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Biyik Kedide de Vardir
Canan $Senol, Pelin Tan* ile Soylesi

Tan: Canan, 1990°lL yillardaki islerin ile ozellikle minyatir
resim dilini kullandigin son donem islerinle karsilastirma
yaptigimda; oncelikle gorsel temsiliyet dilindeki dontsimu
goruyorum. Yani, video, fotograf gibi mecralar ile gercekci
(realist] bir gérsel dilin; minyatir gibi yogun sembolik bir
dile donusimd.

Hem gorsel dil, hem de yansittiklari temsiliyet bakimindan
farklibuldugum bu iki gorsel anlatim dili belki senin bastan
beri iktidar, panoptikon, toplumsal cinsiyet, toplumsal
baskilar ve ortik, bastirilmis degerler altindaki oznellikler
tUzerinde calistigin icin sana farkli gelmemekte. Sen bu di-
lin dontstimind nasil yorumluyorsun?

Senol: Irvin Cemil Schick bir soylesisinde Osmanli
Imparatorlugu'nda cinsel yasamin Turkiye'deki populer
kultdr icindeki izdisim icin soyle der:

Bu ne yazik ki Sarkiyatcr kaliplarin Turkiye'deki ortalama insanin
dinya goristine ne kadar nifuz etmis oldugunu gosteriyor. Bunun
sorumlularr yalniz Batililar degildir tabiatiyle, cumhuriyet doneminde
tedavile sokulan kiltirin de etkisi coktur ¢linki cumhuriyet donemi
kultirindn gayelerinden biri, ortalama vatandasi Osmanli gecmisine
yabancilastirmak olmustur. Bunu da, hi¢c olmazsa kismen, Osmanli
kurumlarini, kiclimseyerek yapmaya calismistir. Tekkeler miskinlik
yuvasi olarak temsil edilmis; Osmanli musikisinin monofonik ve ilkel,
divan edebiyatinin taklit¢i, sekilci ve yaraticiliktan uzak oldugu telkin
edilmis; son ¢ asrin saray efradi yozlasmis, dekadan korkak ve zalim
olarak betimlenmistir. Osmanli cinselliginin egzotiklestirilmesi de bu
kalemdendir [..] Gercekten de Osmanli cinselligi yabanci ilkel, vahsi,
tek kelimeyle “oteki” olarak temsil edilmistir cumhuriyet déneminde.

(Toplumsal Tarih Dergisi sy. 183, s.26)

Irvin Cemil Sckick'in saydigr kurumlarin arasina elbette
minyatir resim sanatinin kiicimsenmesini de ekleyebiliriz.
Bastan beri biopolitik kavramlar tzerinde calistigim goz
onune alinirsa, yakin Turkiye tarihi Gzerine is Uretirken de
gorsel dilin bu anlamda donisimu benim icin kacinilmaz
oldu bir yaniyla. Dolayisiyla bu dilin dontsimind bilin-
cli bir tercih olarak yorumlayabilirim. Benjamin'e gore,
“bir sanat Urtnundeki ruh ve onun maddi tezahtri
birbiriyle dylesine icten baglantilidir ki, bunlar arasindaki
iliski gerektigince ortaya konulabildiginde, ek bir yoruma
gerekkalmadan, birbirleriniaciklayabilecekdurumdadirlar.
“Otekilestirilmis™ bir gorsel dili, bugtnin “Gtekisinin”
temsiliyetinde kullanilmasi acisindan dnemli buluyorum.
GunUmuze ve yakin gecmise dair s6z soylerken sanatsal

anlamda bu cografyaya ait bir arkeolojik kazi yaptigimi da
diusundyorum. Icerik ve bicim her ne kadar benim acimdan
birbirini tamamlasa da bu anlamda bicim ile ikinci bir sozu
de tek bir isle séyleme sansini kendi acimdan yarattigimi
distindyorum.

Tan: ibretniima’da; Tiirkiye modernizminin gecis ve baski
travmalarini kadin kimligi Uzerinden aktariyorsun. Bel-
geselci (Dokiumenter] bir anlatim tarzini kullandigini
didsuindyor musun?

