Sergi: Kristal Sehir english text below

Mimarlik Arastirmalari Stidyosu MARS, 18 Eylul — 18 Kasim tarihleri arasinda Kristal $ehir
adli sergiye ev sahipligi yapiyor. Italo Calvino’nun ‘Gériinmez Kentler' adli kitabindan
esinlenerek dizenlenen sergiye katilan sanatcilar, tipki Calvino gibi, insanlari kentlerde
yasatan gizli nedenleri kesfetmeye cabaliyorlar. O’'na goére kentler takas yerleridir ama bu
degis tokus sadece ticari degil ayni zamanda ani, arzu ve kelime degis tokuslaridir. Sergideki
sanatc¢ilarin mimariyle, dolayisiyla kentle, imgeler tzerinden kurduklari iliskiye de ani, arzu,
gOstergeler, hafiza ve takas gibi temalar eslik etmektedir. Konsept ve uygulamasi Pinar
Ogrenci’ ye ait olan sergiye, Sahinaz Emine Akalin, Luk Berghe, Uli Fischer, Claudia von
Funcke, Behrouz Heschmat, Evrim Kavcar, Helene Kazan, Pinar Ogrenci, Mustafa
Pancar, Erich Pick ve Kemal Seyhan katiliyor.

Calvino kurgusunu ‘kristal labirent’ olarak adlandirir; zengin kesimli bir kristal G¢gen
ylzeyleriyle paramparga bir batinin simgesidir, sehre ait tUm deneyimlerimiz bu
ylzeylerden yansir. Bu deneyimler, fikir ve imge dizeyinde fiziksel olandan c¢ok daha
glclidir. Claudia von Funcke, istanbul sokaklarinda buldugu kullanilmis aynalardan urettigi
isinde, sehrin parcall yapisina géndermede bulunur. Havada asili duran paramparca aynalar
deprem tehdidi ile karsi karsiya olan sehrin kirilgan ve denetimsiz yapisina da isaret
etmektedir ayni zamanda.

Sehirler beton, tas, tugladan cok bellek ve tarihten insa edilir. Calvino’dan etkilenen Aldo
Rossi, ‘Sehrin Mimarisinde, sandalyeden binaya, oradan sehre, her seyi bir tasarim nesnesi
olarak goren islevselciligin aksine sehirle mimarlik arasinda karsilikl bir iliski oldugunu ifade
eder: Mimarlik sehrin insasindan sorumlu iken, sehir de kollektif belledi ile mimarhgin
kaynagidir. istanbullu’ nun kollektif belleginde yer eden deprem, alinmayi bekleyen énlemler
dizisiyle kargsimizda durmaktadir. Kemal Seyhan ‘isimsiz’ isini endustri ve mimarlikta sarsinti
ya da titresim glcunl azaltmak amaciyla kullanilan plastik takozlardan olusturur. Yan yana
ve Ust Uste gelen siyah takozlar diizgin kirilmis bir fay hatti gibi durmaktadir. Oysa Seyhan’
In kullandigi malzeme plastik oldugundan kirllgan ve sert dedil aslinda yumusaktir ve bu
durumda malzeme ile form arasindaki tezat ironiktir. Plastigin hizli degisim becerisinin mutlak
olmasi, ¢coklu formlar alabilmesi, 6rnegin bir kova ya da araba iskeleti olabilmesi insana doga
karsisinda kendi glicinin élgtsina gosterir.

