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Nazim Unal Yilmaz'in, izleyiciyi Galerist'teki kisisel sergisiyle ‘Daima ileri‘ye
gotlren resim anlayisl, sanatginin 6zgin renk paleti ve uzamin verdigi bas
dénmesinin, ressamin kendini fark eden izleyiciye aklama telasinin izlerini
barindiriyor.

GUnlmz imge d6mrinin mili-saniyelerle, kiymetinin elektronik
tebessiim ve asik suratlarla 6lclldigu bir diinyada, disavurumcu ve figUratif
bir yaklagimla tuvalde art arda belirmis bu resimler, ulusal palet tarihinin belli
basl kidemlileri, Fikret Mualla, Abidin Dino, Cihat Burak, Orhan Peker, daha
yakina geldigimizde Yavuz Tanyeli, Mehmet Glleryliz, Altan Celem gibi daha
bir cok imzayla selamlasir bir tavir ortakhidi gézetiyor.

Elbette, betimledigi diinyalarin elestirel kurgusu, hayalin hakikatine
gosterdidi iltimas ile, Yilmaz'in resimleri uluslararasi sovaleleri de akla
getiriyor; bir bigim, renk ve dert ortakligi cagrisimi yapiyor. Resimlerine seffaf
birer takvim yapradi misali bolUstlrdigu gorintiler ile, resmin kendisinden
dahi kurtulmasi, kendi igcinde hakikatin davalisi ve davacisi olma yolunu segen
sanatcl, desen ve pentlr iliskisine de bu vesileyle esit yaklasarak, Ronesans
ve gagdas pentlrdeki ustalarinin yaptigi gibi, kendi kendine, ama tarihi bir
bilincle ve sadakatle ¢alisiyor.

Yilmaz'in, sergideki eli kolu dolu, her seye ragmen varligindan 6diinstiz,
hatta varolus seviyesini burnu havada bir gururla savunan ‘Otoportre’sinde
kendi imgesini Uretirken, onun ilk elden ve gézden tiiketicisi olmanin elestirel
bolinmUsliguni vurgulayan Yilmaz, resmettigi insanla, bildigi insan arasinda
esit mesafede durarak bir gerilime vesile olmamaya 6zen gdsteriyor. Bu
alcakgonulld, bir bekar evi aynasi diristligini tasiyan dobra ve huzursuz
imge, bir samimiyet kompozisyonu denemesi olarak sergide yerini aliyor.

Ressam, dis ve gercek arasindaki ¢ikar ortakliginin zevkinin farkinda
oldugunu teyid eder yapiti, ‘Kalamar Oyunu’nda ise, izleyicinin tabu ve
onyargilarla dansa kalkmasini tesvik ettigi bir anidenlik sinavinda, adeta
gonulla gézetmenlik yapiyor. ‘Kalamar Oyunu’, klasik Yunan genc erkeginin,
hani neredeyse imrenilecek torsosunun diriliginde, giin 1siginin insan eti, kasi
ve kudreti lizerindeki aydinligini yansitiyor.

‘Gékkugagi Akinr'ninda ise tuvalin ikram ettigi bu sinirsiz ve ‘Daima
Yukari'ya bagimli hale gelmis gizelligin Urettigi gorsel sarhoslukta
sezilen kristalize ve transparan bereketle, anilik, aciliyet, anin bellege
kazircasina comert kayitlari, Yilmaz resminin karakteristik, kavramsal ve
teknik enstrimanlarindan ilk goze carpanlar oluyor. Cok gegcmeden, bu
kompozisyonun, seyisini lizerinden ugurlayan dortnala bir atin 6zgtrlik
renklerine yapilmis soyut bir iltifat manzarasi oldugu anlasiliyor.
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LOOKING UP AND DOWN
ON ‘ALWAYS FORWARD’

Nazim Unal Yilmaz's approach in peinture in his solo exhibition at Galerist
that evidently leads the spectator ‘always forward’, carries the traces of the
self-justification of an artist who is dizzy with his personal palette of colours
and space.