Senol: “Haberleri duyuranlar, eserleri nakledenler ve
zamanin olaylarini anlatanlar bildirirler ki” diye baslarmis
eski dogu masallari. Bundan dolayl, masal anlatanlara
eskiden “ravi” denilirmis. Her ne kadar gercek disi bir
diinya tanimi aklimiza gelse de masal denince, aslinda bir
cesit bellek aktarimi ve sozli tarihe isaret eder masallar
bana gore. Ve her masalda bir gercek payr mutlaka vardir.
Dolayisiyla, dokimanter bir anlatim tarzini kullandigimi
kabul etsem de isimi “video masal” olarak, kendimi de
bu isle “ravi” olarak tanimlamayi tercih ederim. Bununla
beraber kullandigim gorseller elbette dokimenter nitelik
tasiyor.

Tan: ibretniima’da, modernizm uygulamasinin bir toplum-
sal baski aracina dontsmesinin sireci, siddetin kullanimi
gibi konular yani sira; koy-kent, goc-uyum, kent kul-
tlrdntn modernizm ikilemi gibi konular tzerinde duruyor-
sun. Kente uyum ve go¢ travmalarinin toplumsal cinsiyet
uzerinde nasil etkileri var; isinde bunu nasil ele aliyorsun?

Senol: Toplumsal cinsiyet elbette iktidar icin bir icraat
alani olusturuyor. "Normalle”, anormali, mesruyla, gayri
mesruyu belirleyerek kendi gucuini gosterirken, bir yan-
dan da toplumsal cinsiyeti yeniden insa ediyor. Turkiye
modernizmi de bu insa sirecini “surete” ceki dizen
verme Uzerinden gerceklestirdi bana gore. Ibretnima’da
da bir kadinin yasam hikayesinden yola cikarken, toplum-
sal cinsiyet insasinin suret Gzerinden “normallestirme,
mesrulastirma” sirecine tanik oluyoruz. Yine ayni video
da bir kusak oncesinin ve sonrasinin  “normallestirilme,
mesrulastirma” sireclerini farkli insa sirecleri icinde
gormemiz mumkun. Bir onceki insa sireci modernlesme
uzerineyken bir sonraki muhafazakarlastirma Uzerine
gerceklesiyor. Bu insa surecleri bazen disaridan gelen so-
mut bir baski niteliginde, bazen de toplum ve din gibi ik-
tidar alanlari tarafindan izlenip ve kontrol altina alinarak
gerceklesiyor buvideoda. Ve her ikiinsa siirecinin arasinda
sikisip kalmanin olduk¢a zorlu bir beden kontroline
dayandigr konusunda bir s6z de sdylemeye calisiyorum
“ibretnima” ile.

Tan: Sergide yer alan diger islerinden bahsedebilir miyiz?

Senol: Sergide bulunan tim isler gecmis ile bugln
arasinda bir yani ile baglanti kurmak diger bir yani ile ise
karsilastirma yapmak tUzerinden kurguland.

Kusursuz Gizellik 7 parcadan olusan bir minyatir serisi.
17. yizyilin sonlarinda yasamis Levni'nin ve 18. yizyilin ilk
yarisinda yasamis Abdullah Buhari'nin kadin figtrleri-
nin manipule edilmis halleri ile karsilasiyoruz bu seride.
Her iki nakkas da Lale devrinin nakkasi olarak sanat tari-
himiz de onemli bir yere sahip. Bu 7 parcadan olusan
seride bulunan her minyatirde ayri bir glzellik tanimi ile
karsilasiyoruz. Yuvarlaklik, kirmizilik, ktcuklik, uzunluk,
siyahlik, sikilik ve genislik olmak tzere glzellik taniminin
kategorize edildigi ayrica bir metin de eslik ediyor min-
yaturlere.