Sehir, arazi kullanimlarina, istatistik ve grafiklere indirgenen modern planlama ile
okundugunda yeterince anlagilamayacak kadar karmasik bir yapiya sahiptir. Yersiz ve
yurtsuz Utopya inanciyla hesaplasirken bir taraftan da kentsel himanizmanin ézlemini geken
Calvino, gunimizin modern kentlerine kafa tutmaktadir. Mekanik yeniden Uretim, kitlelerin
sanatla iliskisi ile birlikte sanatin dogasini degistirirken mimarlik da nesneye doénuserek bu
degisimden nasibini almistir. Ginimuizde sehir merkezlerinin ortasina kurulan dev alisveris
merkezleri ve mega projeler kentsel arzunun nesnesini tanimlamaktadirlar. Susan Sontag’in
belirttigi gibi; gegcmiste gergeklikten hosnutsuzluk kendini baska bir dlinya 6zlemini ihtiva
eden Utopyalarda ifade ederdi. Modern toplumda ise gergeklikten hosnutsuzlugun kendini
bitin siddeti ve usandiriciligiyla bu diinyay! yeniden-iretme 6zlemi iginde, onun pargalarini
benimsemeye yonelik zorlayici arzuyla ifade ettigine sahit olduk. Walter Benjamin, benzer
nedenlerle modern mimariyi, izleyiciyi kendini temasaya davet eden resimle degil, izleyiciyi
‘sok’a maruz birakan ve dikkatini dagitan filmle 6zdeglestirir ve savas da dahil kitle
hareketlerinin, mekanik donanima uygun bir davranis bi¢imi olusturdugunu soyler. Fotograf,
film, reklamcilik gibi kitle iletisim araglarini kullanan ve mekanik donanima fazlasiyla sahip
olan mimari bu baglamda savasin disinda dislnllemez: zaten yeniden-ingsa edilen savas
bdlgeleri ¢cokuluslu ingaat sirketlerinin yeni pazar alanlaridir, tipki kendi iginde bir tir siddeti
barindiran dev aligveris merkezleri gibi. Kapitalizmin sartlari dahilindeki mimarlik, ideolojik bir
arac olarak devrimci bir yériingeye ve sosyal bir déniisime sahip olamayacak niteliktedir.

Bu noktada,kentsel arzu ve takas konusunda isler Ureten sanatgilar, sehirlerin yeni arzu
nesnelerini aligveris merkezleri Gzerinden tanimliyorlar. Luk Berghe modern mimarinin
tarihsel mirasini konu alan (itopya serisinin ‘pasajlar’ béliminde 19. yy. sonu Avrupa
pasajlarini yorumluyor. Pasajlar 19. yy. sonunda tekstil ticareti ve liks esya tiuketiminin



artmasi sonucunda ortaya cikan ilk aligsveris merkezleridir ve daha c¢ok insanin tiketime
tesvik edilmesi igin sokaklari birbirine baglayan st camla kapl gecitlerden olusur. Béylece
pasajlar sehir icinde yeni bir tiketim ve eglence kultirinin olusmasina ev sahipligi yapmis
olur.

Pinar Ogrenci ‘yikiimakta olan yeni yapilar videosunda Hamburg’ un Altona bdlgesinin
merkezine yapilmakta olan IKEA ingaatini konu aliyor. 1950’ lerden itibaren artan bir sekilde
sehir digina insa edilen aligveris merkezleri ginimuzde tipki 19. yy. pasajlari gibi sehir
merkezine kaymaktadir. ‘Fuck Gentrification’ yazil bir ingaat perdesinin 6ni ve arkasi iki ayri
sahne gibidir: perdenin arkasinda devasa insaat araclari giriltiyle c¢alisirken, perdenin
onlnden insanlar gunlik rutinleri icinde gecerler ve perdenin Uzerindeki pencereden igeriyi
gormeye calisirlar. Cogunlugu gég¢menlerden olusan Altona halki yasam alanlarinin
daralmasindan habersiz gibidir adeta.

Yurliyen merdivenin kesfi aligveris merkezlerinin yayllmasinda énemli bir etkendir. Aligveris
merkezlerinin ortasinda konumlandirilan yirlyen merdivenler hem yatay hem de dikey
sirkllasyonu saglarken, 1sik ve renk cimbulsu igerisinde adeta bir sirk izlenimi uyandiran
genis bosluklar izleme firsati verir. C.von Funcke ‘diisen merdivenler’ isinde, yatay olan
merdiven kadrajini dikey sergileyerek bu duruma dikkat cekmektedir.

