustnduryor. Seri, hem bosluga dogru genisleyen hem de boslugu

davet eden figuratif 6geleri kapsiyor. Geng sanat¢inin simdiden olusturmaya basladigi kendi heykel grameri icinde
figura, disbUkey ve icbUkey ylzeyler arasinda gelip giden bir dinamik icinde tasavvur ettigini sdylemek mimkun.
Bu calismalarda disbUkey ylzeyin geriliminin dncelikli olusu, figlriin bir hamle yapmak tzere oldugu hissini
uyandinyor. icbiikey ylizeylerse olusturduklar kuvvetli gélgelerle kiitleyi vurgularken boslugu iceri davet ediyor.
Zitliklarin bir arada olma hali ve bu halin Urettidi bipolar denge, Klasik Antikite heykelinin ulasmak istedigi idealin
tastyicisiydi. lan Jenkins ve Victoria Turner, Antik Yunan heykelindeki bedeni tim cesitliligiyle inceledikleri
arastirmalarinda, sézinU ettigim dengenin felsefi dayanaklarini Tirkiye'nin Bati kiyilarinda, Milattan Once Besinci
YUzyil Miletosu’nda bulmusglardi. Anaximander’in 6nerdigi temel karsitliklarin birbirlerine galip gelmeden bir
arada bulunmasi gerekliligi ilkesi yalnizca Eski Yunan felsefesinde degil tibbinda ve estetiginde de karsihgini
buluyordu. Bu ilkenin iyilestirici bir etkisinin olduguna inaniliyor; estetik de bu iyilestirici etkiden uzak bir yere
konumlanmiyordu.'® Atinali Myron'un disk atan atleti (diskobolos), zit motiflerin birlikteligiyle kurulan mikemmel
dengenin en bilinen érnegiydi. (Figur 3) Hareket halindeyken donakalmis gibi goriinen diskobolos, heykelin ylzyillar
boyunca degismeyecek iki temel problemine isaret ediyordu: denge ve hareket. Bedenin teshiri séz konusu
oldugunda Antikitenin bu iki problemin birlikte ¢c6zimu icin Urettigi formUl Kontrapost (contrapposto) idi.

Burcu Erden’in heykelin bu iki degismez probleminin ¢6zimu icin bambaska formuller Grettigini gérmek icinse
heykel tarihini yeni bastan kesfetmeye gerek yok.



In Gombrich's canonical art history® Western sculpture is followed through
the duality between naturalism and abstraction. In this narrative the shift
from sculpture of Classical Antiquity to the sculpture of Gothic era
resembles a quantum leap and serves an important purpose. The two
radically different understandings of sculpture marks two main cornerstones
in the narrative of Western civilisation namely Ancient Greek culture and
the European culture which started to transform after the birth of
Christianity. The canonical narrative of Gombrich claims that naturalism and
abstraction follow each other like in a flux and reflux throughout art history
and this can be observed in every phase of major transformation; from
Gothic to Renaissance, from Renaissance to Baroque, from Baroque to
Modern and from Modern to Post-modern. This spiral reading of history
that is always constructed upon the same axis of tension, still preserves its
weight in the 20th century even though it has been recently deconstructed
over and over again. Semra Germaner analyses the legacy of ZihtU
Mirdioglu as an academic and a sculptor in an article noting that
Muridoglu closely observed the debate about the concepts of the figurative
and non-figurative between the years 1947-1948 in Paris upon his return to
the city where he had had an art education. In these years figuration and
abstraction were considered as binary opposites.’ The contrast between
figurative and non-figurative is another derivative of the antagonism
between naturalism to abstraction. Miridoglu gravitated towards
investigating the space between naturalism and abstraction through
his artistic researches that were open to experimentation. | will try to follow
Myron, Disk Atan Atlet the aesthetic experiments of Muridoglu, which can be related with Erden’s
Diskobolos, 450 BCE work. However, | must say that | don't think Erden’s artistic researches are

in any way related with the works Muridoglu produced in the framework

of Giacometti's aesthetics.

