YUZEYSEL
HANNAH COLLINS'LE BIR SOYLESI

Eskiden, benim "insa edilmis fotograflar" olarak nitelendirdigim tlrde
calisiyordunuz. Hatta bazilarina, yapitin bir parcasi olarak metinler de eslik
ediyordu. Oysa bugin isleriniz daha dolambac¢li. &nceki tavrinizdan
uzaklasmanizin nedenleri ne?

Onceleri buluntu imgelerden yararlandim; ve bu sireci kullanarak imgeleri &zgiin
baglamlarindan soyutladim ve onlara olasi anlamlar yikledim. Zaman ic¢inde
imgeleri insa ederken olasi baska yaklasimlar ortaya ¢ikti; imgeleri her zaman
hazir bulmakla birlikte aradidim zamanlar da oldu. "Yiyecek" Ornedinde oldugu
gibi bazi imgeler daha iyi insa edilmislere adeta meydan okuyarak, onlari
denetimden c¢ikartir. Bir ¢ok sanat¢i gibi konulari belli bir diizen ig¢inde ele
almam.

Fotograf kullanan bazi sanatcgilar 6zel ve ikonik temalar iUzerinde yogunlasma
egilimindeyken siz, baska c¢ozlimleri vyedler goriniyorsunuz. Neden ?

Fotografi bilen herkesin c¢codu kez belirttigi gibi fotograf tek basina ve
bagimsiz olarak kullanildiginda son derece karmasik bir konudur. Hatta bence
tiretme ve tutarsizliklarla doludur ve bazi ag¢ilardan bir basina son derece de
yetersizdir. Ancak kullanimin gdrece basit olmasi ve karmasik bir gec¢mise sahip
olmasi beni tatmin ediyor; bana ¢ok c¢esitli olanaklar sunuyor. Bundan daha
dogrusal bir sey yaratmak istemiyorum. Neden daha ©6zel ya da ikonik bir tema
secmedigimin yanitini bazen gec¢cmisimde ariyorum. Aile yasamimda, yoksulluktan
zenginlige, toplumda bitiniiyle kabul edilmekten dislanmaya kadar cok farkli ve
u¢ boyutlar yasadim. O0rnedin babam Polonyali bir Yahudi ailenin ¢ocuguydu. En
erken anilarimda, hatta bugiinkii yasamimda, bunun, Ingiltere'deki herhangi bir
kiiltir ortaminda ne anlam tasidigina iliskin derin bir tarih birikimim var.
Sanirim insan kacinilmaz olarak farkina vardigi seylerle kosullaniyor. Yasamimda
asiri Olclide toplumsal ve siyasal "dodgru"lar var. Bu kavramlar toplumu olusturan
cok farkli katmanlarla ic¢ ice geg¢mis durumda. Bu karmasiklik kaginilmaz olarak
yapitlarimin igceridine yansiyor.

Yapitlarini, Starn Ikizleri (Doug ve Mike), Alan Belcher, Katherina
Severding ve Craigie Horsfield gibi baska fotograf kullanan sanatg¢ilar
baglaminda nasil de§erlendiriyorsunuz °?

Yapitlarimi bu baglam ig¢inde bir yere koyabilirim ama Bernd ve Hilla Becher ve
Vancouver'li fotografcilarla es dederde bir c¢ok sanat¢i varken, adini ettiginiz
sanatcilari disinmek zor geliyor.

Yapitlarinda fotodraf kullanan c¢cok sayida ilging¢ sanatg¢i sOz konusu. Benim
amag¢larimdan biri de kiltirel igerik konusunu bastirmak yerine genisletmek,
bluylitmek. 0Ornedgin: Fotodraf kullansin, kullanmasin baska sanatg¢ilarin
yvapitlarina baktigimda, kendi kisisel gec¢misimle gliclii ve Onemli baglari olan
bir duyarlilikla yaklasiyorum. Sanatimi da bdyle bigimlendirmek istiyorum.
Saygil duydugum biitiin yapitlar bu tlir gdstergelere sahip. Sanirim insanlarin, bir
yapitin, olustudu ortamin kiltlir olgusuyla bagimli olduunu kabul etmesi gerek.
Bir kiiltiri tanimanin vya da tanimamanin, sanatin anlamini nasil
etkileyecedini godrecek kadar hem Avrupa'da, hem de Amerika'da yasadim. Hem Dogdu
ve Bati Avrupa'daki, hem de Kuzey Amerika'daki sanatcg¢ilarin pek c¢ok ortak ilgisi
olmakla birlikte, benim en c¢ok ilgimi c¢eken, gdzle gOrlinen siradan ortak
O0zelliklerden c¢ok, ortaya c¢ikan kiultlirel farkliliklar oldu. Benim ig¢in Onemli
olan, yapitimin i¢inde olustugu ortamla derin baglari olmaszi.