Alisveris merkezleri Michel Foucault’nun hetorotopik diye tanimladigi; bireyin, barkodlar,
guvenlik kameralari ve elektronik etiketler gibi gizli mekanizmalarla kontrol altinda tutuldugu
ve mekan, isik, yénlendirme vb. tasarimlar ile zaman mefhumu unutturularak, hareketlerinin
Onceden belirlendigi tek tip mekanlardir. Foucoult heterotopik olarak tanimladigi
hapishane,askeri  kigla,yasllar evi, aligsveris merkezleri gibi ‘mekanlarin gergek
fonksiyonlarinin arkasinda yatan ‘ceza’ ve ‘disiplin’ mekanizmalarini arastirir ve kamusal
yasamin Orgutlenmesinde mimarinin roline isaret eder. Erich Pick ‘Cadres Foucaultiens
isinde M. Foucoult’ nun heterotopya ile ilgili ‘of other spaces’ metnine mudahale ederek onu
yok eder ve ayni zamanda go0sterir. Teksin icini bosaltarak arkasindaki anlama yer acar ve
farkli okumalara imkan verir.

’

Calvino’nun bilinmeyene yaptigi yolculuklarin aksine bugin turist olmak igin gidilecek
bdlgeleri iyi bilmek ve 6zellikle guvenlikten emin olmak gereklidir. Belirsizlik ve macera ruhu
eski seyyah anlayisinda kalmigtir artik. Sergideki islerin bir bdlimu turist olarak gitmek icin
uzun sure tehlikeli sayilan ‘sicak’ cografyalara uzaniyor ve baski, baskin ve siddet yoluyla
evini  kaybetme duygusu Uzerinde dururken ani ve arzularin dedis tokusuna savasin
gllgesinden bakmay deniyor.

Mimari mekan sadece fiziksel olarak degil ayni zamanda psikolojik ve imgeseldir. Sanatgi
icin mekanin imgelemdeki yeri onun kisisel hafizasi ile iligkili olacaktir. Kentler ani Uretir.
Bireyin toplumsal kimligi, toplum ve mekana uyum yetenedi, cevreye asina olma ve
emniyette hissetme duygusu sayesinde gelisir. Gegmiste ¢ok sevdigi kentini savas ylzinden
terk etmek zorunda kalan bir Ortadogulu’ nun anilari, savas goruntilerini kaniksayan digerleri
icin ne ifade eder? Savas sonrasinda toplumsal baglarla birlikte asina olunan ¢evre kosullari
da vyitirilir. H.Kazan, Beyrut’ taki evini, dokuz yasindayken ailesiyle birlikte terk etmek
zorunda kalmistir. i¢ savas yiiziinden yasanan bu zorunlu gégiin hemen éncesinde evin
mutfagindan cekilmis olan bir fotograftan drettigi stop-motion video isinde gin 15191 ve
mekani tarayan golgeler, bireyin, ic mekan ve dis diinya ile kurdugu iliskidir aslinda, bu iligki
savas yuzinden kesilse de sanat¢inin imgeleminde varligini korumustur. Zira mekanlar
bellegimizde anilarin yani sira,isik, golge, renk, ses ya da koku ile birlikte varolurlar.

iran asill olan B.Heschmat, dogdugu topraklari politik sebepler yiziinden terketmek
zorunda kalmistir. Heschmat, ‘agac¢ ev icinde ev’ iginde ‘yuva’ metaforunu kullanir. Michelet
in belirttigi gibi yuvaya dis bicimini dayatan onun igidir, iceride yuvaya dairesel bigimini veren,
kusun kendi bedeninden bagka bir sey degildir. Ortaya cikan ev, kusun kendisidir,kendi
bicimi ve dolaysiz ¢abasidir;¢ektigi acidir. Heschmat ta topraga degil, agaglarin Gzerine,



gOkyuzine yakin kurdugu evlerde, ¢ocuklugumuzdaki guvenli yuva,0o en basit ev, hatta
‘kullibe’ imgesini kullanir ve aslinda o ilk evini arar.

