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FISKIYE / FOUNTAIN, 2016

Bronz, aliiminyum / Bronze, aluminium
43 x47x29 cm
Fotograf / Photograph: Chroma (André Carvalho & Tugba Karatop)

Ergin Cavusoglu

Hangi glines seyre daldi son riiyani?
Which sun gazed down on your last dream?




"Hangi giines seyre daldi son riyani?"* Sarhoslugun beraberinde getirdigi esrime (izerine,
insani zaman, bellek ve mekanin disina ¢ikarma becerisi hakkinda yazmis oldugu ufuk
acicl, ‘Sarap ve Esrar' (1860) adli kitabinda boyle sorar Charles Baudelaire. Ayni zamanda
gercekisty bir nitelige sahiptir bu soru ve belki de ancak esrimeye kapilmis birinin
siirsellikle, caktirmadan sorabilecegi bir sorudur; ‘nerede’ diye soran, ama yersiz, yurtsuz,
sinirlarin disinda kalan bir ‘neresi'ni kasteden, neredeyse tamamen tinsel bir ‘neresi'ne
gondermede bulunan bir sorudur.

Ergin Cavusoglu’nun RAMPA'da gerceklesecek olan Hangi giines seyre daldi son riiyani?
baslikli tiglincii kisisel sergisi sorunun getirdigi farkli icerimlere karsilik vermekte; bir

tlr aradalikta, esiksel bir mekanda takili kalmanin, diinyanin siradanlig icinde dylesine
dolanmanin ve seyre dalmanin getirdigi metaforik sarhosluga isaret etmekte. Cavusoglu
seyahat ya da hareket ve go¢ kavramlarina yonelik ilgisini yapitlarina siirekli olarak
yansitmistir —ve bu kavramlari kullanirken sadece insanlarin degil objelerin ve fikirlerin
devinimine de deginir. Kendi ilgisini ceken mekanlara, yerlere ve buralarda buldugu
gercekistl durumlara yonelir. Bu Duchampvari yaklasim sanatginin 6nceki ¢alismalarinda
oldugu gibi, RAMPA'daki ¢cok katmanli (video, heykel, resim ve fotograf gibi farkli
malzemelerle olusturulmus) sergisinin butintne de yayilir. Zamansalliga iliskin mekanlar
ya da yersiz hale gelmis mekanlar Cavusoglu tarafindan 6zellikle 6ne ¢ikarilir. Aradalik
niteligine sahip bu tiir mekanlarda uzam olasiliklara, distintime, bir ‘disiinme mekani'na
acilmis durumdadir. Nesnelere ickin giizelligi kesfetmek gercekten de bir tiir tinsel uyanisa
denk gelir ve Cavusoglu giindelik seylerdeki glizelligi gérmek ve kutlamak tizere bizi bir tir
Dadaist ilahiye davet etmektedir.

Her sey giizellige iliskin degildir elbette. Kadere, inang sigramalarina, belirsizliklere ve
etrafa farkli bicimde bakabilmeye de deginilmekte ve biitiin bunlar bir tiir aradalik haline
isaret etmekte. Renklendirilmis, seffaf, sert plastik ve florasan isigiyla olusturulmus ‘Ardi
Ardina Dizilen Yerler' (2008) baslikli enstalasyon Rampa'daki proje odasina yerlestirilmis
durumda. Kerteriz noktasi olarak alinan gelecege siirekli bir sekilde isaret etmekte olan

bir deniz fenerine benzemekte. istemdigi sekilde bir konumsallagtirmada bulunuyor;