Figur | Figure 3

The sculptures in Calling For The Mass series makes us to think that Erden constructed these pieces upon the
relationships she discovered between the mass and void. The series includes figurative elements that both invite
the void and also expand in it. | argue that within the young artist's own sculpture grammar, she conceives the
figure within a dynamic that operates between convex and concave surfaces. The primacy of the tension on the
concave surface stirs a feeling of movement in the figure. The strong shadows created by the convex surfaces
highlight the mass while these surfaces invite the void inside the sculpture. The coexistence of opposites and the
bipolar balance achieved in this state was the carrier of the ideal sculpture in Classical Antiquity. In their research
on the diversity of body in Ancient Greek sculpture lan Jenkins and Victoria Turner discovered the philosophical
grounds of the balance | mentioned in the Western shores of Turkey, at Miletos, dating back to the 5th century B.C.
Anaximander from Miletos proposed the principle about the necessity in coexistence of fundamental opposites
without defeating each other and this principle found its resonance not only in Ancient Greek philosophy but also
in medicine and aesthetics. This principle was believed to have a healing effect; and aesthetics was not considered
far away from it.’0 The disc thrower of Myron from Athens (diskobolos) was the most well-known example of the
perfect balance created by the fusion of opposite motifs. (Figure 3) Diskobolos, seems like he had frozen in
mid-action, hints us the two structural problems of sculpture that will remain unchanged for centuries: balance
and movement. When the display of body was in question, antiquity came up with the solution of contrapposto
which addresses these two problems at the same time. A rediscovery in the history of sculpture is not required

to see that Burcu Erden proposed different formulas to solve these two fundamental problems of sculpture.

8 Gombrich, E. H., The Story Of Art, Phaidon, New York, 1995 (16th edition)
9 Germaner, Semra, "Zuhtt Hoca", Zthti Mridoglu, Resim, Heykel: Bltin Bir Yasam, YKY, istanbul, 2006, s.11
10 Jenkins, lan, Turner, Victoria, The Greek Body, The J. Paul Getty Museum, Los Angeles, 2009, p. 13-14
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Figlr | Figure 4 Figlr | Figure 5
Zihti Miridoglu, Tors | Torso Zihti Miridoglu, Oturan Erkek Figtirii | Seated Man Figure,
Algi | Plaster 61x 48 x 29 cm Pismis Toprak | Earthenware 42 x 30 x 22 cm

Erden’'in Kitleyi Cagirmak serisinde ve daha 6nce sergiledidi birkag calismasinda ¢dmelen, tineyen figtra
calistigini sdyleyebiliriz. Art On istanbul'da Sezer Tansug'a ithafen diizenlenen 99 Kare sergisinde, Burcu Erden'in
Ali Teoman Germaner'in imgelerinden yola cikarak tasarladidi Alog isimli bronz isini izlemistik. Bu ¢calismadaki
figurlerin oturus sekillerinin Kitleyi Cagirmak serisindeki formlarin dnctld oldugunu séylemek mimkin. Sanatg,
eskizleriyle bicim verdigi bu ¢omelen, tiinemis gibi duran figurleri, ilk akla gelecek ¢6zim olan zemine oldugu gibi
birakmak yerine kaideyi cagristiran sttunlarin Uzerine yerlestiriyor. Tam da bu noktada Kitleyi Cagirmak serisindeki
heykellerin denge ve hareket meseleleriyle kurduklari iliskiler sekillenmeye basliyor. Bu iliskileri incelemeden 6nce
Ali Teoman Germaner'in de Zihtl Muridoglu'nun 6grencisi oldugunu hatirlatarak MUridoglu’'nun giristigi estetik
deneylere geri donmek istiyorum.

Semra Germaner, Muridoglu'nun figlrle ilgili akademik bilgiden uzakta yeni deneyler yapma arzusundan
bahseder." Miridoglu'nun uzaktan bakildiginda dadinik ve belirgin bir stilin etrafinda toplanmiyor gibi gériinen
sanat Uretiminin bu arzuyla baglantil oldugu dustintlebilir. Ayrica Mridoglu'nun yiklendigi misyonu da hesaba
katmak gerekir. Heykelin kamusal alandaki gorinarliginin son derece kisitli ve cesitlilikten uzak oldugu bir tGlkede
pek cok farkli 6grenciye heykel sanatini tanitmak, sevdirmek amacini tagiyan ve bu gayretlerinde basarili olan
Muridoglu'nun egitimci kimligi, heykeltiraslidi kadar dnemli ve incelenmeye dederdir. Kazim Tagkent Sanat
Galerisi'nin 2006 yilinda dUzenledigi Zihtd Mdridoglu: Resim, Heykel, Blitlin Bir Yagam sergisi, sanatginin