Gunimizde mimarligin asmasi gereken esikte ‘savas’ durmaktadir. Irak'taki askerler,
YouTube’a ve Wikileaks’e kendi videolarini yukliyorlar; olay mahalline ilk varanlar
gazeteciler degil artik. Igerisi ile digarisi yani 6zel ile kamusal arasindaki iligkinin yerle bir
edildigi modernizm sonrasinda, gunimuzde, baskin fotograflar Internet ya da TV Uzerinden
neredeyse naklen evlerimize kadar girip, ugucu algilarimizdan hizla geri ¢ikmaktadir.
Gegiciligin deneyimlendigi sehir mekani gibi bizzat izleyici de gegicidir. Evrim Kavcar’ in
Irak’ taki ev baskinlarini anlatan ‘senin evin benim evim’ isinde, muhabir ya da muhtemelen
askerlerden biri tarafindan gekilen ve internet (izerinden yayinlanan gorintileri kullaniyor.
Misafirlik igeren bir deyim olan ‘senin evin benim evim’ deyimi, Amerikan askerleri tarafindan
ters ylz ediliyor. Mahremiyetinden dolayi disariya karsi suskun olan ve bu yizden de guvenli
hissettiren ev, savas tehdidi kargisinda gulvenligini yitirmis ve artik mahremiyeti de
kalmamistir.

Emine Sahinaz Akalin c¢izim iglerinde gerceklik ve hayal arasindaki goériinglyu tasvir ediyor.
Cizgiler, yollari, mekanlari ve nesneleri haritalandirmadan goésteriyor. Mekansal strikttrlerin
ve perspektiflerin karakteriyle gerceklige referans vermeyen bicimlendirmeler tipki Calvino’
nun yaptigi gibi izleyiciyi zaman ve mekanin diginda dussel bir yolculuga ¢ikariyor.

‘Kentleri de riiyalar gibi arzular ve korkular kurar; séylediklerinin ana hatti gizli,kurallar
sagcma, verdigi umutlar aldatici,her sey, baska bir seyi gizliyor olsa da.’ I. Calvino ‘Gériinmez
Sehirler’

Mustafa Pancar’ In ironik bir sekilde ‘‘gercek bir sanal sehir © diye adlandirdidi resminde
¢agdas anlamda yerlesik olarak kurulmus gibi gbéziken vyapilar, ayni zamanda
perspektifindeki deformasyondan dolayr mikemmel kibik - modern yapilarin igindeki
sarsakhgl vurgulamaktadir. Kagit ylzeyi Uzerinde,her an yapilara dondsmeye mausait,
yayllmaci ve isgalci bir ¢izimin tavrini kullanan bu kolajlarin gergek imgesi ‘6rmek’ Uzerine
kurulmustur. Oriimcegin agini érmesi ile sehrin yapilarinin olugsmasi arasinda bir paralellik
kurulmaya calisiimaktadir. Ozellikle insansiz dustiniimis bu kurgu sehrin yapilari ile bu
sistemi gercgeklestiren icgudisel davranis arasinda baglar kurulmaktadir. Renkli bantlar
halinde ¢izgi yerine kullanilan kolaj malzemesinin hafifligi tim bu duygu ¢atismasini ortaya
cikaran etkili bir malzeme olmustur.

Sergideki sanat¢ilar mimariye ve sehre ellerinde blyttecle bakmaktadirlar. Onlari bir araya
getiren, buyugun kugugun iginden ¢iktigr distncesidir. Zira Gaston Bachelard’in da belirttigi
gibi kiiclk olan, her ne kadar kapisi darsa da, 6niamuzde bir dinya acgar. Bir seyin ayrintisi,
yeni bir dinyanin, batin 6teki dunyalar gibi, blyukligun 6z niteliklerini tagiyan bir diinyanin
gostergesi olabilir; minyatur, buayuklugun barinaklarindan biridir. Uli Fischer, ‘nergisler
isinde, sehre baktiginda gordugu seyin nergis gicekleri oldugunu soyliyor. Sanatgi, sehirlerin
dikeyde gelisen yapisina degil, tam tersine topraga ydneltmistir bakigini. Otoban kenarinda
karanlikta duran nergisler, gegcen arabalarin far isiklari ile bir an gdérunur olur ve tekrar
karanliga gémdalurler.