fakat nereden geldigini ya da nereye gittigini belirsiz birakiyor. Yine gecisle, aradilikla
iliskileniliyor. Cavusoglu etnografik olan lzerine yogunlasiyor; ama ‘yer-olmayan'in ve
heniiz tanimlanmamus, sinir-korkusu giderek bir gerceklige doniisen, ¢ogulcu, ‘hentiiz
tanimlanmamis’ bir diinyanin etnografisidir sézkonusu olan. Sanatgi kiltir ve onun insani
kosullarda ifadesini bulan tretimleri iizerine egilmektedir. Herkesin deneyimledigi ama
felsefenin hig bir 6lgekte agiklayamadigr gizemli bir duyguyla, bir soruya karsilik gelen
duyguyla, duende denen seyle ilgilenmektedir. Yer-olmayan'in, sanat-olmayan'in belirleyici
bir glice yiikseldigi, Cavusoglu'nun sanatin bitlin kapasitesini harekete gecirdigine inandig
noktadir burasi. ‘Siyah Bukleler (Duende) (2016) baslikli calismada birbiri igine gegmis bir
cift elin bronz dokumiiyle karsilasiriz. Bilekler insan sagiyla baglanmustir. Eller bir yandan dua
eder, bir yandan da temizlenir gibi gériinmektedir; fakat bunlar sanatginin elleri de olabilir
ya da belki de yaraticinin eline géndermede bulunulmaktadir. Calismaya ilham veren,
kavramsal cerceve sunan kaynak Federico Garcia Lorca’'nin Cingene Baladi (1928) kitabinda
gecen bir pasajdir:

‘Eger bir giin 6lirsem

Sana emrediyorum,
Bagla ellerimi

O siyah buklelerinle.’

Yirek yakan dizelerdir bunlar ve Cavusoglu’nun yaniti fikrin baglamsallastirilmasi ve
zemininin performatif olandan gorsele kaydirilmasi yoniinde olmustur.

ARDI ARDINA DIZILEN YERLER / PLACE AFTER PLACE, 2008
Renkli Perspe, floresan lamba, MDF / Coloured Perspex, fluorescent tube, MDF
156 x56 x56 cm

Bizi diinyadaki herhangi seylere, herhangi yerlere yonlendirmekte olan soyut deniz fenerine,
duende’ye ve onun insani faaliyetlerde ve tinsellikte buldugu yankiya benzer bir seyle
karsilasiriz birden: tarot. Biytye dayali bir inang sistemidir tarot. Gelecege ait olgulari bize
erisilebilirmis gibi gésteren bir inanctir; insani arzularin temelinde olan bir seye, kadere

ve akildisiiga gosterilen ilgiye dayanir. Cavusoglu'nun ‘Kayadan Atlayis’ (2014) baslikli
fotograf dizisinde sigrayisin ortasinda havada dondurulmus bir sekilde gorsellestirilmis
insanlar goririz. Sol alt koselerde rakamlari ve isimleriyle birlikte Tarot kartlarina ait
isaretlerin yerlestirilmis oldugunu farkederiz. Mahkeme, Giines, Mecnun, Carkifelek,
Sihirbaz, Adalet ve Asilan Adam kartlarina yer verilmistir dizide. Bitiin kartlar Biy(k Arkana
kategorisinden secilmistir. Tarot kurallarina gére bir kartin diiz ya da ters ¢ekilmis olmasi
yorumlamada ciddi bir farka sebep olur. Bu da yine Cavusoglu'nun ikiliklere, esiksellige
duydugu ilgi ve egilime isaret eder. ‘itiraflarim’ (1882) baslikli metninde Tolstoy kars

kiylya gecmek lizere kabarmis denize gonderilmis olmayi betimler. Yoninu kaybettikten,
sliriiklenir vaziyete distiikten ve akintiya karsi kiirek cekmek —ve yolda ayni miicadeleyi
verenlerle karsilasmak- durumunda kaldiktan sonra kisi kendisini kiyiya ¢ikaracak olacak
seyin daha bastan kendisine verilen tekne, kiirekler ve rota oldugunu animsar. ‘O kiyi Tanri
idi; o rota gelenek idi; ve kiirekler kiyiya ilerleme ve Tanri ile birlesme 6zgtirligi idi; icimdeki
yasam glicii boylece yenilendi ve yasamaya yeniden basladim’ diye yazar Tolstoy. Bu bir
secimdir. Ama esas soru bunun senin kendi secimin olup olmadigi sorusudur.