In a time when the lifespan of an image is measured in miliseconds,
and its value in virtual smiles and frowns, these paintings salute the brushes
of such veterans of the nation’s painting history as Fikret Mualla, Abidin Dino,
Cihat Burak and Orhan Peker with their distinct personal styles, or from a more
recent period, Yavuz Tanyeli, Mehmet Glileryliz and Altan Celem, with their
attitude and their concerns.

Indeed, Yilmaz’'s paintings allude to such international names as Julian
Schnabel, Georg Baselitz, Oscar Kokoschka, Lucian Freud and Markus Llipertz,
with the critical formation of the depicted universes, as well as the attention
to the factualness of these fictions.

Yilmaz's ‘Auto-Portrait’, which is so uncompromisingly proud despite
the figure’s occupied hands and rotten flesh, contain a productive dilemma
with a depiction similar to a prehistoric deity from the Far East cultures.
Emphasising the duality of being the creator of the image as well as the
first to consume it, he is careful to not cause tension between the person
he knows and the person he paints by keeping equal distance to the richer
and poorer interests of his inner energies. The outspoken and unrestful image
is a composition of the sincerity of what the heart and the mind each see.

‘Squid Game’, which records in a glimpse the pressure of the common
interest of dreams and reality, acts as a volunteer and promotes the spectator
to dance with - or rear up against - taboos and prejudices. This is a painting-
dream that bears a dark yellow eroticism of the smeared sunlight on the
Olympic-record-worthy torso of the classical Greco man with his flesh,
muscle and potency bathed in olive oil. On it, the ‘horsepower’ of the freedom
of fantasy is put to test at the closest possible distance. With the white action
elements pouring into the painting like firecrackers, the swallowing clouds
and the full moon in the background, ‘Squid Game’, whose dignified grandeur
imbues the viewer with the privacy of the fleetingness of dreams, feels more
permeable and concise than the barren images of the current times.

The visual potential of beauty offered by the canvas that has become
addicted to this ‘Always Forward’ attitude proposes a stablemate kind of
relationship with the crystallized, transparent abundance perceived in the
intoxicated imagery of the painting titled ‘Rainbow Raid’ - indeed, the viewer
may understand very late into their contemplation that they are face to face



Sanatcinin ‘Grafik’ isimli yapitinda da, Ust Uste yapilan bu pozlama
bereketinin baska bir dykisu okunabiliyor. Kisinin ast ve Ust mertebeler
arasinda c¢iktigi kariyer basamaklarini cakirkeyif bir hakikilikle izleyicinin
suratina vuran Yilmaz, ylzini tam secemediysek de kim oldugundan
kusku duymadigimiz bizlerin kolektif bir portresini yaparken, kapitalizmin
ikiyazltlugune yonelik, iki uglu duygudurum bozuklugu teshisi koymaktan
cekinmiyor.

Nazim Unal Yilmaz'in ‘Polis ve Avangart’ kompozisyonunda da, yine
ruhlarini cagirdigi Ustatlara dair degerli gondermeler geziniyor. Tasidigi bas
donduirlcl etkiyle, izleyicinin zaman, mekan, aidiyet ve aciliyet seviyesini
sinayan ressam, bu kirik dokuk, olasiliklar hurdaligi zaman makinesiyle,
bu sefer de bizi, Kiibist avangart Pablo Picasso’nun 1907 tarihli ‘Avignonlu
Kadinlar'ina metafizik bir merdiven boslugundan seslenir durumda birakiyor.

Sanatgidan beklenen gizemi géstermeyi siirdiiren ve yapitlar arasinda
gercekistl ve disavurumcu bir blinye ile var olan simetrik kompozisyonu ile
‘Gegcit’, resmedilen ile izleyici arasindaki suc ortakhdini yeniden glindeme
getiriyor. Bu galismasi ile sanatgi, hakikatin sogukkanliligi ve masalsi renklerini
ayni ylzeyde karsilastiriyor.