]

‘Biz canlilarin cehennemi gelecekte var olacak bir sey degil, eger bir cehennem varsa,
burada, ¢oktan aramizda; herglin icinde yasadigimiz, birlikte yan yana durarak yarattigimiz
cehennem. ki yolu var aci ¢ekmenin: Birincisi pek c¢ok kisiye kolay gelir:cehennemi
kabullenmek ve onu gérmeyecek kadar onunla biitiinlesmek. Ikinci yol riskli: siirekli dikkat ve
egitim istiyor; cehennemin ortasinda cehennem olmayan kim ve ne var, onu aramak ve
buldugunda tanimayi bilmek, onu yasatmak, ona firsat vermek’ |. Calvino ‘Gériinmez Kentler’

Kristal Sehir sergisinin ileriki donemlerde MARS’ta yapilacak ‘mimarhk arastirmalari
sergileri’ serisinin ilkini olusturmasi ve zaman iginde farkli sanatgilarin katilimiyla
yenilenerek tekrarlanmasi amacglanmaktadir.

Pinar Ogrenci



Exhibition: Crystal City

The architectural research workshop, MARS, will be hosting the exhibition “The Crystal
City” from September 18th to November 18th. Inspired by Italo Calvino’s book ‘Invisible
Cities’, the event brings together artists who, in the Italian novelist's footsteps, attempt to
explore the hidden reasons behind people’s dwelling in cities. To him, cities were spaces for
exchange, not only for trade, but also for swapping memories, desires and words. While
relating to architecture and hence to the city by means of images, the artists in this exhibition
bring up themes such as memory, desire, signs and exchange. Consept and organized by
Pinar Ogrenci, the show includes works by Sahinaz Emine Akalin, Luk Berghe, Uli
Fischer, Claudia von Funcke, Behrouz Heschmat, Evrim Kavcar, Helene Kazan, Pinar
Ogrenci, Mustafa Pancar, Erich Pick and Kemal Seyhan.

Calvino names his narrative as ‘crystal labyrinth’;, a richly cut crystal is the symbol of a
shattered entity with its triangular facets, and all our city-related experiences reflect upon
these facets. These experiences are much stronger at a level of thoughts and images than
they are material. Claudia von Funcke, in her work named ‘disorientations’ consisting of
used mirror pieces found on the streets of Istanbul, refers to city’s fragmented structure. At
the same time, shattered pieces of mirrors suspended in the air make a reference to city’'s
fragile and uncontrolled structure that faces an earthquake threat.

Cities are made up of memory and history rather than concrete, stone and bricks. In
opposition to a functionalism viewing everything as an object of design from chairs to
building, and ultimately to the city as such, Aldo Rossi, also influenced by Calvino, claims in
The Architecture of the City that there is a reciprocal relationship between the city and
architecture: while architecture deals with the building of cities, the city as bearer of collective
memory is the source of architecture. Kemal Seyhan in his work ‘untitled’ utilise plastic
mallets, which are used in industry or architecture to absorb lurch and vibration, as his
medium. The plastic mallets that come side to side on top of each other resemble a fault line.
However the plastic medium that Seyhan uses is not fragile and hard but flexible in the case
of which the contrast between the medium and the form is ironical.