Yakinlarda Barselona'ya tasindiniz; bu da akla Ispanya'daki Ingilizler'le
ilgili soylenmis bir siri basmakalip s6zl getiriyor. Bunlar bir yana,
Barselona'da yasamak sanatinizi etkiledi mi ?

Evet, 0O0zellikle tarihin bir c¢ok yont ve Avrupa'nin buginki durumuna iliskin
diisincelerim biiylik &lciide dedisti. Buraya Ingiliz toplumu icinde kendimi rahat
hissetmedidim icin geldim. Kiiciik bir cocukla Ispanya'da daha 6zgiir ve maddi
acidan rahat calisabilecedimi distindim. Sanirim deneyimlerim bunun dogdru
oldugunu kanitladi. Her ne kadar Barselona tam anlamiyla tipik Ispanyol
O0zellikleri tasimiyorsa da Kita Avrupasi lUzerinde dedisim ig¢inde olan bir toplum
s0z konusu. Oyle bir toplum ki hem fasizmi Avrupa'nin hi¢ bir tlkesinde olmadigzi
kadar uzun barindirmis, hem de kent olarak anarsistlerin, kisa bir siire baska
olanaklar sundudu bir ortam olmus. Ayrica Barselona biylik bir sanat ve mimarlik
geleneine sahip. Gic¢lid bir dinamizmi wvar; ayrica Paris ya da New York'a
yerlesmek gibi de degdil, c¢inkl sanatin temel

olarak "is" oldugu bir merkez dedgil, yalnizca yasamak ve calismak icin c¢ok
ilging¢ bir yer.

Yapitlarinizi sunus biciminizin bazi ydénleri ilgimi cok cekiyor. Ornedin neden
bazi1i imgeleri pamuklu lzerine monte edip, bayrak gibi asarken, bazilarini
aliminyum gibi sert malzemeler Ulzerine monte ediyorsunuz °?

Yapitlarimin hem heykelsi, hem de resimsel oldudunu sdyleyebilirim.
Dolayisiyla degisik zamanlarda ve degisik big¢imlerde yapitlarin, fiziksel
gereksinimlerine karsilik verdim. Bazen insan cildi gibi c¢ok ince bir kat olarak
gorilebilirler; bundan otirli de narindirler, kirilabilikler. Mekéna Onem
veririm. Bir yapitta parcanin yarattigi mekan ve parcanin mekén iginde fiziksel
olarak kapladigi yer gibi farkli tirde mekd@nlar so6z konusudur. Ayrica ic¢inde yer
aldigi ortak ya da 6zel mekénlarla nasil bir iliski ig¢inde oldugu ve arkasindan
gelen karmasik iliskiler de Onemlidir. Bu tutarli bir mekdn dedildir. Belki de
ezilmis bir meyvenin ¢evresinde olusan koku ve meyvenin aldidi kendine 6zgl yeni
renk ve bic¢im gibi. Bu mekénda bir sodylem gelisir. Mekan yapitin fiziksel
sunulusuna gdre baska bir duygu yaratmak iizere kurgulanabilir. Yeni
gercgeklestirdigim Dbazi yapitlarimda, imgeleri c¢ok ince metal levhalara monte
ettim ve asarken duvarla levha arasinda dar bir bosluk biraktim. Bdylece her
yapit parcalara bolinerek daha somut, heykelsi bir nesneye doniisti. Bu
yvapitlardan bazilari, Ornedin henliz bitirdigim yabani, solgun aycicekleri
imgelerinde oldudu gibi konu ac¢isindan tarihsel ve tartismali bir icerige
sahiptir. Mekéni dislinir ve onunla ic¢inde kendimi taniyacak kadar yakin bir
iliski kurarim. Insan cilt kadar duyarli ve yardimcidir; gecirgen bir engel
gibi.

imgelerinizin pek codu narin, kirilgan gdriiniiyor ve asiri derecede bir
yaralanma duygusu uyandiriyor. Acaba onlari sizin ama¢ladiginiz gibi mi
anliyorum °?