Yilmaz, bu usandiran samimiyetin yogurdugu zaman unsurunu ‘Artik
Annesinin Oglu Olmayan Adamlar’ isimli yapitiyla da tekrar sorunsallastiriyor.
Eseri Ust kismindaki sahici bir saat mekanizmasi ile diizenleyen ressam,
kurulmadigi siirece havada asili kalacak, bagka deger ve durumlar karsisinda
geri kalacak bir zamanda tasvir ettigi genc yasgli, irili ufakli insanlar Gizerinden,
iktidar segeneklerini kusaktan kusaga tartisiyor.

Sanatg¢inin, mor bir paletin hakim oldugu ‘AP’ isimli figUratif galismasi,
insan dogasinin 6l ve diri arasinda seyreden muhtelif varolus durumlarini
mesele edinen, eril bir dikey U¢li kompozisyonu 6niimiize koyuyor. Her
nedense carpilmig, lanetlenmis veya yenilgiye ugratilan, 6limin kendilerini
bulmasinin lGzerlerinde yarattigi saskinligi henliz bakislarindan atamayan (¢
gencg erkegin hakim oldugu bu resim, magdurlarin bakislarina sakladigi maktul
veya yaradan lzerinden, dinya hallerinin faniligini yliziimize vuruyor.

Ressamin, ‘Merdiven Cikan Hayvan’ tuvalinde, kendi icinde ¢ogaltmak
suretiyle 6nerdigi mahluklarin glinimuzde ister giindelik hayat, ister medya
ve isterse rliyasinda gorduklerine inanamayacak kadar 6nyargili, sabirsiz,
empatiden yoksun ve duygusal yetmezlik ceken her tirden, her yerden
insana agik tuttugu, biricik bir tanigsma firsati sunuyor.

Sanatcinin ‘Daima ileri’ baslikli sergisinde yer alan devasa ikili duvar
kompozisyonu; ‘Bir Esrarkes, Bir Ressam, Bir Otuzbirci Olarak’ otoportresi
ile Yilmaz, tasvirde duristligin nerede baslayip, nerede bitmesi gerektigini,
sanat piyasasinin hangi degerlere gore endeksini tayin ettigini, izleyiciye
kendini teshir eden bu kabaremsi sahneleme ¢alismasi ile glindeme aliyor.

Keza sanatginin ‘Etit’ isimli eserinde de, yine bu zihinsel, plastik ve
duygusal yariklara esit g6z ve sz hakki tanindigi gorulebiliyor. Muhtemel
bir ayna 6nilinde, kimligi belirsiz bir varlik, tim cekici karanhidinin derinligi
ile ressamla yoldaslik ederek ona espas hakkinda yonlendirmelerde bulunuyor.
Ressami vecd halinde, ilham kaynadi ile temas kurdugu sirada tasvir etmeye
yeltenmis bu ilging calisma, nasil anlattigindan ziyade, neyi anlattigina
dikkat ceker algakgonalliligu ile diger yapitlarla ayni 6zglinlik sirasindaki
yerini aliyor.

Bunun gibi, sanatcinin, imgelemin kosulsuz 6zglrltk talebine kayitsiz
kalmayarak, resmin bir hizmet vermekle miikellef olmamasindan yana aldidi
tavizsiz tavir, sergideki ‘Atlas’ gibi abslird ama samimi kompozisyonlarla da
saglam kiliniyor.

Yilmaz, ‘Daima ileri’ gitmekten kusku duyan bir tarihin aggézIi varisleri
olarak bizlere karsi, hayal glicinin kendi ekolojisi lehine anti-sosyal bir mesafe
gozetiyor. Yasamin da, 6liumin de dikine giden bu maskesiz tavir, her yeni
bakista yapitlarin 6limsUzlUk olasihdini tekrar ylkseltiyor. Bu da, serginin
tartistigi gibi, g6zt donmus bicimde daima yukari gitmektense, yasamda,
diinyada ve sanatta etkilesime girdigimiz her unsuru, basta kendimiz olmak
Uzere her yonuyle asagdi yukari kabullenebilme ve buna gore birlikte var
olabilme seviyemizle iligski kuruyor.