The complexity of the city eludes the grasp of any reading from the viewpoint of modern
planning reduced to mere land-use, statistics and graphics. Trying to come to terms with the
idea of deterritorialized utopia while yearning for urban humanism, Calvino embarked on an
imaginary journey beyond space and time, defying present day modern cities. As mechanical
reproduction shifted the relationship between the masses and art, and thereby the very
nature of art, architecture had its share by becoming an object. Today, colossal shopping
centers and megaprojects in the city center describe the object of urban desire. As Susan
Sontag notes, whereas, in the past, the discontent with reality was expressed by utopias as
an aspiration for another world, in modern society we have witnessed another expression of
the same discontent in the form of an imperious desire to violently and tediously reproduce
this world and assimilate its components. On similar grounds, Walter Benjamin associates
modern architecture, not with paintings inviting the gaze of the spectator, but with movies
that shock and distract their audience, and claims that mass movements, including war,
adapt to this mechanical hardware. In this respect, architecture cannot be excluded from war
insofar as it exploits mass media in the form of photography, film and advertising, and well
equips itself with mechanical contrivances: rebuilt war zones in fact become markets for
multinational corporations of construction, very much like huge shopping centers harboring a
kind of violence. Being the ideological means it is, architecture under capitalist conditions is
as such incapable of nurturing revolutionary engagement and social transformation.

At this point, the artists that create works dealing with urban desire and exchange define
city’s new objects of desire through shopping malls. In passages section of his utopia series,
which is about historical heritage of modern architecture, Luk Berghe interprets passages in
19" century Europe. Passages are the first ever shopping malls, which emerged at the end
of 19" century as a result of textiles trade and increasing consumption of luxurious goods
and were formed by the glass roofed galleries that connected streets to each other in order



to encourage more number of people to consume. Thus passages hosted the formation of a
new consumption and entertainment culture within the cities.

Pinar Ogrenci, in her video named ‘new buildings being demolished’ she discusses the
construction of IKEA building in Hamburg’'s Altona district. Shopping malls that have been
pushed out of the cities, increasingly from the 1950s, are again heading towards city centers
like the passages of 19™ century. Each sides of a partition for a construction site bearing
‘Fuck Gentrification’ on it are like two different stages: while on one side of the partition
gigantic construction machines work nosily, citizens pass by on the other side of partition in
their daily routines and try to capture a moment through the window which is placed on the
partition. It feels that the Altona community, majority of which consists of immigrants, is in
oblivion about their living space being constricted.

The invention of escalators is an important dynamic on the increasing number of shopping
malls. Escalators are placed in the middle of shopping malls to provide both horizontal and
vertical circulation while they allow us the opportunity to observe wide spaces that conjure
the feeling of being in a circus within an array of bright light and colour. In ‘falling stairs’, C.
von Funke draws attention to this by vertically displaying a horizontal frame of a stair.

Shopping malls are heterotopias - a definition by Michel Foucault- where individuals are
kept under control by the help of concealed mechanisms such as barcodes, security cams
and electronic tags. In heterotopias individual’'s movements are predefined by virtue of
designed space, light and inducements and thus making her/him forget the notion of time. M.
Foucault searches for the mechanisms of ‘punishment’ and ‘discipline’ that lie behind visible
functions of prisons, barracks, nurseries, and shopping malls all of which he describes as
heterotopias and then points out the role of architecture in the organization of public spaces.
Erich Pick in his ‘Cadres Foucaultiens’ interferes with M. Foucault’'s “Of Other Spaces” text
and destroys and at the same time demonstrates it. By way of hollowing out the text he
makes room for subsidiary meanings and allows regenerative reading.

Unlike Calvino’ journeys into the unknown, today any tourist feels obliged to know where she
is going and especially how secure her destinations are. The sense of ambiguity and the
spirit of adventure are bygone. Some works in this exhibition reach into the ‘heated”
geographies usually not recommended to tourists, and emphasize the sense of
homelessness resulting from violence or assault, venturing to gaze at the exchanges
between memory and desire under the shadow of war

Architectural space is not only physical but also psychological and imaginative. The position
of space in imagery for the artist will be related to her personal memory. Cities generate
memories. Individual’s personal identity develops by virtue of her adaptability to society and
location and by becoming familiar with her environment and, feeling of security. What would
the memories of a Middle Eastern that had to fled her city because of war mean to other
people who are accustomed to seeing images of war? Following a war, circumstances of
familiar surroundings are lost together with the social ties. H.Kazan and her family had to fled
their home in Beirut when she was nine years old. In her work, which is a stop-motion video
produced from a picture taken from her home’s kitchen, the shadows combing through
daylight and interior are in fact a relationship that she has created between inner space and
outer world. Despite this relationship is interfered because of the war; it has survived in
artist’'s imagery. Yet the spaces take place in our remembrance not only by memories but
also light, shadow, colour, sound or smell.

