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“Vicut disgimdadir ¢linkii diinyanin etkilerine maruz kalabilir ve baskalarina
gérndlr olabilir, ¢linkii bir élglide de olsa kendimi ondan soyutlayabilirim.
Fakat bir yandan da kendimin en yakinindadir, samimiyetin kalbindedir:
Bana en derinden temas eder, bana ‘tenim'de temas eder. Viicut bana ayni
zamanda hem en cok ait olandir hem de en az.”"

Ayca Telgeren, Tenden Daha Yakin sergisinde daha 6nceki sergilerinde odagina

aldigi rlya zamanindan cikar ve bedenin, tenin belledini sorgular. Sanat¢inin kagidi
isleyisi kirilgan, narin ve soyutlukta degildir artik, hafizasindan ¢ikardidi ellerin tim
gercekligiyle birbirine tutunmasindadir. Hayali karakteri Mireille’in kisa saclari, bu sergi
zamaninda kendi saglari gibi uzar ve serbest birakilmisg, 6riilmus heykelimsi anitlara
donisur. Beton dokiim heykeller, bedenler ve ten odasi, insani kendine, bedenine
dokunma, haz alma; dokundugu insanlari hatirlama tzerine distinmeye davet eder.

Tenden Daha Yakin sergisinin simgesel omurgasini “temas” olusturur. Sergide
her uzuv ve unsur birbirine dokunur, i¢ ice gecer, birbirine sarilir. Temasin felsefesine
baktigimizda, el ve ten ile karsilasiriz. Ten dokunmanin cografyasi iken, el en belirgin
uzvudur. ilk ellerimizle tanir, hissederiz. Codu zaman ellerimizle kesfettiklerimizi tim
bedenimiz gibi algilariz. Abidin Dino, cizdidi eller icin “Kagit Gstinde parmaklar
anatomik mantiktan kopup 6zgirce kendi kendilerine istif oluveriyorlardi, 6zerktiler,
parmaklar kendi baslarina buyruktu, diledikleri gibi sarmas dolas, bos kadidin Ustiinde
tugra misali kivrilip duruyorlardi,”2 ifadesini kullanir. Telgeren’in elleri icin bu anlatimin
tam aksini soyleyebiliriz. Onlar 6zerklikten gok uzakta, adeta degdikleri diger eller igin
var olan, sefkatle birbirine dokunan, gizgileri karigan, ge¢gmisin, anlarin birikimini
anlatan ellerdir. Bu eller, Dino'da oldugu gibi ait olduklari kisinin karakterini anlatmaya
hi¢c yanagsmadan, birbirlerine siginir ve o anin sicakhginda kaybolurlar.

Sanatgl, bu sergiyle bizi ellerle hatirlamaya davet eder. Telgeren, Bellegin
Gévdesi adll eserinde, aile fotograflarindan kadrajlanarak alinmis, kimliksizlestirilmis
aile fertlerinin sadece ellerini ve birbirlerine degme anlarini bir bitiin halinde bize
gosterir. Bazi ellerin kiglkligliinden dolayi bebek oldugunu, bazilarinin da erkek ya da
kadin oldugunu tanimlasak da, 6nemli olan o anin biricikligi ve uguculugudur. Tim
eller birbirine deger ve sanatcginin en dederli hatiralarinin haritasini olusturur. Bellek
sanati, hayali mekanlarla olusur.® Telgeren de burada, hayali bir hatirlama cografyasi
yaratir; kendi hatiralarimizi, gegcmisimizi oraya yerlestirebiliriz. Kadit kesim ellerden
ayrilan iki ¢ift el, digerlerinden ayrisir. Sanatgi, birbirini tutan iki eli, sevgiyi, kadim
bir gelenek olan sa¢ nakisiyla yastik kilifina Sonsuz adli eserde igler.