resim, heykel ve desen calismalarindan olusan bir seckiyi izleyicilere sunmustu. Sergi icin yayinlanan katalog,
Mdaridoglu'nun giristigi estetikleri deneyleri takip etmeyi olanakli kiliyor. Katalogda, oturan veya ¢émelmis figlrlerin
Muridoglu’'nun heykel repertuarinda yer aldidini gorebiliyoruz. (Figir 4, Figur 5) Kaideyi andiran agdag gévdeleri ve
neredeyse islenmemis tomruklardan elde edilen kesitlerle hazirlanmis soyut kompozisyonlar da sanatginin Urettigi
eserler arasinda bulunuyor. (Figtr 6, Figlir 7) Bu eserler, sadece yontem olarak Burcu Erden'in calismalariyla
paralellik gosterir. Bunun yaninda Kdtleyi Cagirmak serisindeki heykellerle asil bicim benzerligi tasiyan iki eserden
biri, dik ylzeyli ahsap bir soyut kompozisyon (Figlr 8) digeri ise ilk bakista yarim birakilmig izlenimi veren soyut bir
kadin figlrtdur. (Figtr 9) 1950'li yillarin baginda, Muridoglu'nun Kalamis'taki evinin dniindeki agacglar budaninca
once figlr arastirmalarina basladidini, ardindan bu ¢alismalari soyuta dénUsttirdigind de not edelim.™?



Figur | Figure 6,7 Figur | Figure 8,9

Zihtt Miridoglu, Soyut Kompozisyon | Abstract Composition ZGhttu Miridoglu, Soyut Kompozisyon | Abstract Composition
Ahsap | Wood 78 x 33 x 33 cm Ahsap | Wood 97 x 29 x 29 cm
ZUhtl Maridoglu, Soyut Kompozisyon | Abstract Composition Zuhti Miridoglu, Soyut Kompozisyon | Abstract Composition
Ahsap, Demir | Wood, Iron 99 x 97 x 76 cm Ahsap | Wood 97 x 29 x 29 cm

Burcu Erden studies roosting and crouching figures both in her Calling For The Mass series and her works
before them. In the 99 Square exhibition, a homage to Sezer Tansug, realized at Art On Istanbul, we saw the
bronze work of Burcu Erden, "Alos"” which sets off from the imagery of Ali Teoman Germaner. The sitting
positions of the figures in this work can be considered as the precursor of forms in Calling For The Mass series.
The artist places these roosting, crouching-like figures, which were formulated in her sketches, on columns
resembling pedestals instead of leaving them directly on the floor. At this exact moment the way sculptures

in Calling For The Mass relate to concepts of balance and movement starts take shape. | would like to return to
the aesthetic experiments of Maridoglu, while reminding that Ali Teoman Germaner was also a student of
ZUhti Miridoglu.

Semra Germaner talks about Muridoglu's desire to experiment with the figure away from academic
understanding.” One may argue that the scattered artistic style of MUridodlu revolves around this desire in
experimentation. One should also keep the mission Miridoglu undertook in mind. It is worth to study
Mdiridoglu as a sculptor as well as Muridoglu as an educator in a country where the visibility of sculpture in public
space is extremely limited and non-diversified. Through his educator role he managed to promote the art of
sculpture to many different students and succeeded in his endeavors. The exhibition Zihti Mdridoglu: Painting,
Sculpture, A Whole Life which took place at Kazim Tagkent Art Gallery in 2006 presented a selection of paintings,
sculptures and sketches by the artist. The exhibition catalogue enables the reader to follow the aesthetic
experiments of MUridoglu. We can see in the catalogue that the seated or crouching figures are in Muridoglu's
repertoire of sculpture. (Figure 4, Figure 5) Works resembling pedestals and abstract compositions prepared with
vertical sections cut from undressed timbers are among the works by the artist. (Figure 6, Figure 7) These works
are only parallel to the sculptures of Burcu Erden in a methodological sense. In addition, the two works that show
remarkable similarities with the Calling For The Mass series are an abstract composition with a perpendicular
surface (Figure 8) and an abstract female figure that gives the impression of an unfinished work at first sight.
(Figure 9) Let's note that when the trees in front of his house in Kalamis were pruned, he started his figure
studies and then transformed them into abstract works later on.1?

11 Germaner, Semra, "Zihtl Hoca", Zihtt Mdridoglu, Resim, Heykel: Blitlin Bir Yasam, YKY, istanbul, 2006, s.11
12 a.g.e,s.12
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S6zUnu ettigim paralellik ve benzerliklerle Burcu Erden'in pastise yoneldigini iddia etmiyorum. Pastis, tahmin
edilebilecedi Gzere Rogers'in da Heykelsel Diisinme makalesinde dedindigi kavramlardan biri ¢ctinkd bir
sanat¢inin calismalarini genel gecer kavramlarla okuma ¢abasi, ayni zamanda yanlis degerlendirmelere, farkli
sanatgilar arasinda tutarli olmayan benzerlikler icat etmeye, haksiz pastis suclamalari Gretmeye de oldukga acik bir
yontem. Rogers pastise diUsmemenin ancak uzamsal formlar organize edisin yeni yollarini kesfetmekle mimkin
olabilecegini ifade ediyordu.’® Burcu Erden’in son derece kisa bir zaman dilimi icinde kendi heykel gramerini
olusturma yolunda ilerleyisinde Rogers'in bahsettigi kesfe dair bir potansiyelin varligini seziyorum. Amacim pastis
avciligi degdil Erden’in yeni kurmaya basladigi 6zgiin estetik dilin heykel tarihindeki koordinatlarini belirlemek.