Iranian origin B.Heschmat had to leave his native land because of political reasons.
Heschmat uses the metaphor of a ‘nest’ in his work called ‘free within a tree house’. As
Michelet has stated that the outer form of a nest is imposed by its interior and it is nothing
but the bird’s anatomical form that causes the interior of a nest to be circular. The nest is the
bird itself, its form, its direct effort, and the suffering but anything. Heschmat builds his
homes on a tree, closer to sky rather than on soil and utilises the childhood image of a safe



home, the very simple shelter, the image of a ‘hut’ by way of which he actually searches for
his initial home.

Today the threshold architecture must overstep is ‘war’. Soldiers in Iraq upload their videos
on YouTube and Wikileaks. Journalists are no longer the first comers on the site of an
incident. In our time, after modernism, at the breakdown of the inside and the outside, of the
private and public, photos of a raid reach the Internet or TV screens, and find their way
practically into our living rooms only to buzz through our numb sense organs. The spectator
is as ephemeral as urban space. Evrim Kavcar uses Internet images that are probably taken
by a soldier or a reporter for her work ‘your house is my house’ that deals with home
invasions in Iraq. The expression ‘your house is my house’ imply a meaning of visits and
visitors and is being twisted by US soldiers. Quiet as of its privacy and therefore comforting
with a feeling of security, the house has lost its safety and it has no more of privacy.

Emine Sahinaz Akalin depicts a spectrum between reality and vision in her drawings. The
lines point to roads, places and objects, without mapping real spaces or things. Formations
without reference to reality, but with the character of spatial structures and perspective take
the viewer to an imaginary journey outside the domain of time and space as does Calvino.

"Cities, like dreams, are made of desires and fears, even if the thread of their discourse is
secret, their rules absurd, their perspectives deceitful, and everything conceals something
else." Italo Calvino "Invisible Cities"

In this painting by Mustafa Pancar, which the artist ironically calls as ‘a real virtual city’, the
structures that seem to be erected as permanent settlements within a contemporary context
and it emphasizes an unsteadiness contained within the perfectly cubic modern buildings by
virtue of the distortions in its perspective. The real image of these collages that employ an
expansionist and invader drawing attitude, which is ready to transform into structures over
paper’s surface is based upon ‘entwining’. A similarity between a spider’s weaving its web
and formation of a city’s buildings is intended. This setup, which is intentionally thought to
exclude human beings, creates connections between city structures and the instinct that runs
this very system. Lightness of collage medium that is used in the form of colorful stripes
instead of lines has become a very effective material to unfold this

ambivalence.

These artists zero in on architecture and the city. What brings them together is the idea that
the major emerges out of the minor. For, as Gaston Bachelard observes, the minor opens
us a world despite and through its narrow gates. One meager detail may well point to a new
world bearing the characteristics of magnitude. The miniature is one of the shelters of the
majority.Uli Fischer, in his work ‘narcissuses’, tells us that all he sees is narcissuses when
he looks at the city. The artist is focused on the soil rather than the upward developing
structure of cities. Narcissuses standing in the middle of darkness next to a motorway
become visible by the headlights of cars passing by and then again plunged into darkness.

‘The inferno of the living is not something that will be; if there is one, it is what is already
here, the inferno where we live every day, that we form by being together. There are two
ways to escape suffering it. The first is easy for many: accept the inferno and become such a
part of it that you can no longer see it. The second is risky and demands constant vigilance
and apprehension: seek and learn to recognize who and what, in the midst of the inferno, are
not inferno, then make them endure, give them space.’

The “Crystal City” is intended as a first in a series of exhibitions of architectural
research open to other artists in the future. The exhibition can be seen every day, except
Sunday and Monday, between 1lam and 6pm at Bostanbagi Caddesi, 10, in Galatasaray,
Taksim,istanbul

Pinar Ogrenci