Saglar, tim gegmis uygarliklarda, kimligin ifadesinde buyUk bir 6nem tasir.
Kimliginin sinirlarini belirtmek igin insanlar bedenlere farkli isaretler birakmiglardir:
Doévme sekilleri, viicudun boyanmasi, deformasyonlari, takilar, etnik giysiler vs.*

TUm bunlar 6tekini sinirlamak ve kendini ifade etmek igin kullanilir. Saglar ve saglarin
kullanimi da, en eski uygarliklardan beri toplumda bu isaretlerden biridir. Telgeren’in
hayatinda ve ¢alismalarinda saclar blyik 6nem tasir. Sanatginin dnceki sergilerinde
Mireille karakterine rastlariz. Telgeren’in cocuklugunda sagclari ailesi tarafindan
istemi diginda kisa kestirilmistir. Sanatgi, bu durumu, hayali olarak yarattigi kisa kit
sacli Mireille karakteri ile 6zdeslestirir ve onu eserlerine ana karakter olarak koyar.
Bedenin goriinen kisimlarindan birini mahrum birakmak gegmiste toplum tarafindan
namussuzluk simgesi olarak algilanmistir. Sakatlamak anlamina gelen “mutiler”

THE MEMORY OF SKIN

“The body is outside me, because it can be exposed to the effects of the world
and be visible to others, because | can abstract myself from it, if to a certain
degree. But on the other hand, it is the closest thing to myself, at the heart of
intimacy: It touches me most deeply, it touches me at ‘my skin’. The body is
that which belongs both the most and the least to me.””?

In the exhibition Under My Skin, Ayca Telgeren steps out of the dream time that she has
been focusing on in her previous exhibitions and inquires into the memory of the skin.
The artist’s treatment of paper no longer bears a vulnerable, delicate incorporeality; it
rests on how the hands that she brings out of her memory hold on to each other with
all their reality. In the time of this exhibition, the short hair of her imaginary character
Mireille grows like her own hair, and turns into sculpture-like monuments that have
been set free and braided. Concrete sculptures, bodies and the skin room invite one

to reflect on touching oneself, one’s own body, feeling pleasure and remembering the
people one has touched.

“Contact” forms the symbolic framework of the exhibition Under My Skin.

Every body part and element in the exhibition touches the others, intertwined in

an embrace. The hand and the skin are prominent in the philosophy of the touch.

The skin is the geography of touching, and the hand is the most relevant body part

for the act. We begin to learn and feel with our hands. Often, we perceive what we
discover with our hands as if it were our entire body. Abidin Dino makes the following
remarks about his drawings of hands: “The fingers on the paper became detached
from anatomical logic and swarmed by themselves. They were autonomous, the fingers
were self-ordained, they could twist and bend on the empty paper snuggling up as
they wished, like a tughra™. We can say the exact opposite for Telgeren’s hands. Far
from being autonomous, they are hands that almost seem to exist for the other hands
they touch, that touch each other with compassion; hands whose lines intermingle,
which tell of the accretion of the past, of moments. These hands take refuge in one
another, without intending at all to describe the character of the person they belong

to as in Dino’s case, and get lost in the warmth of that moment.

With this exhibition, the artist invites us to remember with hands. In the work titled
Corpus of Memory, Telgeren shows us only the hands of anonymized family members cut
out of family photos at their moments of touching each other. We can identify certain
hands as belonging to a baby, and others as women'’s or men’s hands, but what matters
is the uniqueness and ephemerality of the moment. All the hands touch each other,
making a map of the most precious memories of the artist. The art of memory is formed
through imaginary spaces®. And here, Telgeren creates an imaginary geography of
remembering, into which we can place our own memories, our own history. Two pairs
of hands that differ from the paper cutouts stand out in the exhibition. In Eternal, the
artist embroiders the figure of two hands holding each other, a love that will remain
for eternity, on a pillowcase with the technique of hair embroidery, an ancient tradition.

In all civilizations of the past, hair has great significance for the expression of
identity. People have left various kinds of markings on bodies to designate the
boundaries of its identity: Tattoos, body painting and mutilation, ornaments, ethnic
garments, etc.? All these elements are used to delimit the other and express oneself.
The use of hair is among such signs used in societies since the earliest civilizations.
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Bellegin Govdesi 3, 2019, asitsiz kagit, ebru kagidi, elle kesim, toz allik, 70 x 100 cm
Corpus of Memory 3, 2019, hand cut acid-free paper, marbling paper, powder blush, 70 x 100 cm