Erden'in Kutleyi Cagirmak serisindeki calismalari, Baselitz'in 1979 yilindan itibaren sergilemeye basladigi ve
glnumduze dek Uretmeyi strdirdigu ahsap heykellerini odak noktasinda tutarak incelemek dogru olacaktir.
Gectigimiz yil, Beyeler Vakfi ve Smithsonian EnstitlisU, Hirshhorn Mize ve Heykel Bahcesi'nin beraber dizenledikleri
kapsamli retrospektifin 6nerdigi gibi Baselitz'in yarim asri agsan resim ve heykel Gretimini donemler halinde
degerlendirmek sanatginin gelistirdigi estetigi anlamamizi kolaylastirir. Erden’in calismalari, Baselitz'in 80'li yillar
boyunca Urettigi ahsap heykellerindeki yontemsel ve bicimsel 6zelliklerle paralellikler gosterir. 1980 Venedik
Bienali'nde, Aimanya pavyonundaki tek eser olan Bir Heykel icin Model / Modell fiir Eine Skulptur (1979-1980)
Baselitz'in sergiledidi ilk heykel calismasidir. Sanatginin kariyeri boyunca neredeyse hig taviz vermedigi provokatif
durusuna yarasan bu calisma (Figiir 10) pek ¢ok baska eseri gibi uzun tartismalarin konusu olmustu.
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I am not claiming that Burcu Erden, with the parallels and similarities mentioned above, has turned to pastiche.
Pastiche is one of the concepts that Rogers referred in his article Sculptural Thinking, as one can justifiably predict.
However, the effort in reading an artist's work with de facto concepts can be quite misleading; it can lead to invent
inconsistent similarities between unlike artists, and to fabricate unjustified accusations of pastiche. Rogers
expressed that not falling into pastiche can only be possible by exploring new ways of organizing spatial forms.’

| sense the presence of a potential for the exploration Rogers mentioned in Burcu Erden’s formulation of her own
sculpture grammar. My aim is not to be a hunter of pastiche; it is to determine the coordinates of Erden’s fresh
and genuine language of aesthetics within the history of sculpture. Another important reference point for these

coordinates is the aesthetics of Georg Baselitz.

It would be appropriate to examine
the works in the series Calling For the
Mass by concentrating upon the
wooden sculptures that Baselitz has
begun to produce since 1979 and
continues to produce today.

As suggested by the comprehensive
retrospective held last year by the
Beyeler Foundation and the
Smithsonian Institute, Hirshhorn
Museum and Sculpture Garden,
evaluating Baselitz' painting and
sculpture production, exceeding half
a century, in periods makes it easier
for us to understand the aesthetics
artist developed. Erden'’s works show
parallels with the methodological and
formal features of the wood
sculptures Baselitz produced

during the 80s. Model for a Sculpture
/ Modell ftir Eine Skulptur (1979-1980),
the only work in the German Pavilion
at the 1980 Venice Biennale, is the first
sculpture exhibited by Baselitz. This
work (Figure 10), befitting the artist's
provocative stance, of which he made
almost no concessions throughout his
career, became the subject of such
long debates as many of his other
pieces were.

Figur | Figure 10

Georg Baselitz
Bir Heykel icin Model | Model for a Sculpture 1979-1980
Ahsap | Wood