Aradalik hali ikiliklere dayalidir; ve aradaliklar karsi kutuplar ya da farklar -bunlar arasinda
secim olasiligi- ve kuskusuz hareket edebilme kapasitesinin var olduguna dair belirgin bir
isaret oldugunda islerlik kazanir. Belki de Cavusoglu’nun sergisinde en agik sekilde 6ne ¢ikan
ikilik hali katilik ve akiskanlik arasinda olandir; ya da daha somut bir ifadeyle, kaya ile deniz
arasinda. Kaya ve deniz arasindaki mekan toprak gibi dogal maddelerle olusmustur ama
daha az tanimli bir mekandir; sahip oldugu kozmik géndergeler ve belirsizlikler sayesinde
tinsel karakterdedir. Bundan yola ¢ikarak insanliga dair pek ok ikilige ve bunlar arasindaki



SIYAH BUKLERLER (DUENDE) / BLACK TRESSES (DUENDE), 2016

Bronz, insan sagi / Bronze, human hair,

24 x15 x 10 cm (kaidesiz / without plinth) 126 x 35 x 35 cm (kaideli / with plinth)
Fotograf / Photograph: Chroma (André Carvalho & Tugba Karatop)

karsilikli baglara uzanilabilir. Kaya dalgalar tarafindan asindirilir ama ayni zamanda su

kaya tarafindan kesintiye ugratilir; ikisi de birbiri izerinde —iyi ya da kétl yonde- degisim
yaratir. Ve Tolstoy'un egretilemesini bir kez daha hatirlarsak, kaya ya da kara ilahi kurtulusa
karsilik gelebilir ve kabarmis deniz sadece stiphede olanlara uygun gelebilir. Cavusoglu’nun
fotograflarinda da, Tarot géndermesiyle birlikte, derin bir bireyselligin ve askiya alinmigligin
stizlilmiis anlarina ve buna ragmen tam olarak yakalanamamis enstantanelere dair
metaforik bir mevcudiyetten bahsedilebilir. Sanatgi belirsizlige ait olani yakalamakta ve
ondaki giizelligi gérmektedir.

André Breton Ikinci Diinya Savasi'nin hemen ertesinde 1945 yilinda ‘Arcanum 17'yi kaleme
almisti. Baslik dogrudan Tarot'a géndermede bulunuyordu ve &zellikle 17. kart olan Yildiz'a
isaret ediyordu. Yildiz figiirti bilgi-disiyla, gercekustiyle iliskilenmekteydi. Kitapta yazar
Kanada'nin Quebec eyaletindeki Gaspé Yarimadasi'nin ucunda yer alan Saint Lawrence
Korfezi'ndeki bir kayanin kusursuz giizelligine agit dizmekteydi. Oyle ileri gitmekteydi ki
olguleri alindigi takdirde kayanin iizerinde altin oranin belirecegini iddia etmekteydi. Ciplak
gozle bile goriilebilecek bir giizellige, kusursuzluga sahipti. Percé Rock isimli bu kaya gercekten
de halen diinyanin en ¢ok fotograflanan kayasi durumunda ve yavas yavas erir bir halde
denizin ortasinda duruyor. Doga Uriini, hazir-nesne niteliginde, kusursuz bir sanat yapiti.
Duende’ye yol agan bir sey. Cavusoglu sézkonusu kayanin goriintiistine yer veren ve farkli
donemlere ait gok sayida kartpostal toplamis ve kayanin kiigiik 6lgekte bir kopyasini —yine de
hayli biiyiik sayilir- ayni baslik altinda yeniden tiretmis. Bu heykelin yaninda, Duchamp'in nihai
ve meshur yapitiyla ayni ismi tastyan ‘Etant Donnés’ (2016) baslikli bir baska fotograf dizisi
yer aliyor. Dizide Cavusoglu siradan manzaralar ile mikemmeliyet fikrini tasiyan altin oran
diyagramini Ustuste bindiriyor. Doga Uriinii olan ile insan trini olan i¢ ice gegiyor.

Yine Duchamp'a ve sanatginin erken donem hazir-nesnelerinden en meshuruna atifla
Gavusoglu bir diger heykelini ‘Fiskiye' (2016) olarak adlandirmis. Percé Rock'ta oldugu
gibi doga Urlinii ya da el yapimi olan bir seyi alarak sanata donustiriyor —butiin bir stireci
hem elestiren hem de kendi kullanimina adapte eden bir Uslupla. Fakat ‘Fiskiye’ 6rneginde