17. yuzyilda kaleme alinan “Tuhveti'l Muateehhilinadli
bahnameden alinan metinler dénemin gizellik tanimi Uz-
erine bize ipuclari veriyor. Elbette gecmisin gizellik tanimi
uzerine belli bir bilgi sahibi olurken, ginimuzin guzellik
tanimi ile karsilastirmali bir bakis acisina da sahip oluyo-
ruz bu is ile. S6z gelimi 17. yy da semiz kadin daha mak-
bul ve kara kasli kara gozlu bir kadin gizel kabul edil-
irken ginumuz kadininin guzellik tanimi neredeyse tam
tersi. Farkli yizyillarda farkli giizellik tanimlarinin olmasi
cografik olarak bize hangi kulturlerin baskin oldugunu
gosterirken, kadin bedenine yapilan mudahalenin bugin
ya da gecmiste bir farklilik tasimadigini, aksine her iki za-
manda da eril bakis acisi tarafindan belli glzellik kaliplari
icerisine alinmis bir beden kontrold oldugunu gozler 6ntine
seriyor.

“Gulsah Savasiyor” [s.16] 13. yy da yazilmis “Gilsah ve Var-
ka” adli mesnevinin yazmasinda bulunan bir minyatirden
alintidir. “Gilsah ve Varka” hikayesini okudugumuzda
sasirtict bir sekilde Romeo ve Juliet hikayesi ile olan
benzerligini fark ederiz. Buradaki en blytk fark elbette
Gilsah ve Varka mesnevisi 13. yy. da yazilmistir. Giilsah,
Juliet'in aksine zirh giyinip, Varka ile dovis talimi yapan,
gucll ve savascl bir kadindir.

“Gulsah ve Varka” nin disinda "Hiinsa-tasakli kadin” [s. 11-
12] benim a¢imdan sergide onemli bir yere sahip. Osmanli
tarihinde Halife Sultanin seyh olma hikayesinden esin-
lenerek gerceklestirdigim bir calisma bu. Aslinda daha
cok giclu kadinlarin erillestirilerek ancak belli bir yerlere
gelmesine ornek teskil ettigi icin bu hikaye ilgimi cekti.
Kisaca hikaye soyle:

14.ylzyiin hemen baslarinda Horasan'dan Anadolu’ya ge-
len, Seydisehir'i kurmak dahil nice keramet gdsterdikten
sonra bu dinyadan ayrilan Seyyid Harun'un yerine kimin
gececedi konusunda tartisma cikar: (Tahsilli) kizi Halife
Sultan mi, (okumamis) kardesi oglu Musa mi? Geng ve
liyakatsiz Musa'dansa, ilim ve takva sahibi Halife Sultan
secilir. Ama taraftarlari kendisinin hiinsa oldugunu, hatta
bazilari seyhin duasiyla cins degistirip erkek oldugunu sa-
vunmak zorunda kalirlar. (Makalat, 60,62) Hic olmazsa baz
cevrelerde kadin seyhtense hiinsa, hiinsadansa transsek-
stel seyh yegdir demek ki [...] Mevlevilik tzerine yapilan
bir calismaya gore 16. ylzyila kadar cesitli cemaatlerin
seyhligini Ustlenen kadinlar sonralari boylesi yonetici
konumunda goridlmezler. Hatta giderek tarikat ayinleri
sirasinda uygulanan cins ayriminin dozu artar. 19. yizyilin
en basarili sairlerinden Leyla Hanim'in (61.1848). “Allahim,
bir et parcasini benden neden esirgedin” diye matbah
kapisinda agladigi anlatilir (Gépinarli, s.281)

(Caglarboyu Anadolu'da Kadin-Anadolu Kadininin 9000 yili, T.C.
Kultur Bakanligi Anitlar ve Mizeler Mudirligi, ISBN 975-17-1185-1
s. 195,196)

Son is olarak Vakvak Agaci'ndan bahsedebiliriz. “Vakvak
Agaci” [s. 17-18] yine ibretniima gibi minyatirlerden ve
yakin Turkiye tarihine ait gorsellerden olusan bir video ani-
masyon. “Vakvak” kelimesi Turkce'de cocuk dilinde 6rdek
anlamina gelse de, o donemlerde kullanilan Osmanlica da
Vakvak, Farsca bir kelime olup “korku” anlamina gelir.
Bu video, adini Islamiyet’'e gore cehennemde bulunan,
meyveleri insan kafasi olan efsanevi bir agactan alir. Ama
asil dnemli olan bu mitolojik agacin bir tarihsel olaymn isim
anasl olmasidir.