13 Rogers, L. R., "Heykelsel Dustinme", British Journal of Aesthetics,
Volume 2, Sayi 4, Ekim 1962, p. 296

1

Burcu Erden

[simsiz | Untitled, 2017
Ahsap | Wood
120x32x30cm /127 x 43 x27 cm /130 x 39 x 25 cm
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Baselitz'in tarihle kurdugu sorunlu iliskinin analizi, bu yazinin sinirlarini asabilir ancak bu noktada Bir Heykel icin
Model'de figure ilistirilmis gibi duran, tastyict olma islevini coktan yitirmis dikdortgen ahsap kutleye dikkat
cekmek istiyorum. Kitleyi Cagirmak sergisinde de kaideyi andiran ancak kaide gibi calismayan ahsap sttunlar
heykellerin dnemli bir parcasini olusturur ancak Bir Heykel icin Model'den farkli olarak tasiyici olma islevlerini
sUrdUrarler. Serideki figurler ahsap sttunlara gomaliyormus gibidirler. AmpUtasyona ugramis bir bedenin
parcalarini andiran anatomik elemanlar, kaide olma islevini yitirmis bu sttunlarin icinde erimislerdir sanki.
Sutunlarin ylzeyi de dik ve edri agilarin i ice gectidi satihlara dontUsmustur. Kltleyi Cagirmak serisinde anatomik
elemanlarin olusturdugu kutleler arasindaki gegisler genellikle muglaktir. Ancak gévdenin varligini koruyabilmek
adina bazi eklemler dogru oranlarini andiran bicimlerde gosterilir. Heykel tarihine geri ddnecek olursak, sttuna
yapisma, situnln yerine ge¢me hali, Gotik heykeli hatirlatir. Yakin bir zaman 6nce yanginini kederle izledigimiz
Notre-Dame Katedrali'nin dn cephesindeki ve Chartes Katedrali'nin kuzey capraz sahninin on kapisindaki heykeller
(Figlr 11) hem satunlara ilistiriimis hem de sttunun yerine ge¢mis gibi dururlar. Sttunlarla kurduklar ayrilmaz bag
bu heykelleri Antik Yunan heykelinden ¢ok uzakta bir yerlere tasir. Gotik donemde heykelin tasidigi anlamlar
butinia™ bedenin teshirinin gercede yakin olusundan ¢ok daha énemlidir. Kitleyi Cagirmak serisindeki
heykellerin sttunla kurduklari iliski tabii ki tamamen farkli ancak bu noktada da yine Erden'in heykelle ilgili

bir baska temel probleme geri dondigini ve kendi yanitini Urettigini gérlyoruz.

Baselitz'in en belirgin stilistik 6zelligi olan bas asagi figlriin kdkeni, 1969 tarihli Kafadaki Orman / Der Wald auf dem
Kopf isimli resminde (Figlr 12) bulunabilir.’® Baselitz, figurlerini hem gordigimuz sekilde hem de duyumsal olarak
tepetaklak olmus gibi algilamamizi ister. Bu strateji, 80'li yillardan itibaren tretmeye basladigi ahsap heykellerinde,
yagliboya tablolarinda oldugu kadar baskin degildir. Ancak sanatginin iki boyutlu figlirdeki bu belirgin tercihinin

ilk isaretini tepetaklak olmus bir orman "portresinde” gértyor olmamiz dikkate deder. Heykellerinde kullandidi
materyal olan ahsap ile figlirG donlstirmek icin kullandigi gorsel stratejinin ayni eserde kdk bulmasi tesadif gibi
gorulebilir ancak bu bana gore Baselitz'in resim ve heykeli bir butlin olarak gérduginu bize kanitlayan pek ¢ok
ornekten yalnizca biridir. Baselitz estetiginde resim ve heykel arasindaki gegislilik, cerceve boyutundan, heykellerine
renk verirken tercih ettigi palete kadar pek ¢ok érnekte somut olarak gézlenebilir. Musée d'Art Moderne de la Ville
de Paris'te 2011 yilinda dizenlenen ve Baselitz'in heykel calismalarina odaklanan kapsamli sergide sanatginin
heykelleri kagit Gzerine yaptigi desen calismalariyla birlikte sergilenmisti.'e Burcu Erden’in estetige yaklasiminda da
benzer bir bitanluk algisi oldugunu sezeriz. Kiitleyi Cagirmak sergisindeki rélyef calismalar, bu yaklagimin en
dogrudan gostergesi olarak dederlendirilebilir. Cizim, var oldugu haliyle tamamlanmis eserlerin tGzerinde
korunmustur; kutlenin sinirlarini belirleyen kontur cizgileri heykellerin Gzerindedir hala. Ayrica sanat¢inin sergiyi
kafasinda bir duvar resmi olarak canlandirmasi da s6zUnU ettigim butlnsel yaklasimin bir sonucu olabilir.




The analysis of Baselitz's problematic relationship with history can go beyond the limits of this paper, but at this
point, | would like to draw attention to the rectangular wooden mass, which seems to be attached to the figure in
the Model for a Sculpture and has already lost its function as a carrier. In the Calling For The Mass series, wooden
columns that resemble pedestals but do not function as such constitute an important part of the sculptures; howe-
ver unlike the Model for a Sculpture, they continue to function as carriers. The figures in the series seem to be bu-
ried in wooden columns. The anatomic elements that resemble the parts of an amputated body are melted in these
columns that have lost their function. The surface of the columns has also become planes where vertical and curved
angles are intertwined. In the Calling For The Mass series, the transitions between the masses formed by the
anatomical elements are generally ambiguous. However, in order to preserve the presence of the body, some joints
are shown in the form of their correct proportions. Going back to the history of sculpture, attaching to the column
and replacing the column is evocative of the Gothic sculpture. The statues on the front side of the Notre-Dame
Cathedral, which we have recently watched its perishing in grief, and the statues on the porch of the north transept
of the Chartes Cathedral (Figure 11), seem to have both been attached to the columns and also replaced the
columns. The inseparable connection they have with the columns carries these statues far from the ancient Greek
statue. In the Gothic period, the set of meanings™ that the sculpture transmits is much more important than the
realism in exhibition of the body. The relationship of the statues with the column in the series Calling For The Mass
is of course completely different, but at this point, we see Erden returning to another fundamental problem related
to sculpture and producing her own answer.