Gavusoglu’nun kullandigi objenin Duchamp'in pisuvarindan yiiz kiisir yil éncesine ait oldugu
goriluyor; el emegiyle yapilmis ahsap bir masanin bronz dékiimi tizerine oturtulmus bir
tuvalet legeni var karsimizda. Burada Cavusoglu kitlesel tiretimi, tizerinde uzmanlagilmis bir
zanaat Urlinliyle yanyana getiriyor ve ayni zamanda sanata ve tarihe de deginiyor. Boylelikle
yapitin kendisi bir tir esiksel, gecissel objeye, bir aradalik nesnesine dénustiyor. Ayni seyi
sanatginin "Gék Kubbenin Katmanlari - Antropomorfizm' I-IV (2016) calismalari iin
sdylemek de miimkiin. Bu yapitta Cavusoglu Bergama Sunagi'ni resmediyor ve ayrica resim
sanat¢inin ge¢mis doneme ait yapitlarindan ya da sergide yer alacak yapitlarindan imgelerle
kolajlanarak gercekiistii bir gériintii kazaniyor. Bu ¢alismalarda Cavusoglu'nun farkli Gretim
tarzlarini konu ettigini goriiriz fakat ayni zaman da kaya da isin icine girer; insan estetigi ve
sanat ile temsil arzusu tarafindan imal edilmis ve anlamlandirilmig bir doga unsuru olarak...
Resimler gergekdistii bir goriintiiye sahipler ve etnografik olarak insanin dogayr dontistiirme
ya da baska bir isleve sahip nesneleri sanata dénistiirme arzusunu gorsellestirmekteler. James
Clifford’'un savundugu gibi (1988), "'... modern gergekiistiicliik ve etnografi ciddi bigimde
sorgulamaya agilan bir gerceklikle yola ¢cikmigslardir; karsitlik aslinda tanidik olan ile yabanci
olan arasindaki stirekli oyun tarafindan yaratilmaktadir ve etnografi ve gergekustiiciilik de
bu oyunun unsurlaridir.”” Cavusoglu’nun yapitlari da ayni islevi iistlenmekte, tanidik olanla
yabanci olani gercekiistiicii bir cabayla birbirine karmakta ve bu yolla insanlig ve insan
tinselligini etnografik olarak (sanat yaratma arzusu anlaminda) konumlandirmakta.

Sanatginin sergide goriilebilecek olan iki video ¢alismasinda butiin bu fikir ve paradigmalarin
hareketli imgeye transfer edildigine tanik oluyoruz. Sesli ve senkronize lg¢ kanalli video
enstalasyonu ‘Sessiz Siiziiliig'te (2008-9) kendini, bir zamanlar ipek dokumasiyla tin salan,
yakin zamanda ise Nuh Cimento Fabrikasi’'na evsahipligi yapan Hereke kasabasinda bulan
geng bir akademisyenin hikayesi anlatilir. Bu calismada da Uretim tarzlarina dair, el yapimi
ile makine Urtind arasindaki farka, ikilige dair bir bag kurulur. Cimento fabrikasinin adindaki
ironi de bir kenarda durmaktadir. Hikaye tinsel sorgulamayi ve yitirilen agki konu alir; bag
karakter Tolstoy'un ‘itiraflarim’indan alintilar yapar. Su film boyunca karsimiza gikan bir
unsurdur; ve cimento fabrikasi hem karsilikli bagimlilik iligkisine sahip hem de biribirini
tahrip eden su ile kaya arasindaki keskin kosutlugun temsili konumundadir -hem metaforik
olarak, hem de diiz anlamiyla.

‘Lundy, Louis, Barge & Troy' (2014) baslikli sesli ve senkronize cift kanalli video
calismasinda Cavusoglu Canakkale Muharebesi'nden arda kalan batiklara daliyor. Ekranlarin
birinde denizin tabaninda yatan gemi kalintilarini tepeden kus bakisi olarak yavas bicimde
yaklasan bir agidan seyrediyoruz; diger ekranda ise terse gevrilmis bir bakisla derinlerden su
yiizeyine dogru bakiyoruz. Ge¢mis ve bugiin yanyana duruyorlar ve ikisi de, nostaljik ya da
glincel bicimde, yasam soluyor. Yapit animsamay! ve uzlasmayi, yabancilasmayi, esiksel bir
diigtince-mekanini konu aliyor. izleyici videonun odak noktalarinin tam arasina, su yiizeyinin
altinda bir yerlerde yiizer sekilde yerlesiyor. Kati ile sivi her yeri kapliyor ve tam da Tarot'un
stipheli beklentisinde oldugu gibi, esiksellik burada bir sabit deger niteliginde isliyor.