Bellegin Govdesi, 2019, asitsiz kagit, ebru kagidi, elle kesim, toz allik, 13 eser enstalasyon, degisken boyutlar
Corpus of Memory, 2019, hand cut acid-free paper, marbling paper, powder blush, 13 piece installation, various dimensions 4 5

Bellegin Govdesi 10, 2019, asitsiz kagit, ebru kagidi, elle kesim, toz allik, 70 x 100 cm
Corpus of Memory 10, 2019, hand cut acid-free paper, marbling paper, powder blush, 70 x 100 cm



Sonsuz, 2019, kumas mendil, sanatgi sagi, 49 x 70 cm Baharin Son Giinii, 2019, beton, 30 x 110 x 66 cm
Eternal, 2019, cloth napkin, artist’s hair, 49 x 70 cm 6 The Last Day of Spring, 2019, concrete, 30 x 110 x 66 cm 7



kelimesinin kokl olan “mutilar”, 16. ylzyilin baslarinda saglari kesmek anlamina
gelmektedir. Bizans doneminde ise oglu disinda birine el kaldiran bir kadinin saglari
kesilir.® Turk mitolojisinde ise uzun ve siyah sacli olmak, guzellik ve gliclin simgesidir.
Sacin kesimi, matemi anlatir. Eski Turk geleneklerinde de, kadinlarin saglarini 6rmesinin
tasidigi bircok anlam vardir. Tek bir 6rgu ile birden fazla 6rginin ifade ettigi sey
bagkadir; sa¢ burada evli olma ya da olmama, yeni cocuk dogurmus olma gibi kilttrel
isaretlerin taslyicisi olarak sozle ifade edilmeden bedeni okumaya yardimci olur.®
Telgeren’in anitsal saclari da, bu sergide bir bedenin pargasi olmaktan cikip,
kendilerine ait bir alfabede konusur; uzun, agik, 6rili ve siyahtirlar.

Sanatgl, bu sergisinde Georges Bataille’in 1928 yilinda yayimlanan Goziin
Oykiisii kitabindan esinlenmistir. Bu kitapta, anlatici ve Simone’un erotik maceralari
anlatilir. Basit bir oyun gibi baglayan bu erotik sertiven, ahlakin sinirsizliginda dolasarak
kotilugun tim alanlarina onu sadelestiren ve siradanlastiran bir dil ile dedinir. Hikayede
iki ana karakter bedenlerinin hazzi igin yasarlar; bu arzu 6yle kuvvetlidir ki, etraflarindaki
insan topluluklarini da etkiler. Telgeren, bu eserden etkilenmesini iki yonla ifade eder:
ilki, hikayelerdeki baskalarina ait olan bedenlerin sinirlarinin kaybolmasi ve tenlerin
temasiyla var olmasi, haz aninda tek bir bedene, kendi basina yasayan bir haz adasina
doénusmesidir. Bu disiincenin izdisimuni Telgeren’in Baharin Son Giini adl eserinde
ic ice gegmis iki ayri bedenin tek bir bedene déniismus halinde ve tuval lizerine
akrilikle resmedilmis Adalar serisinde gérebiliriz. ikincisi ise, Bataille’in hikayede
ele aldigi ahlak ve koétilik kavramlarina agtigi sorgulamadir. Sanatgi, “Bataille’daki
ahlaksizlhiga bakis agisinin, kotdlikle iligkisinin, insanin 6ziinde bir yerde kurulu
oldugunu” ifade eder ve bu eserin “ahlak ve kotuligan ikiliginin, strekli birbirinin
icerisine gecerek hem dogrulamasina, hem de yok etmesine” deginir. Telgeren’in
sergideki Muglak heykelinin temelinde bu duslinceler vardir. Sanatgl, bu esere
dair, cift anlamliliktan bahseder: “Bir varligin, hem tehditkar, hem de bir bebek gibi
kucaklanmaya ihtiyaci olabilir. Hem beton gibi soguk ve agir hem de kus gibi hafif
gorlntlsuyle bir sefkat ve dokunma hissi yaratabilir. Eserin algilanmasi, tetigin 6niinde
veya arkasinda durmak ile degisebilir ya da tim bu duslincelerin uzaginda havada
asili bir el gibi okunabilir”?. Muglak, sergideki tek tekil kalan eserdir. Eserin tim
bu fikirsel sorgulamayi ve ¢catismayi simgelemesi, diger tim eserlerin aksine,
yalnizligindan kaynaklanir.