The most prominent stylistic feature of Baselitz, the upside-down figure, is rooted in his 1969 painting Forest on its
Head / Der Wald auf dem Kopf> .(Figure 12) Baselitz wants us to perceive his figures as upside-down both visually
and sensually. This strategy is not as dominant in the wooden sculptures that he started to produce since the 80s as
in his oil paintings. However, it is noteworthy that we see the first sign of the artist's distinctive preference in two-
dimensional figures in an upside-down forest “portrait”. The choice of wood as material for his sculptures and the
visual strategy used for the transformation of the figure being rooted in the same work can be seen as a coinciden-
ce, but itis only one of many examples that proves to us that Baselitz sees painting and sculpture as a whole. The
transitivity between painting and sculpture in the aesthetics of Baselitz can be observed in many examples, from the
frame size of his paintings to the preferred color palette for his sculptures. The comprehensive exhibition centering
on the sculpture works of Baselitz was held in 2011 at the Musée d'Art Moderne de la Ville de Paris and the sculptu-
res of the artist were exhibited alongside his drawings on paper.’® We can observe a similar conception of integrity in
Burcu Erden’s approach to aesthetics as well. The relief works in the Calling For The Mass exhibition can be
considered the most direct indicator of this approach. The drawing is preserved on all completed works as it is and
the contour lines that determine the boundaries of the mass are still on the sculptures. Also, the artist’s portrayal

of the exhibition as a mural in her head is possibly the result of the holistic approach | mentioned.

Figlr | Figure 11

Chartes Katedrali B
Kuzey Capraz Sahin, On Kapi / Chartes Cathedral
Porch of the North Transept, 1194

Figtr | Figure 12

Georg Baselitz
Kafadaki Orman | Der Wald auf dem Kopf, 1969
Tuval Gzerine yagh boya | Oil on canvas

14 Bu katedrallerde bulunan heykellerin ayrintil analizleri icin bkz. Synder, James, Medieval Art, Painting, Sculpture, Architecture: 4th-14th Century,
Harry N. Abrams, New York, Prentice-Hall Inc., Englewood Cliffs, New Jersey, 1989, (Notre Dame), pp. 354-360, (Chartes), pp. 361-373

15 Rosenthal, Norman, Baselitz, exhibition catalogue, Fondation Beyeler, Riehen/Basel, January 21-April 29, 2018, Hirshhorn Museum and Sculpture Garden,
Smithsonian Institution, Washington DC, June 21-September 16, 2018, Hatje Cantz, Verlag GmbH, Berlin, 2018, p. 136

16 Baselitz as Sculptor, Musée d'Art Moderne de la Ville de Paris, 30 September 2011-29 January 2012
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Baselitz'in 1980'lerin basinda Uretecedi heykeller icin ahsabi materyal olarak
belirlemesini rastgele bir se¢cim olarak degerlendirmemek gerekir. Sanatginin
Alman Rénesans'ina yonelik ilgisi, sanat¢iyl konu alan neredeyse her makalede
hatirlatilir. Georg Baselitz'in son derece kapsamli bir agag baski Rénesans
gravurleri koleksiyonuna sahip oldugunu biliyoruz.” Bu chiaroscuro gravirleri,
ozellikle sanatginin heykellerinde izlenebilecek golge etkileriyle birlikte
distinmek mdmkin. Benzer golge etkileri, Kitleyi Cagirmak serisindeki
heykellerde de izlenebilir. Ancak Erden’in son serisindeki heykeller ve Baselitz'in
heykel grameri arasindaki asil benzerligin ahsabin dokusu oldugunu
dUstnUyorum. Boyanmadan veya cilalanmadan birakilmis ham ahsabin kas
dokusuna benzeyen, damarli ve yer yer tel tel goriinen dokusu dikkat cekicidir.
Klasik Antikite heykelinde dogdallik, derinin altinin gosterilebilmesiyle
yakalaniyordu. Ten dokusunu andiran mermer ve tenin altindan gértnen kas,
iskelet yapisi natiralist heykelin uyandirdigr hayranhidin kaynadidir. Ahsap ise
bedenin tesrihine dair az dnce de s6zUnU ettigim baska olanaklar sunar.
Baselitz'in 1982-1983 yillari arasinda Urettigi, Tate Modern Muze koleksiyonunda
bulunan isimsiz heykeli (Figir 13) sanatcinin 1980'li yillardaki heykel Gretimlerinin
tipik bir 6rnegidir. Heykelin ylzeyinde goérulen testere, zimpara, torpl ve
iskarpela izleri, kaba ve hirpalanmis bir doku yaratir. Baselitz, ahsap heykellerini
retirken kullandigi yontemi “dogrudan saldirganlik” olarak niteler.'® Erden’in
heykellerinde de surekli bir eksiltme séz konusudur. Bacagin anatomik teshiri
yirmi planla kurulmugsa bunun ancak bir kismi tamamlanmis heykelde gérinar
kalabilmistir. Kiitleyi Cagirmak serisindeki deforme olmus tlneyen figurler,
insandan uzaklasir ancak primat fizyolojisinin ¢ercevesinden ¢ikmazlar.