Evrim Altug

with an orgy of actions. Elements such as spontaneity, urgency, and the
generous recording of the moment are the first to catch the eye among the
characteristic, conceptual and technical instruments of Yilmaz's painting.
It soon becomes clear that this composition is an abstract compliment to
the colours of freedom of a galloping horse that bids farewell to its groom.

Another story of the above-mentioned abundance of exposure can
be seen in the painting titled ‘Graphic’. Here, Yilmaz hits the audience in the
face with a tipsy genuineness on the steps of career and wealth that we go up
and down between the lower and higher levels, depicting a collective portrait
of ourselves, even though we cannot distinguish the faces. Yilmaz maintains
a sadistic and masochistic impression of the hypocrisy of capitalism, which
he diagnoses with bipolar disorder. Choosing to free the painting from itself
and to be both the defendant and pursuer of truth, with the images that he
‘divides’ with what looks like transparent calendar leaves in his paintings, the
artist, on this occasion, approaches the tension between drawing and painting
equally, on the same surface. Yilmaz works on his own, but with a historical
consciousness, faithfully, as the masters of the Renaissance and contemporary
peinture did in their artistic laboratories where they sought original imagery.

Nazim Unal Yilmaz’s composition in his painting ‘Police and the Avant-
garde’ also contains precious references to the masters whose souls he has
summoned. Testing the spectator’s perception of time, space, belonging
and urgency with its dizzying effect, the painter, with this makeshift time
machine made up of a scrapyard of possibilities, seems to leave us calling
from a metaphysical stairway similar to the Cubist avant-garde Pablo Picasso’s
‘Les Demoiselles d’Avignon’, dated 1907. As the Hitchcock-flavored, dizzy’,
vertigo-inducing work titled ‘Police and the Avant-Garde’ title evokes, Yilmaz's
works allude to the official plastic strips that crime scene investigation teams
use for ‘detaining’ time and space. Similar to the act of collecting the traces
that the victims the suspects leave behind, it contains both a funny and
frightening, sleuthing and imaginary flavour of bureaucracy.

In the painting titled ‘Passage’, exhibited with its surreal and
expressionistic presence, the mystery expected from the artist continues
to reveal itself. Bringing forth the complicity between the pictured and the
viewer once again, this work manages to compare the colours of fairy tales,
the haunting of nightmares, the richness of dreams and the coolness of truth
on the same surface. Yilmaz also problematizes the time factor kneaded by
this tedious sincerity in his work titled ‘Men Who Are No More His Mother’s
Son’. Including in the composition an actual clock mechanism, the painter
also brings into discussion the power relations between people from different
generations, through the people he portrays, young and old, large and small,
at a time that will suspend in thin air, and will fall behind in the face of other
values and situations.

The serigraphic ‘big brother’ effect created by the artist by duplicating
the canvas within itself creates an advantageous situation in terms of whether
the ‘creatures’ produced by the imagination he proposes will reappear before
the audience. With ‘The Monster Climbing the Stairs’, Yilmaz now offers a
unique contact, a chance to get to know, which he keeps open to people of
all kinds, from everywhere, who are prejudiced, impatient, lacking empathy
and suffering from sensory deficiencies, whether in daily life, in the media
or in their dreams.

The diptych painting titled ‘Always Forward (Self-portrait as a pothead,
wanker and a painter)’, a gigantic double wall composition, clearly represents
the same gaze and the same questions both inside and outside. With his self-
portrait, Yilmaz investigates where honesty should begin and end in depiction,
according to which values the of art market determines its index, in this
‘cabaret’-like staging, a mise-en-scene that exposes itself to the audience.

These mental, formal and emotional clefts are similarly given equal
representations in the painting titled ‘Study’. In front of a reflective surface,
an unidentified entity with its deep dark attractiveness, accompanies the
painter and guides him on internal and external ‘space’. This interesting
artwork which attempts to depict the painter in an ‘ecstatic’ state while
in contact with his inspiration, draws attention to what he tells rather than
the way he tells it.