Yaralanma duygusunun farkli boyutlari ilgimi g¢ekiyor. Bu olgu bazen benim
kisisel diizeyimde olmakla birlikte, toplumun belirli kesimlerindeki vya da
tiketicilik, dolayisiyla da tiketimin yarattigi yaralanma boyutlarini da
igcerebiliyor. Deneyimlerim, bir yaralanma diizeyi ile Obirl arasinda bag
olusturdugu zaman, yapitlarim, codu kez kisisel diizeyde algilaniyor. Bu ayrica
benim zaman ig¢inde sanati daha dolambagli gdrmek istememden ve gelismeleri
dogrusal gormeyi reddetmemden kaynaklaniyor. Clinki yasamim i¢inde, sanattaki
gelisimleri algilarken deneyimleriminin dodrusal olmadigini gOrdim. Soz
gelimi farkli drinlerin siniflandirilmasinda en basit ve kolay yol olarak
gorunuyor.



Imgelerinizi, giliclii cinsiyet farkliliklarinin isaretleri olarak gdérme istedimi
bastiramiyorum. Bu imgelerle ilgili ne disindiginiizii sOyleyebilir misiniz ?
0zellikle de ROnesans'tan bu yana hepimizin bildidi ikonografik dederler tasiyan
tabak ig¢indeki istiridyelerle ilgili. Bu yapitlarin arkasinda gli¢cli bir glindem
var. Imgeler arasindaki mekdn neredeyse somut olarak yorumlanabilir. Dogal
olarak yapitlari algilamada secme hakkiniz var; bu sec¢imler temel olarak sizin
kendi segimlerinizdir. Bence anlam ¢oklugu korunmali ve desteklenmeli. EgJer
kabugu ic¢indeki istiridye gibi bir imgeyi, cinsellikle es gOrmeyi secmisseniz
buna ben karsi ¢ikamam. Bir &lcliye kadar baska imgelerim baglaminda distunilirse,
bu yaklasim, yorum olanaklari ag¢isindan en az zorluk c¢ikaranidir. Ne verirsen
onu alirsin diye disiniyorum. Hi¢ bir zaman yapiti esitlikler disiincesi
cevresinde kurmak amacinda olmadim, ama "yorum kiltiUrdi" strmekte. Ben, yapitin
gergcek doniistim nitelidini wvurgulayabilmek ig¢in bu anlayisla dis kirikligz
yaratmaktan yanayim. Asil onemli olan anlamin disa dedil ice patlamasidir. Bir
imgeyi, o imgede bir basina anlami saptamanin olanaksizligini vurgulamak
amaciyla yayarak genellestiriyor, boylece esitlik metaforunun erimesini
sagliyorum. Sonu¢ olarak is, ilgilendidim gelenekler ig¢inde eski, kisir ve &l
olan yaklasimlari reddederek neyin canli ve yasamsal olduuna kara vermeye
geliyor.

Michael Corris

Bu yazil Michael Corris'in Artscribe'ain 1992 Ilkbahar sayisinda yayimlanmaszi
planlanan daha uzun bir sdylesisinden kisaltilarak alinmistir.

SKIN DEEP
CONVERSATION WITH HANNAH COLLINS

You used to do what I call constructed photographs; some even had text attached
to them as an element of the work. Your current work is much more elliptical;
what prompted your transition away from your earlier approach ?

I began by using found imagery and using process as a means of transforming the
possible readings of the image away from the context in which they had
originally been seen. Gradually I understood better other possible approaches to
constructing images, but I have always found or sometimes researched images.
Some of the images, such as the food ones, challenge and "de-control" the more
constructed works. I don't treat subjects programmatically as do many other
artists.

Other artists who use photography tend to concentrate on a single, iconic
theme, yet you appear to favor other solutions. Why ?

Photography as an independent medium, as everyone who studies it often seems to
point out, is a very complex subject and in some ways I believe it to be a very
inadequate medium, full of incoherence and invention. But I am content with the
fact that it is relatively simple to use and that it has a complex history,
which for me gives it many possibilities; I don't want to invent something more
linear. Sometimes I look at my background for an answer as to why I haven't
chosen a more single or iconic theme. Within my own immediate family I have
experienced enormous differences of poverty and wealth, of absolute social
acceptability and of social outcasts. For instance, my father's ancestry was one
of a Polish Jew. My earliest memories and even current life has a deep historic



knowledge of what this means in relation to any kind of cultural scene in
England. I suppose one 1is inevitably conditioned by what one finds out. I had
extreme

social and political truths embedded in my life. This has been combined with a
wide range of strata that make up society. These complexities are inevitably
reflected in the content of the work.

How do you see your work in the context of other artists who use photography,
such as the Starn Twins (Doug and Mike). Alan Belcher, Katherina Severding,
Craigie Horsfield ?