Gavusoglu bugiin ve gelecege oldugu kadar gegmise de ilgi duyuyor. Tarot'a, edebiyata,
teoriye ve felsefeye gosterdigi ilgi daha iyi bir kavrayisa yonelik icgtidusel bir hamle olarak
gordlebilir. Ve yapit Uretmek, sanatgi icin, icinde yasadigimiz ani anlayabilme ve onun
inceliklerini ¢oziimleme miicadelesinde kendisine yardim edecek totemler kurmaya karsilik
gelmekte. Hangi giines seyre daldi son riiyani? sergisinde yer alan ¢alismalarin her birinin kendi
hikayesi var ama ayni zamanda her biri sanattaki tiretim bigimlerini sorgulama ¢abasini da
icinde tastyor —tipki Cavusoglu’nun alintiladig) sanatgi ve dusiinirlerin bir zamanlar yaptigi,
ya da halen yapmakta oldugu gibi. Her sey bir metafor ve hig bir sey bir metafor degil.

*Basliktaki alinti Baudelaire'in "Hangi glines seyre daldi onun son rilyasini?" seklindeki dizesi lizerinde hafif bir
degisiklik yapmustir.



KAYADAN ATLAYIS (XIX GUNES) / ROCK JUMP (XIX LE SOLEIL), 2014
Diasec baski / Diasec print
31x55cm

Which sun gazed down on your last dream?* : A question that Charles Baudelaire asks in
his ‘On Wine and Hashish,' (1860), a seminal work on the effervescence of intoxication,

its ability to render a person outside of time, memory, and place. It is an inherently surreal
question too, and one perhaps that only the ‘intoxicated’ can poetically and surreptitiously
ask; it is also a question that asks ‘where,’ but of a ‘where’ that is placeless, nationless,
outside of borders, a ‘where’ which is almost spiritual.

Ergin Cavusoglu's third solo exhibition at Rampa, Which sun gazed down on your last
dream?, (March 10 - May 7, 2016), is in fact akin to variants of this question, and to a

kind of metaphoric inebriation from wondering and wandering subliminally about and

in the trivialities of the world, stuck in an in-between, a liminal space. Cavusoglu has an
engendered interest in the idea of travel, or movement and migration—not just of people,
but of things, objects, ideas. In this he finds the space or place, the surrealities that most
interest him. But, it is not the imbedded meaning of the thing that he finds most fruitful.
This Duchampian ideology runs throughout this multifaceted exhibition, (which includes
video, sculpture, painting, and photography), as well as his ouevre. Spaces of temporality or
placeless spaces are precisely the point for Cavusoglu. In an in-between space room is left
for possibilities, for thought, a “space to think."” Indeed, finding the beautiful in anything
is a spiritual awakening of sorts, and seeing the beautiful in everyday things is the kind of
Dadaist hymnal that Cavusoglu's works ask us to revel in.

It is not all about beauty of course. It is also about fate, leaps of faith, uncertainty, and
about looking at things differently —all of which indicate a certain kind of in-betweenness.
In the project room at Rampa sits ‘Place After Place,’ 2008, a colored perspex and
flourescent light installation. It looks like a lighthouse of the future, signaling as a point

of reference. It unconsciously locates; but where you are coming from or where you are

PERCE ROCK, 2016

Politiretan regine dokiim / Cast polyurethane resin

30 x 200 x 35 cm (kaidesiz / without plinth), 100 x 230 x 70 cm (kaideli / with plinth)
Fotograf / Photograph: Chroma (André Carvalho & Tugba Karatop)

going cannot be determined. Again, it is about being in transit, in-between. Cavusoglu's
interests are ethnographic, but the ethnography of the non-place, and the not-yet-defined
pluralistic world with its border-fear that is gradually becoming a reality. He studies
culture and its production in the form of the human condition. He is interested in what is
called duende, a feeling defined as a mysterious something that all feel and no amount of
philosophy can explain —a feeling that is a question. This is where non-places and non-art
become paramount for Cavusoglu and where he believes art realizes its full potentials. In
‘Black Tresses (Duende),’ 2016, you see a bronze cast of a set of hands interlocking. The
wrists are bound by human hair. The hands are at once seemingly at prayer or in the act of
cleansing, but they are also the hands of the artist and perhaps an allusion to the hand of
the creator. The work takes its cue and conceptual framework from a passage in book by
Federico Garcia Lorca entitled Gypsy Ballads (1928).
“If I should happen to die

| order you
tie up my hands

with your black tresses.”