The artist’'s uncompromising attitude of not being indifferent to the
imagination’s demand for unconditional freedom, and allowing that the
painting is not obliged to provide a service, is emphasised with absurd but
sincere compositions such as ‘Atlas’, which carry autobiographical references.

Nazim Unal Yilmaz keeps an anti-social distance with the greedy heirs of
a history that is skeptical of going ‘Always Forward’, in favor of the nature of the
imagination. This straightforward attitude, which goes against life and death,
raises the chance of immortality with every new gaze that is directed towards
the artworks. As the exhibition argues, this is related to our ability to accept
every element we may interact with in art, in life and in the world, in all aspects,
and to coexist accordingly, rather than going ‘always forward’ in a frenzy.

Evrim Altug

Avangard ve Polis, 2022, tuval lzerine yagliboya, 200 x 160 cm
Avantgarde and the Police, 2022, oil on canvas, 200 x 160 cm

Gokkusagi Akini, 2022, tuval tzerine yagliboya, 200 x 160 cm
Rainbow Raid, 2022, oil on canvas, 200 x 160 cm



Etiit, 2018, tuval Gzerine yagliboya, 175 x 140 cm
Study, 2018, oil on canvas, 175 x 140 cm

AP, 2021, tuval tizerine yagliboya, 200 x 160 cm Artik Annesinin Oglu Olmayan Adamlar, 2019, tuval lzerine yagliboya, saat motoru, 160 x 140 cm
Versatile, 2021, oil on canvas, 200 x 160 cm 4 No Longer His Mother’s Sons, 2019, oil on canvas, clock engine, 160 x 140 cm 5



Daima ileri (Esrarkes, Otuzbirci ve Ressam Olarak Otoportre),
2020, tuval lizerine yaglboya, diptik, 160 x 140 cm (her biri)
Always Forward (Self-portrait as a Pothead, Wanker and a Painter),
2020, oil on canvas, diptych, 160 x 140 cm (each)

Grafik, 2022, tuval Gizerine yagliboya, 200 x 160 cm
Graphic, 2022, oil on canvas, 200 x 160 cm

Kalamar Oyunu, 2021, tuval izerine yagliboya, 50 x 40 cm
Squid Game, 2021, oil on canvas, 50 x 40 cm

Merdiven Cikan Hayvan, 2021, tuval lizerine yagliboya, 200 x 160 cm
Beast Climbing the Staircase, 2021, oil on canvas, 200 x 160 cm




NAZIM UNAL YILMAZ

Nazim Unal Yilmaz'in resimleri, kisisel hikayesini toplumsal tarihle birlestirdigi,
Ozel ve kamusal olan arasinda kurulmus hassas bir dengedir. Poetikayi siyasetle
birlestirmeleri ve disavurumcu figlratif resmin dilini yenileme kapasiteleri,
eserlerine gli¢ ve 6zglinltik kazandirir.

Her ne kadar kimlik, milliyet ve kisisel 6zgurltk gibi konulari ele alsa da, bigimsel
tercihleri nedeniyle resimler didaktik, polemik veya pedagojik degildir, aksine
izleyiciyi resmin sifresinin ¢éztlmesine aktif olarak rol almaya davet eder. Firga
darbeleri hizla savrulmus gibi goriinse de, tam olarak dogru yerlestirilmislerdir.
Tuval ylizeyine neredeyse Ozentisiz bir hava verirken, aslinda ince eleyip sik
dokumustur. Tatsizlik, zevksizlik, tasarlanmis amatorlik, hos olmayan renkler,
bulaniklik her zaman agikga kasithdir. Beceri ile ona karsi ¢calismak arasindaki bu
celiski, onun resim yapma bigiminde gerilimi yaratir.