1655'de Girit Savasi'ndan donen yenicerilerin paralarini
alamadiklariicin isyan ¢ikarmalari tizerine Sultanahmet'te
bulunan cinar agacina o kadar ¢cok adam asilmistir ki, mi-
tolojide meyveleriinsan seklinde olanbuagacabenzemistir.
Onun icin bu agaca “vakvak agaci”, insanlarin bu agaca
asildigl olaya da vaka-i vakvakiye denmistir. Videoyu, Islam
Mitolojisi'nde bulunan bu agactan ve Osmanli donemind-
eki yeniceri isyanindan yola c¢ikip, yakin Turkiye tarihinde
varolan askeri darbeler ile baglanti kurarak kurgulamayi
tercih ettim.

* Pelin Tan, sosyolog ve sanat tarihci, Muhtelif giincel sanat dergisi
editory, Istanbul



Even a Cat Has a Mustache
Canan Senol interview with Pelin Tan*

Tan: Canan, when | compare your work from the 1990’s
with your recent works in which you mainly use the picto-
rial language of oriental miniatures, | first see your trans-
formation in the visual representation language/technique.
It's a change from a more realistic visual language, such
as video and photography, to a language that is more in-
tensely symbolic.

These two visual representation techniques which | find
very different as visual languages and as representation
methods probably don’t seem very different to you, since
you have been working on issues such as the government,
the panopticon, public gender and the subjectivity under
public suppression and covered and repressed values.
How do you explain this transformation?

Senol: In one of his interviews, Irvin Cemil Schick com-
ments on the reflection of sexual life in the Otoman Empire
in the Turkish popular life as such:

This unfortunately shows how the Eastern mindsets have influenced the
world view of the average Turkish citizen. Naturally, Westerners are not
the only ones responsible for this effect since republican culture mainly
aimed to estrange the average citizen from their Ottoman past. They have
accomplished this at least partially by demeaning Ottoman institutions.
The dervish lodges have been represented as “houses of laziness”; tra-
ditional Ottoman music has been described as monophonic and primal;
classical Ottoman poetry as a forgery, formalist and far from creative,
and; the palace folk of the last three centuries as degenerate, decadent,
cowardly and cruel. That is why Ottoman sexuality has been exoticized [...]
In Ottoman times sexuality has really been represented as primal and as
cruel as - in a word - “the other”.

Toplumsal Tarih Dergisi (“Social History Journal”) No.183, p26

We can certainly add to Irvin Cemil Sckick’s list the scorn
for oriental miniature. Considering that | have been dealing
with biopolitical concepts since the beginning, the trans-
formation of the visual language in my work, as | focused
upon it in recent Turkish history, was inevitable for me.
Therefore, | can explain this change in the language as a
conscious choice. According to Benjamin, in a piece of art,
the essence and the physical appearance are sointertwined
that when the relation between them is put forward well,
they are able to explain each other with no other interpre-
tation needed. | find it necessary to use a representative
language pertaining to the underlying “other” meaning, to
represent the necessary “others” of today. As | speak of
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today and the recent past, | think that | also make an ar-
chaeological excavation in the artistic sense. Even though
for me, the content and the format complete each other,
| believe that through the format, | allow myself to say a
second word with one work.

Tan: In Exemplary, you reveal the repressive trauma oc-
curring during the switch to modernity in Turkey through
the female identity. Do you think you are using a documen-
tary style?

Senol: Eastern tales start as “the news broadcasters, the
monument shippers, the story-tellers of the day say that...”
Therefore, the story-tellers used to be called “ravi.” Al-
though we immediately think of an unrealistic world when
we think of a fable, | think that fables point to a kind of
mind transfer and verbal history. And every fable contains
a truth. Therefore, even though | accept that | am using
a documentary expression style, | prefer to describe my
work as “video-fable” and myself as “ravi” in this work. In
addition, the images | use certainly have a documentary
quality.

Tan: In Exemplary, besides matters such as the process
of implementations of modernity turning into violence and
tools of public repression, you touch on issues such as
rural-urban life, immigration-adaptation and the duality of
urban culture. How do the adaptation to urban life and im-
migration traumas reflect on public gender, and how do
you take on these issues in your work?

