DAMIEN HIRST

ingilizler "genc¢ Turk" deyimini, var olan diizeni yikmaya calisan, ele avuca
sigmaz, enerjik ve atesli birini tanimlamak ig¢in kullanir. Deyimin kokeninde 20.
yiizyilin baslarinda, Ingiltere'nin de yakindan izledigdi, Osmanla
Imparatorludu'nu canlandirmaya yénelik "J&n Tiirk" hareketi yatar. Sanatta ise
"geng Tirk" terimi, yerlesik inanc¢lari tam yikmasa da, kuskusuz, kendini, meydan
okuyan hatta insanlari sasirtan bir big¢im ve sanat anlatimi gelistirmeye adayan
gen¢ ve avant-garde sanat¢ilar ic¢in kullanilmistir.

Giinlimiiz Ingiliz sanatinin "genc Tiirk"ii olarak tanimlanan Damien Hirst'in 3.
Uluslararasi Istanbul Bienali'nde Ingiltere'yi temsil etmek i{izere secilmesi son
derece uygun bir karardir. Hirst, yaklasik bir yil icinde lzerinde en c¢ok
konusulan, tanitimi yapilan, kotiilenen ve iUnlenen kisilerden biri olmustur.
1965'te doJan sanatc¢i Londra'da, son yillarda Ingiltere'de {iretilen en cesur ve
ilgin¢ sanat yapitlarinin besidi olan Goldsmith Sanat Yiksekokulu'nda (1986-89)
O0grenim gormistiir. Hirst 1988'de gerceklestirdigi "Donma" adli karma sergiyle,
cagdasi sanatcgilarin estetik kisiliklerini ve mesleki konumlarini saptamaya
yardimci olmus, yapitlari Londra'da 1990'da "Modern Tip", 1991'de de "Bozuk
Iingilizce" gibi 6nemli karma sergilerde yer almis, daha sonra Paris ve Roma'da
sergilenmistir. Yil basinda Londra Caddas Sanat Enstitisii'nde actigi kisisel
sergi ile daha sonra Saatchi Koleksiyonu Galerisi'ndeki bir karma sergide yer
alan sasirtici "Enstalasyon"u, Hirst'iin Onemini kanitlamistir. O, genis bir
yelpaze iginde tek bir sestir -gli¢glii, sarsici ve hirsli.

Hirst 1991 yazinda gbrenlerin unutamayacadi kadar glizel, cesaret dolu ve
sasirtici enstelasyonlarindan birini gerceklestirdi. "Asik ve Asik Dedgil" adini
tasiyan bu yapit yluzlerce egzotik Malezya kelebedinden olusmaktaydi. Hirst bos
bir dikké&nin nemli ve 1s1 denetimli mekd&ninda koselere astidi bes-alti tane
beyaz tuval izerine kozalar serpistirmisti. Bu kozalar bir siire sonra kelebege
donlistli ve kelebekler kisacik yasamlarini tuvallerin altina yerlestirilmis olan
cicek saksilarinda tiketti. Kelebeklerin bitkiler arasindaki son ¢irpinislari
bazi izleyicileri ¢ileden ¢ikarirken, bazilarini da yerine mihlamisti. Sanatgi
bu kadarla da kalmamisti. Alt katta havasiz ve sert bir 1sikla aydinlatilmis bir
odanin duvarlarina sekiz tane parlak renklerle boyali tek renkli tuvaller astzi;
tuvallerin ylzeyini de sanki tuvale konar konmaz 1slak ylizeye yapisip Olmis gibi
duran, kanatlari boyaya batmis Olu kelebeklerle doldurdu.