Nazim Unal Yilmaz'in yapitlarinin izleyicisi, tutarl bir gérsellik yerine, cesitli
bicimsel ve kavramsal 6geler arasinda iligkiler kurmak zorunda oldugu, ¢ogulcu
ve heterojen bir evrenle karsi karsiyadir. Genis anlamda ifade etmek gerekirse,
Yilmaz'in eserleri, yeni nesil sanatgilarin bir kez daha resimle mesgul olmasina;
son derece kisisellestirilmis bir ifade tarzinin, politik ve bireysel olani dengeleyen
bir mizacin hizmetinde kullanma arzusuna 6rnek teskil eder.

Nazim Unal Yilmaz'in eserleri; Exil, Vienna, 2020; PSM Galerie, Berlin,2018;
Gallery Sanatorium, Istanbul, 2017; Funktion Room, London 2015; Pilevneli
Project, Istanbul 2012; Ve.Sch, Vienna, 2011; Forum Stadtpark, Graz, 2008;
Galerie Kunstbiiro, Vienna, 2007'da sergilenmis ve ayni zamanda Magenta Plain,
New York, 2021; Tallinn Art Hall, 2020; Crone Berlin, 2019; Carbon12, Dubai;
Kunstraum D21 Leipzig, 2018; Arp Museum, Remagen, 2015; Frankfurter
Kunstverein, 2012; Gallery C24, New York; Depo Istanbul; Das Weisse Haus,
Wien, 2011; Kunsthaus Stade, 2010; Ernst Barlach Museum, Hamburg, 2009;
Ausstellungshalle, Frankfurt, 2008; Kunstforum BACA, Vienna, Kunsthalle Krems,
2007; Kunsthaus Merano, 2006; Borusan, Istanbul, 2005'da karma sergilerde yer
almislardir. Yakin zamanda Unal'in eser, Belvedere Miizesi koleksiyonuna dahil
edilmistir.
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NAZIM UNAL YILMAZ

Nazim Unal Yilmaz’ painting is a sensible balance between dealing with matters
of the private and the public by merging personal story with social history. Their
combination of poetics with politics as well as their ability to renew the language
of expressive figurative painting gives his pieces strength and individuality.

Although dealing with issues like identity and nationality as well as personal
freedom, due to his formal choices, the paintings are not didactic, polemic or
pedagogic, but on the contrary they invite the spectator to actively participate

in the decoding of the painting. His brushstrokes look as if they are blown

across quickly, but they are placed exactly right. He gives the surface an almost
irreverence, while at the same time obviously paying great attention to what he
brings to the canvas. Even tastelessness, the deliberately dilettantism, unpleasant
colors, blurriness are always clearly intentional. This contradictoriness between
skill and working against it creates in his way of painting the tension.

Instead of coherent images, the spectator of Nazim Unal Yilmaz's work is
presented with a pluralistic and heterogeneous universe, in which they must
draw relations between its various formal and conceptual elements. In broad
terms, the works exemplify a desire on the part of a new generation of artists
to engage painting once again and to deploy this highly personalized mode
of expression in the service of a temperament that balances the political
and the idiosyncratic.

Nazim Unal Yilmaz’'s work has been exhibited in Exil, Vienna, 2020; PSM
Galerie, Berlin,2018; Gallery Sanatorium, Istanbul, 2017; Funktion Room,
London 2015; Pilevneli Project, Istanbul 2012; Ve.Sch, Vienna, 2011; Forum
Stadtpark, Graz, 2008; Galerie Kunstbliro, Vienna, 2007, as well as participated
in group exhibitions in Magenta Plain, New York, 2021; Tallinn Art Hall, 2020;
Crone Berlin, 2019; Carbon12, Dubai; Kunstraum D21 Leipzig, 2018; Arp Museum,
Remagen, 2015; Frankfurter Kunstverein, 2012; Gallery C24, New York; Depo
Istanbul; Das Weisse Haus, Wien, 2011; Kunsthaus Stade, 2010; Ernst Barlach
Museum, Hamburg, 2009; Ausstellungshalle, Frankfurt, 2008; Kunstforum
BACA, Vienna, Kunsthalle Krems, 2007; Kunsthaus Merano, 2006; Borusan,
Istanbul, 2005 among others. His work has been recently acquired by the
Belvedere Museum.
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