The lyrics are poignant and Cavusoglu's response was to contextualize the idea and shift its
domain from the performative to the visual.

Alike to an abstract lighthouse guiding you through the whatevers and whereevers of the
world, and alike to the feeling of duende and the way it manifests in human activity and
spirituality, is Tarot. Tarot is an occult system of belief. And it is a belief that the renders
the facts of the future seemingly accessible — an idea that is essentially the basis of all
human desire for, and belief in irrationality and fate. In Cavusoglu's ‘Rock Jump’, 2014,
series of photographs people are captured in a moment of suspense, mid-leap. At bottom



ETANT DONNES |, 2016

Diasec baski / Diasec print

40 x 60 cm

left a Tarot card is referenced by its latin number and name. The photographs in the series
reference the Tarots for Judgement, The Sun, The Fool, Wheel of Fortune, The Magician,
Justice, and The Hanged Man. They are all Tarots from the Major Arcana. The specifics

of Tarot is reliant on whether the card is pulled upright or downward, only a change in
direction causing quite a difference in reading. This, again, lends to Cavusoglu's slant toward
and interest in duality and liminality. In Tolstoy's ‘A Confession,’ (1882), he compares being
sent to sea with a direction, thereafter getting lost and going adrift, rowing against the
current all while encountering others having the same struggle, only to remember later that
the oars, the boat, and the direction you were given at the start will lead you to shore. He
writes, ‘That shore was God; that direction was tradition; the oars were freedom given me
to pull for the shore and unite with God. And so the force of life was renewed in me, and |
again began to live." It is a choice. But the question remains whether it is a choice of your
own.

In-betweeness is dependant on duals and functions because of a clear indication of there
being opposites or difference —choice — and most certainly movement. Perhaps the most
clear dual that runs throughout Cavusoglu's exhibition is that of solidity and liquidity, and
more precisely, rock and sea. The space between rock and sea is no less of the earth that
the natural elements that bookend it, but it is a space less defined, spiritual in its cosmic
reference and ambiguity. With this you can go on to the many duals apparent to humanity,
and their endless reliance on each other. In the same way rock is corroded by water, water
is diverged by rock; each changes the other, whether for better or worse. And, in the case
of Tolstoy's metaphor, rock or land is salvation while the rough waters are only suitable for
those in doubt. So, in Cavusoglu's photographs there is, with the references to Tarot, also
this metaphoric presence of the un-captured instants despite the distilled moment of deep
individuality and abandonment. He captures the ambiguous and sees the beauty in that.

GOK KUBBENIN KATMANLARI - ANTROPOMORFIZM |

SPHERES OF THE FIRMAMENT - ANTHROPOMORPHISM 1, 2016

Tuval tizerine akrilik ve Uv baski / Acrylic and Uv print on canvas, 45,5 x 60,5 cm
Fotograf / Photograph: Chroma (André Carvalho & Tugba Karatop)

André Breton wrote ‘Arcanum 17’ in 1945, just after the end of World War II. The title
directly speaks to Tarot, and specifically to the 17th card, Star. The Star is non-knowledge,
it is surrealist. In the book he laments the perfect beauty of a rock situated in the Gulf of
Saint Lawrence on the tip of the Gaspé Peninsula in Quebec, Canada, and even goes so
far as to presume that, if measured, the golden ratio would occur in the rock. It appears
to the naked eye as that beautiful and perfect. The rock, Percé Rock, is in fact the most
photographed rock in the world, and sits slowly corroding in the sea. It is a nature-made,
ready-made, perfect work of Art. A thing that causes duende. Cavusoglu has collected
postcards from many times periods depicting the rock, and re-created a scaled-down,
yet large sculpture of the rock, epynomously titled. With this sculpture is another series
of photographs titled 'Etant Donnés,’ 2016, named after Duchamp's final and infamous
work. In the series Cavusoglu takes photos over which he superimposes the diagram for
the golden ratio, often finding and maybe even forcing a perfect something about an
average scene. The nature-made converges into a man-made.