Hirst, bu denli c¢ok anlamli bir yapita tek bir baskin anlam yiiklemek savinda
degildi. Cesitli yorumlar séz konusuydu ama hepsi de sanatg¢inin gegicilik,
gelisme, cirlime ve doum-0luUm cevrimine olan saplantisini yansitiyordu. Bu
olaylar zinciri, yapitin kendisinin kavranmasi ve gerceklestirilmesiyle kosuttu.
Hirst Avrupali sanatg¢ilarin -O6rnedin Avusturya okulunun- enstalasyonlarindaki
mide bulandirici tavrini bir minimalist serginin zarif sunulusu ile
birlestirmisti. Hirst'ln yapitlari bu tir karsitliklarla doludur. Karsitliklar
arasinda yaratilan gerilim, sanatc¢inin glic¢li etkisinin Onemli
bilesenlerindendir. Hirst, hayvan, balik, kelebek ve c¢icek gibi dogal diunyadan
alinmis imgelerle calisir ve bu acidan tam bir kentli, &zellikle de
Londrali'dir. Soduklugu bazen teatral bir mizah duygusuyla yumusatilmistir.
Tutumu ¢odu kez sert olmakla birlikte, tatlili, i¢ bayiltan renklerden ya da
dogal gizelliklerin basmakalipligindan korkmaz. Gegen yil ig¢inde
gercgeklestirdigi bazi yapitlarinda, sanatc¢i, yalnizligi, dis kirikligini hatta
umutsuzluk duygusunu kabullenirken, biling¢li olarak "iliskiler"e olan Ozlemini
de dile getirmistir. Umutsuzluk, 6zellikle "Kacmak Ic¢in Edinilmis Yeteneksizlik"
adli yapitinda ¢ekilip oturulmasi olanaksiz bir iskemle, ac¢ik, saydam ama
klostrofobik bir mekan ve masa Ustiindeki tiryakilik artiklariyla vurgulanmistir.



Hirst'in yapitlari her zaman kac¢inilmaz big¢imde gdrseldir; duygusal "icerik"
ancak gdrsel ¢ozim en iUst dizeye ulastiinda sz konusudur. Yapilan Onerinin
sunulusa baskin ¢ikmasina izin verilmez. Yontemi, abartmak, blylitmek, sarsmak ve
nesneleri siradan konumlarindan ¢ikararak onlara tehdit eden bir varlik niteligi
atfetmektir. drnedin "Birbirinde Ayrilmis OJelerin Anlamak Amaciyla Ayni Ydnde
Yizmeleri" adli yapitinda biuytk bir cam kutunun ig¢ine koydugu degisik tirdeki 40
balik, bir anlamda "hasta" bir doga bilimcinin disi olarak ortaya c¢ikmaktadir.
Siniflandirma bir yandan istenirken, bir yandan da &6limcil olur. Hirst'in
bi¢cimsel dili kullandigi dikdortgen kutular, bdélmeli dolaplar, raflar ve cam
kutular gibi dolaysizdir. Yineleme 0dgesi, bazi cagdaslari gibi onun ig¢in de
saplanti halindedir. Bu saplantinin kdkeninde ABD'li Donald Judd ve Carl
Andre'nin minimalizmi yatmaktadir. Bu olgu bir yandan big¢imsel bir katilik, bir
yandan da ele avuca sigmaz, dizensiz nesneleri sergileme yOnteminin bir pargaszi
olarak karsimiza ¢ikar. Sanatc¢i bu tlir bicimsel diizenleri, tehdit
olusturabilecek konulari denetim altina alabilmek amaciyla kullanir. Bunlar
olmadigi takdirde sanatg¢i kolaylikla melodrama kayabilir. Yapitlarinda en sik
kullandigi: 6de akvaryum (en gorkemlisi Saatchi Galerisi'ndeki sergide, ig¢inde
korunmus devasa bir kopekbaligi olani) ve vitrindir. Hemen hemen yaptigi bitin
isler, cam arkasindan gorilmek lizere tasarlanmistir. Cam, izleyicinin bakisini
yumusatma islevi gorir.

Damien Hirst'il caddas ortamdan bitiniyle soyutlanmis bir olgu olarak gdrmek onu
yvanlis de§erlendirmek olur. Kendine &6zgll tema dagarcigiyla kuskusuz kisisel bir
tavra sahiptir, ama bazi meslektaslariyla da geg¢icilik saplantisi ve glug¢li bir
O0zgecmis dirtisi gibi sunus benzerlikleri tasir. Ote yandan sanatcgz,
tedirginligin, celiskilerin ve siddet kavraminin sozcisidir ve bu korkulari,
cekiciligi kacginilmaz olan bir sanata donistirir.

Richard Stone

Bu makale, yazarin, Damien Hirst'iin 1991-92 Londra Cagdas Sanat Enstitist'ndeki
sergisiyle ilgili The Burlington Magazine (Mart 1992) ic¢in yazdigi degerlendirme
yvazisindan uyarlanmistair.

DAMIEN HIRST

The English expression "young Turk" is usually applied to someone unruly,
energetic and hot-headed, who wants to overthrow the existing order. The origin
of the phrase is found in the early 20th century political movement -closely
observed in Britain- dedicated to the rejuvenation of the Ottoman Empire. In art
the term was used for young, avant-garde artists, not necessarily iconoclastic
but certainly dedicated to advancing the form and expressiveness of art in ways
that could be provacative and even shocking.