Figar | Figure 13 Bu figtrler uzamis kollari ve hacimli anatomileriyle orangutanlari andirir.
Georg Baselitz, Figlrin deformasyonu, “Kutleyi Cagdirmak” serisindeki heykelleri toteme
fsimsiz | Untitled, 1982-1983 yaklastirir. Hacimler, totem figlrlerinde oldugu gibi duyumsal bir etki
Ahsap (ihlamur agaci) | Limewood yaratmak tzere bozulmus; donustirdlmaslerdir.

Serideki heykellerde figlrler, bir bust kaidesinin Gzerine ilistirilmis gibidir ancak kaide olma islevini yitirmis bu ahsap
sUtunlarin Uzerinde duran sey, yalnizca bir torsodur. Kopmus kafanin bulunmasi gereken yer, izleyicinin géz hizasina
denk gelir. Bu haliyle heykellerdeki bakis dizlemi, yizin eksiltiimesiyle birlikte ortadan kaybolmus gibidir. Ytzln
kaybi, ayni zamanda cephenin de kaybini beraberinde getirir; heykeller izleyiciyi bir 6n cepheden izlenmek yerine
etrafinda dolagsmaya, heykeli etrafinda dénerek izlemeye davet eder. Bunun yaninda figir ve sGtunun birlesimi,
heykellerin dik bir eksen etrafinda kurgulanmalarini saglar. SGtunun kesintisizligi, figlrin darmadagin olmus
eksenini yerle iliskilendirir. Kafanin yok olusu akillara Georges Bataille'in 1930'larda kurdudu Acéphale™ toplulugunu
getirir. Topluluk yalnizca birkag yayin yapmisti ve imkansiz idealler Gzerine kurulu, hedefleri pek de net olmayan bir
entelektlel cemaati idi. Acéphale toplulugunun dayanak noktasi, kurbanin ve celladin kusursuz bicimde ¢zdeslestigi
bir kurban téreniydi.?® Baselitz'in Fransiz varolusculuguyla 6zellikle Bataille ve Artaud'un kuramlariyla ilgilenmis
oldugunu da hatirlatmak gerek. Tum bu kesisme noktalari, Erden'in Kitleyi Cagirmak serisi i¢in bu yazinin

sinirlarini asan yeni okuma olanaklari sunar. Son olarak Celal Arseven'in heykel ve oyma sanatini inceledigi Tirk
Sanati Tarihi'nin Gglinct cildinde Mogollar'in insan heykellerinin insanlara fenalik yaptigina inandiklarindan,
bulduklari heykellerin baslarini kirip, kopardiklarindan bahsettigini not edelim.?! Kitleyi Cagirmak serisindeki ilkele
geri donis tavri daha pek ¢ok ¢agrisima ve farkli yorumlama bigimine agiktir. Burcu Erden’in heykellerini Rogers'in
tartistigl kavramlarla gormeye calissam da Brook'un hatirlattigi gibi karsilastirdigim heykeltiraslarin kurduklar
estetidi kendi 6zgunlukleri icinde degerlendirmeye calistim. Son olarak Rogers'in kolonyalist espri anlayisini
munasebetsiz, Baselitz'in kadin sanatgi dUsmanhdini ise seviyesiz ve komik buldugumu belirtmek isterim.