Senol: Public gender certainly is a practice area for the
government. As the government demonstrates its power
by redefining the “normal” and the “abnormal”, the legiti-
mate and the illegitimate, it also reconstructs public gen-
der. In my opinion, Turkey's modernization depended on
sprucing up (or manipulating) this “image”. In Exemplary,
we witness the process of "normalizing” or “legitimizing”
the public gender through the image of a woman. In the
same video, we can see the "normalization” or “legitimiza-
tion” process of the previous and the next generations.
The previous building process focused on modernizing
whereas the next one focuses on conservatism. These
reconstruction processes in the video are sometimes de-
picted as an outside pressure, whereas other times they
are maintained by the observance and control of power
structures such as public opinion or religion. | also want to
say through Exemplary that getting stuck between the two
processes requires a difficult body control.

Tan: Can you talk about your other works in the exhibit?

Senol: All the works in the exhibit were created both to con-
nect the past and the present, and to compare the two.

Perfect Beauty is a miniature series of seven composi-
tions. In this series, we come across the manipulated fe-
male figures of Levni (who lived towards the end of the 17th
century) and Abdullah Buhari (who lived in the first half of
the 18th century). Both artists have an important place in
our art history as miniaturists of the Tulip Era. In each of
the seven pieces, we are introduced to a new definition of
beauty. Each piece is accompanied by a text describing the
beauty condition: darkness, roundness, tightness, small-
ness, breadth, length and redness.

The texts have been taken from “Tuhveti'l Miteehhi-
lin” which is a book of sexual subjects written in the 17th
century. While we certainly learn about past definitions of
beauty through the work, we also acquire a comparative
view of the esthetic qualities of the past and today. For in-
stance, in the 17th century, a full-figured or “overweight”
woman was assumed to be more desirable, and a woman
with dark eyes and eyebrows more beautiful; the beauty
standards for women today are almost the opposite. As
these varying beauty descriptions hint at the ruling cul-
tures of the day, they also demonstrate that interference
with the female body has not changed since that time; on
the contrary, in both eras dominant male views controlled
the female figure.

“Gulsah Savasiyor” [p16] is an excerpt from a miniature in-
cluded in a manuscript of the13th century poem “Giilsah
and Varka”. When we read “Gulsah and Varka”, we notice
similarities between this story and the story of "Romeo and
Juliet”. The most important difference here is of course the
fact that "Gilsah and Varka” was written in the 13th centu-
ry. Unlike Juliet, Giilsah is a powerful warrior woman who
wears a shield and exercises fighting skills with Varka.

Besides “Gulsah and Varka”, “Hinsa - the woman with
testicles” [pp 11-12] has an important place in the exhibit
for me. In the making of this work, | was influenced by the
story from Otoman history of Halife Sultan becoming the
sheikh. The story drew my attention because it shows that
powerful women could only attain a higher position by be-
coming masculine. Briefly, the story is as follows:

In the beginning of the 14th century, an argument arose
about who would replace Seyyid Harun, who passed away
after he came from Horasan to Anatolia, accomplishing
many deeds including the establishment of Seydisehir.

Would it be the (educated) daughter Sultan Halife or the
(uneducated) niece Musa? Instead of the young and incom-
petent Musa, the well-read Sultan Halife was chosen. How-
ever, her supporters had to defend that she was a “hiinsa”,
and some even declared that she had changed her gender
with the sheikh's prayer, becoming a male. (Makalat, 60,
62) At very least, this means that in some circles, a hiinsa
exceeds a woman sheikh and a transexual sheikh exceeds
a woman sheikh [...] According to a study on the Mevlevi
order, women who have ruled many religious communities
are not seen in such executive positions later on. More-
over, discrimination during community prayers increases.
One of the most successful poets of the 19th century, Leyla
Hanim (Ms. Leyla, d.1848] is told to cry out at the kitchen
door saying: "My God, why have you forsaken me, a piece
of flesh?” (Gépinarli, p. 281)

(Woman in Anatolia over the Centuries - 9000 Years of the Anatolian
Woman, Ministry of Culture of Turkey, Directorate of Monuments and
Museums, ISBN 975-17-1185-1 p. 195,196)

We can talk about Vakvak Tree as the last work [pp 17-18].
Vakvak Tree, like Exemplary, is a video-animation con-
sisting of miniatures reflecting recent Turkish history. Al-
though the word "Vakvak” means “duck” in the vernacular
Turkish language of children, in the Otoman language of
the time it is a word with Persian roots meaning “fear”.