I can try and position my work within such a context although I find it
difficult to think, particularly, of those artists, when there are many of equal
relevance such as the Bechers or the artists from Vancouver. There are a lot of
interesting artists making work which involves photographs. One of my aims is to
enlarge this issue of cultural context rather than suppress it. For example,
when I come to the work of other artists, regardless of whether it is
photographically based or not, I view it with a sensibility that is strongly and
importantly linked to my own personal history. That is how I wish to make my
art. All the work I respect is indexical in that way. I believe that you have to
admit that work is dependent upon the cultural milieu from which it emerges. I
have spent enough time in Europe now and in America to recognize how that
familiarity, or lack thereof, affects the meaning of the work. Artists in both
East and West Europe share many of the same interests, as well as those of North
America but it is the emergence of cultural specifics that intrigues me more
than the obvious commonalities. The most important thing for me is that my work
develops deep links with the environment in which it is made.

You've recently moved to Barcelona, which brings to mind all sorts of horrible
cliches about the English and Spain. But seriously, has this new location
altered your work in any way ?

It has greatly altered my understanding of many aspects of the history and
present state of Europe. I moved because I didn't feel at home in English
society and with a small child I though I would be freer and much better
supported to work in Spain. This has been entirely justified, I think, by my
experience. Although Barcelona is not typical of all aspects of Spain, it is a
society in a state of transition, on the mainland of Europe, a society where
fascism was tolerated far longer than in any other European country, and a city
where anarchists for a very short time offered another possibility. The city
also has a great tradition of involvement with art and architecture. Barcelona
as a city has a strong dynamism; it was also not like moving to Paris or New
York because it isn't a main business center for art, it is simply a very
interesting place to live and make art. There are aspects of the presentation of
your work that intrigue me. Why, for instance, do you mount some images on
cotton and hang them as banners, while others are mounted on less forgiving
materials like aluminum ?

I would say that my work is both sculptural and pictorial. I have therefore
responded to the physical demands of the work at different times and in
different ways. It can be seen as a very thin layer, like a kind of skin; hence
the fragility. I take into account space and there are different kinds of space
at work; the space created by the piece, the space it occupies physically; how
it relates to the public and private space in which it hangs; and the complex
relations thereafter. It's a discursive space. Maybe it's something like a piece
of bruised fruit, where the air around it is fragrant and almost seems to take
on a color and shape of its own. This space can be encouraged to take on quite a
different feel by the physical presentation of the work. Some of the new pieces



I have been making are mounted onto fine sheets of metal which leave a narrow
open space between them and the wall. Each work becomes divided into parts and
becomes a more concrete sculptural object. Some of the subject matter within
these works has historical and controversial content, for instance some images
of sunflowers, wild and faded, which I have just completed. I think of the space
with which I become involved, as the space in which you recognize yourself. It
is sensitive and mediatory like a skin; a permeable barrier.

So many of the images do seem fragile; evocative of a terrible vulnerability.
Am I reading them as you would intend ?

I am interested in different levels of vulnerability; although these are
sometimes at my own personal level, they are also enacted in the vulnerability
of, for instance, certain sections of society, or at a level where consumerism
and therefore consumption create areas of vulnerability. My work is understood
at a personal level very often when my own experience has been to connect one
layer of vulnerability with another. This connects also with my desire to see
art operate through a much more circular kind of timescale and my refusal to see
developments as linear, because my experience has not been linear in relation to
how one experiences development in art. It is simply a convenient way of
categorizing different products, so to speak.

I cannot suppress the desire to read your images as signs for a strong gendered
difference. Could you tell me something about how you think of those images ? In
particular, I am referring to those oysters on a plate, which by the way, have a
well known iconographic value dating from the Renaissance.

There is a strong agenda behind these works, in the space between these images
which could almost be read as something solid. Of course you have a choice about
the way you receive the work; these choices are essentially your own. I maintain
that a plurality of meanings ought to be encouraged and sustained. If you choose
to read an image such as the oysters, nestling in their shells, as a sexual
equivalent, I have no objections. To some extent, in the context of my other
images, this may be one of the least demanding of the interpretive
possibilities. You get what you give, if you know what I mean. It has never been
my intention to generate a body of work around the notion of equivalents, but
the culture of interpretation does persist. For my part, I frustrate this kind
of understanding, in order to emphasize the real transformational quality of the
work. The point is that it involves implosion rather than explosion of meaning.
I generalize, using an image, to the extent that I point out the impossibility
of locating a meaning solely in that image, hence the dissolution of the
metaphor of equivalents. Finally it comes down to deciding what is alive and
vital in the traditions I work with and rejecting those approaches that are old,
sterile and dead.

Michael Corris

This is an extract from a longer interview by Michael Corris which was planned
for publication in the Spring 1992 edition of Artscribe.