14



It should not be regarded as a random choice for Baselitz to determine wood as a material for the sculptures

he started to produce in the early 1980s. Baselitz's interest in the German Renaissance is reminded in almost
every article about the artist. We know that Georg Baselitz has a very comprehensive collection of woodcut
Renaissance prints.” These chiaroscuro prints can be considered together specifically with the shadow effects
that can be observed in the artist’s sculptures. Similar shadow effects can also be seen in the sculptures from
the Calling For The Mass series. However, | consider the texture of wood as the principal similarity between the
sculptures in the last series of Erden and the sculpture grammar of Baselitz. The texture of raw wood left without
painting or polishing looks veined and stringy in places and its resemblance to the muscle tissue is striking. In
the statues of classical antiquity, lifelikeness was achieved by revealing below the skin. The admiration for the
naturalist sculpture originates in the marble that resembles skin texture and the muscular and skeletal structure
peeking under the skin. As | mentioned before, wood, on the other hand, offers other possibilities for the body's
dissection. Baselitz's Untitled statue (Figure 13), produced between 1982 and 1983 and housed in the collection of
the Tate Modern Museum, is a typical example of the artist's sculpture production in the 1980s. The traces of saw,
sandpaper, rasp and chisel on the surface of the statue create a rough and battered texture. Baselitz describes
the method he uses in producing wooden sculptures as “direct aggression”.'® In Erden'’s sculptures a perpetual
reduction is also present. If the anatomical representation of the leg was established with twenty plans, only

a part of it could remain visible in the completed sculpture. The deformed and roosted figures in the Calling For
The Mass series move away from the human, but they do not violate the framework of the primate physiology.
These figures resemble orangutans with elongated arms and voluminous anatomies. The deformation of the
figure likens the sculptures in the series Calling For The Mass to totems. As in totem figures, volumes are
distorted and transformed to create a sensual effect.

The figures in the series are seemed to be attached to a pedestal for a bust; however, what these wooden
columns that have lost their function as a pedestal carry is only a torso. The place where the ruptured head is
supposed to be directly faces the eye level of the viewer. As they stand, the view plane in the sculptures has
disappeared with the removal of the face. The loss of the face brings the loss of a facade alongside it; the
sculptures invite the viewer to go around the structure rather than choosing one frontal fagade to view it. In
addition, the union of the figure and the column enables the sculptures to be composed around a linear axis.
The continuity of the column relates the figure's scattered axis with the floor. The disappearance of the head
brings the Acéphale’ community Georges Bataille founded in 1930's. The group only made a couple of
publications and it was an intellectual community based on impossible ideals, whose goals were not clear.

The mainstay of the Acéphale community was a ceremony of sacrifice where the victim and the executioner
identified perfectly.?? It is important to mention that Baselitz was interested with French existentialism; especially
with the theories of Bataille and Artaud. All of these points of intersection provide opportunities that supersede
the limits of this essay yet offer use new possible readings for Erden’s Calling For The Mass. Finally, it is

important to note that in the third volume of History of Turkish Art, an analysis of the sculpture and art of carving,
Celal Arseven argues that Mongolians used to decapitate the heads of the sculptures with the belief that they
forced people to do bad things.?! The return to the primitive in the series Calling For The Mass is open to many
connotations and ways of interpretation. Although | tried to see the sculptures of Burcu Erden with the concepts
discussed by Rogers, Brook reminded me to evaluate the aesthetic understandings of sculptors compared here
while keeping their authentic nature in mind. All in all, | would like to state that | find Rogers' colonial sense

of humour impertinent and Baselitz's hostility towards woman artists low brow and clownish.

17 Grant, Sarah, "Chiaroscuro Woodcut: Baselitz Divided", Art in Print, Vol. 4, No. 3 (September - October 2014), pp. 29-31
18 Stonard, John-Paul, "Georg Baselitz: Paris, Postdam, New York", The Burlington Magazine, Vol. 154, No. 1310,
British art (May 2012), pp. 366-367
19 Kafasi olmayan
20 Cutrofello, Andrew, "The Accursed Share and The Merchant of Venice”, Winnubst, Shannon (ed.)
Reading Bataille Now. Indiana University Press, 2007, s.234
21 Celal Esad Arseven, Tiirk Sanati Tarihi, Cilt Ill, Heykel ve Oyma, istanbul Maarif Basimevi, s.4
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Isimsiz | Untitled, 2019

Ahsap | Wood
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Isimsiz | Untitled, 2019

Ahsap | Wood
223 x62x55cm
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Isimsiz | Untitled, 2019

Ahsap | Wood
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Isimsiz | Untitled, 2019

Ahsap | Wood
186 x 63 x 60 cm
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Isimsiz | Untitled, 2019
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Isimsiz | Untitled, 2019

Ahsap | Wood
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Isimsiz | Untitled, 2019
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Isimsiz | Untitled, 2019

Bronz | Bronze
15x8x13,5cm/15x8x13,5cm/20,5x7x7cm/23x8x8,5cm



Isimsiz | Untitled, 2019

Bronz | Bronze
24x7%x95cm/205x7x7cm/20x7x75cm/245x75x8cm/23x8x8,5cm
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