This video takes its name from the legendary tree that lives
in hell and has human heads as fruits, according to Islam.
However, the most important thing here is that this mytho-
logical tree has given its name to a historical event.

In 1655, afterthe uprising of the Jannisaries due to their not
receiving their payment, many were hanged on the plane
tree in Sultanahmet, causing it to resemble this mythologi-
cal tree with fruits shaped like human heads. Therefore,
this tree has been called the “vakvak tree” and the incident
in which people were hanged on this tree has been named
“vaka-i vakvakiye” (the incident of vakvak].

| preferred constructing the video based on this tree and
the Janissary incident in Otoman times, and connecting it
with the military strikes that took place in recent Turkish
history.

* Pelin Tan, sociologist, art historian and editor of various contemporary
art magazines, istanbul



Fadike

oglak derisi tizerine asetat ve mirekkep
acetate and ink on goat skin vellum

40 x 56 cm

2009

Nine ve Asso Nine

Granny and Granny Asso

oglak derisi tzerine asetat ve mirekkep
acetate and ink on goat skin vellum

54 x40 cm

2009




Koca
The Husband

aherli kagit Uzerine mirekkep
ink on special paper
33x41cm

2009

Otobusteki Delikanli
The Young Man on the Bus

aherli kagit Gzerine mirekkep
ink on special paper

34 x 47 cm

2009




Koy Meydani
Village Square

aherli kagit tzerine murekkep ve fotograf
ink and photography on special paper
35x50cm

2009

Kaynana Bekaret

Bezini Beklerken

Mother-in-Law Waiting

for the Virginity Rag

aherli kagit Uzerine mirekkep, altin, fotograf
ink, gold and photography on special paper
49 x 33 cm

2009
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Kadin (Hinsa)

Woman With Testicles (Hiinsa)
aherli kagit dzerine murekkep, altin, fotograf

(

Tasak

ink, gold and photography on special paper

35x 50 cm

2009
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Gilsah Savaslyor

Gilsah is Fighting

aherli kagit Gzerine mirekkep ve altin
ink and gold on special paper

35x 100 cm

2009
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Vakvak Agaci Il
Vakvak Tree Il

aherli kagit Uzerine altin ve mirekkep
ink and gold on special paper

96 x 68 cm (unframed/cercevesiz)
2009
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Vakvak Agaci |
Vakvak Tree |

aherli kagit Gzerine altin ve mirekkep
ink and gold on special paper

35 x 50 cm (unframed/cercevesiz)
2009

19

This catalogue, of which 750 were printed, has been
prepared by x-ist on the occasion of Canan $enol’s exhibition
Biyik Kedide de Vardir/ Even a Cat Has a Mustache

shown from 21 Ocak / January to 13 Subat / February 2010

Yayinlayan / Published by

Arti Sanat Uretim Hizmetleri Ltd. Sti.
Abdi Ipekci Caddesi

Kasikcioglu Apt.

No:46 D:2 Nisantasl, Istanbul, Tiirkiye
T+90212 29177 84

F +90 212 343 69 35

Grafik Tasarim / Graphic Design
Oliver Perrin

Koordinasiyon / Coordination
Meral Soyler

Fotograflar / Photographs
Mesut Givenli

Renk Ayrimi, Baski ve Cilt / Color Separation & Printing
Mart Matbaacilik Sanatlari Tic. ve San. Ltd. Sti.

Mart Plaza, Merkez Mh. Ceylan Sk. No. 24
Nurtepe, Kagithane, istanbul, Tarkiye
T+90 21232123 00 (pbx]

F+90212 2951107

ity www.martmatbaa.com.tr

© Tiim yayin haklari saklidir. izin almadan ¢ogaltilamaz,
yayinlanamaz, dagitilamaz.

© All rights reserved. No part of this publication may be
reproduced or transmitted without permission.

20