Again using Duchamp as a reference, Cavusoglu titles his sculpture, ‘Fountain,’ 2016,
after the artist's famous early ready-made. Like 'Percé Rock’ he takes a nature-made or
hand-made and makes it into Art in a manner so as to both critique and proselytize the
whole process. But, in the case of ‘Fountain,’ the object that he uses predates Duchamp's
urinal by more than a century, and is a bronze cast of a hand-carved wooden table with
an embedded toilet basin. Here Cavusoglu juxtaposes mass-production with specialized
production all the while also speaking to art and history. And in so doing it becomes
itself a kind of liminal and transitory object, an object of in-betweenness. The same goes
for his paintings, like ‘Spheres of the Firmament - Anthropomorphism IV,’ 2016, in
which he paints the Pergamon Alter collaged with and made surreal by additions that



SESSIZ SUZULUS / SILENT GLIDE, 2008-2009

Ug kanalli senkronize HD video yerlestirme, sesli

Three channel synchronized HD video installation, sound, 00:25:00

200 x 200 x 283 x 200 cm

Ludwig Forum fiir Internationale Kunst'tan yerlestirme gériintiisi, Aachen, 2009
Installation view from Ludwig Forum fiir Internationale Kunst, Aachen, 2009

often reference back to his past works or even sometimes to other works in the exhibition.
In these works you see Cavusoglu again speaking to production levels but also to rock,
something in nature, being crafted and cultured by human aesthetics and the desire for art
and representation. The paintings are surreal in their appearance and too, in their ability to
ethnographically capture human desire to transform nature, or make art from that which
already exists as something else. James Clifford (1988) asserts that “...modern surrealism
and ethnography began with a reality deeply in question. The contrast is in fact generated
by a continuous play of the familiar and the strange, of which ethnography and surrealism
are two elements.” Cavusoglu's work does the very same, conflating the familiar and the
strange in a surrealist effort to ethnographically locate humanity and human spirituality (in
the sense of the desire to create art).

In Cavusoglu's two video works on view for the exhibition all of the above ideas and
paradigms come into the moving image. In ‘Silent Glide,' 2008-09, a three-channel
synchronized video installation with sound, he tells the story of a young academic who
found himself anchored in Hereke, a city in Turkey once known for their beautiful silks
and now home to Noah, a huge cement production facility. Already here is a nod towards
production levels, from hand-made to machine-made, and too to duality. The irony in the
name of the factory is not lost, either. The story that unravels in the video is that of both
spiritual questioning and love lost; in it the protagonist quote’s Tolstoy's ‘A Confession.’
Water is always a presence in the video, and the cement factory a literal and metaphoric
representation of the trenchant parallel that is water and rock and the ways they are both
symbiotic and corrosive.

LUNDY, LOUIS, BARGE ve TROY / LUNDY, LOUIS, BARGE and TROY, 2014
2 kanalli senkronize (1920 x 1080) HD video yerlestirmesi, sesli

2 channel synchronized (1920 x 1080) HD video installation, audio
00:06:31

4. Uluslararasi Canakkale Bienali’nden yerlestirme goriintiisi, 2014
Installation view from the 4th International Canakkale Biennial, 2014

In ‘Lundy, Louis, Barge, and Troy,' 2014, a two-channel synchronized video with audio,
Gavusoglu goes underwater to shipwrecks from the Battle of Gallipoli in World War

I. On one screen are the shipwrecks at the bottom of the sea, slowly rolling in a birds-
eye view, and on the other screen is the same point of view, but looking above at the
surface of the water. The past and present day are seen together both breathing with life,
whether nostalgic or current. The work is about remembrance and reconciliation, about
estrangement, a liminal thought-space. The viewer is even placed in-between the focal
points of the video, floating somewhere beneath the surface of the water. Solid and liquid
are ubiquitous and just like the suspense of Tarot, liminality a constant.

Cavusoglu is interested in the past as much as he is the present and future. His interest

in Tarot, in literature and theory and philosophy being just an instinctual move towards
better understanding, and the creation of work acting like totems of his attempts at
understanding and parsing through and around the present moment. The works in Which
sun gazed down on your last dream? each tell its own story while also critiquing modes of
production in art—the very same way the artists and thinkers he references did and still do.
Everything is a metaphor and everything is not.

*This quote is paraphrased slightly from the original text by Baudelaire, which reads: ‘Which sun gazed down
on his last dream?’