It is highly appropriate that Damien Hirst, the young Turk of current British
art, should have been selected to represent Britain in the 3rd International
Istanbul Biennial. Within a period of twelve months or so he has become one of
the most talked-about, publicised, reviled and celebrated figures. Born in 1965,
Hirst studied at Goldsmiths' College of Art, London (1986-89), the seedbed of
much of the most challenging and interesting art produced in the last decade in
Britain. In 1988 he masterminded "Freeze", an exhibition of work by his
contemporaries which helped establish their aesthetic personality and
professional status. His work appeared in important group shows in London such
as "Modern Medicine" (1990) and "Broken English" (1991) and has since been seen



in Paris and Rome. His one-man exhibition early this year at London's Institute
of Contemporary Arts and his recent, startling installation for the Saatchi
Collection Gallery, London, both confirmed his preeminence. His is a singular
voice with a wide range -powerful, unsettling, poignant and ambitious.

In summer 1991 Hirst made one of his most astonishing installations, an act of
bravado and beauty which for those who saw it is unforgettable. "In and Out of
Love" centred on hundreds of exotic Malaysian butterflies hatched from pupae
dotted over the surface of several white canvases, hung in the steamy,
temperature-controlled recesses of a vacant shop premises. Flowering potted
plants, banked below each canvas, sustained the creatures during their brief
lives. The terminal fluttering among the flowers outraged some visitors and
transfixed others. But there was more. In an airless, harshly 1lit lower room,
eight brilliantly colored monochrome canvases were on view, their paint surface
dotted with dead butterflies whose wings were lapped in pigment, as if they had
settled on the canvas, were stuck there and died.

Hirst would not lay claim to one overriding meaning for so multi-layered a work;
several readings are possible but all are inflected by his preoccupation with
the transitory, with growth and decay and the cycle of birth and death. This
process of events is paralleled by the conception and realization of the work of
art itself. He combines the visceral approach of much European installation work
(the Austrian school, for example) with the elegant presentation of a minimalist
gallery show. Such contradictions abound in his work and the tensions thus
aroused between opposites are part of his powerful effect. He is a consummately
urban, specifically London artist dealing with images from the natural world
(animals, fish, butterflies, flowers). His bleakness is tempered by a sometimes
theatrical humor. Although his tone is usually austere, he is not afraid of
sweet, cloying color or the cliches of natural beauty. And several of his works
in the last year consciously express a longing for "relationships" while
acknowledging isolation, frustration, even a sense of despair. This last is
particularly true of "The Acquired Inability to Escape" with its unusable chair,
its claustrophobic yet exposed setting and the remnants of addiction on the
table.

Hirst's work is always compellingly visual; his emotional "content" only takes
off when the visual solution has reached, for him, a heightened state.
Proposition is not allowed to outweigh presentation. His method is to
exaggerate, to enlarge, to stop you in your tracks, taking objects from mundane
situations and endowing them with menacing presence. In "Isolated Elements
Swimming in the Same Direction for the Purpose of Understanding", for example,
nearly forty fish of different species are displayed in a huge glass case, the
dream made manifest of some manic naturalist. Categorization becomes both
desirable and deadly.

Hirst's formal vocabulary is straightforward enough -the rectangular boxing and
grids of cabinets, shelves, glass tanks and cases. He shares with some of his
contemporaries an obsessive element of repetition which has its origins in the
American minimalism of Donald Judd and Carl Andre. For Hirst, it serves both as
formal toughness and as a part of his method of displaying often unruly or
irregular objects. He seems to use such formal devices as a means of control
over otherwise threatening subject matter. Without them he could easily spill
over into melodrama. As it is, the aquarium (most spectacularly used to house a
massive, preserved shark in his Saatchi Gallery showing) and the vitrine have
become hallmarks of his work; almost everything he does is viewed through glass,
the pane acting as a frame to cool down the spectator's gaze.



It would be a misjudgment to see Damien Hirst as a completely isolated
phenomenon in the contemporary scene. He is certainly personal with a range of
themes distinctly his own. But he shares with some of his fellow artists
similarities of presentation, a preoccupation with the transitory and a strong
autobiographical impulse. He is, however, the spokesman for unease,
contradiction, the benefits of violent thought and he transforms these phobias
into compelling art.

Richard Stone
This essay has been adapted by the author from his review of Damien Hirst's

exhibition at the Institute of Contemporary Arts, London, 1991-92, which
appeared in The Burlington Magazine, March 1992.