Baharin ilk Giinii ve Baharin Son Giinii heykellerinde; Bellegin Gévdesi eserinin
her bir el pargasini inceledigimizde; Saclar serisinin birbirine 6raldigiu ve degdigi
yerlerde, temasin gergeklestigi alanlarda ikiligin, bazen ¢cogullugun vicut buldugu
bir i¢c gerilim tasidigini gorariz. Bu, resim ve heykelin agirlik noktasini olusturur.®
O temas ani, gergek hayatta da oldugu gibi bir carpismanin tek bir uzamda bulugmasi
ve yogunlagmasidir.

Dokunmanin tarihini ten tasir. Bu yogun temas anlarini, ten animsar, sa¢
animsar. Hatiralarimizi zihnimize geri cagirdigimizda, tenimiz Grperir. TUm o anlarin
izi, beden cografyamizda yeniden yankilanir. Telgeren, Tenden Daha Yakin adl video
enstalasyonunda, carpisma, degme ve sarilma anlarinin yogunlugunun sustugu bir
alan yaratir. Yagmur suyu birikintileri, tenin animsamasi gibi akar. Maurice Merleau-
Ponty, Gériintr ve Gériinmez kitabinda, tenin zamanla iligkisini anlatir: “Ge¢mis
ve simdiki zaman i¢ icedirler her biri sarilan-sarandir ve iste ten budur.”® Ge¢gmisten,
dogumumuzdan simdimize tasidigimiz annemizin dokunusundan, sevgili dokunusuna,
sag¢imizin oksamasindan, i¢ten bir sarilmaya hayatimiza degen baskalarinin teni,
tenimizde kesisir. Onlarin temaslarini animsadikg¢a, simdiki bedenimiz gegmise
karigir ve onlar kaybolup gitseler de, tenimizde izleri ve dokunuslari bizimle, bizim
yasamimiz boyunca var olmaya devam eder.

Ayca Telgeren, Tenden Daha Yakin sergisiyle bizi tenha bedenlerimizde, tenimizde
sakladigimiz ve bize degmis olan herkese dair yeniden distinmeye davet eder.
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Ayca Telgeren (d. 1975, Golclik), yapici distince ve hayal glicline
dayanan pratidi ile bilindik zaman, mekan ve bigim algisinin disinda,
dussel bir atmosferin tanimsiz kahramanlarini kurgular. Yagsam ile icten
bir etkilesim kurmaya c¢abalar. Bu etkilesimin en dnemli halkalarindan
birinin de Uretim siireci oldugunu diistinen sanatgi, 2006 yilinda
basladigi ve tabii bir anlatim araci olarak benimsedigi kadit isleriyle,
zemini ve o zeminin duygusal renk tonu ve hacmini ciddiyetle ele alir.
Telgeren’in resmi zamanla metal ve gaz beton gibi farkli malzeme
denemeleriyle heykellesmeye dogru evrilir. Telgeren, lisans ve ylksek
lisansini Mimar Sinan Glzel Sanatlar Fakultesi Resim Bolimi‘nde
tamamladi. Yurtici ve disinda bircok sergiye katilan sanatgi yasamini
ve calismalarini istanbulda siirdriir.
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Hair has particular importance in Telgeren's life and work. In her previous exhibitions,
we encounter the character Mireille. In her childhood, Telgeren’s hair was cut short by
her family against her will. The artist identifies this situation with Mireille, an imaginary
character of her creation with short bob-cut hair and introduces her in her work as the
main character. The deprivation of a visible part of the body has been perceived as a
symbol of dishonor by societies of the past. “Mutilar”, the origin of the word “mutiler”,
which means “to injure”, used to denote the cutting of hair in the early 16th century.

In the Byzantine period, women who raised a hand against people other than their
sons were punished by cutting their hair.® In Turkish mythology, having long, black
hair is the symbol of power and beauty. The deliberate cutting of hair, on the other
hand, is symbolic of mourning. In past Turkish traditions, women'’s braided hair carries
multiple meanings. A single braid and multiple braid bear different connotations; here,
hair, as the bearer of such cultural signs as being or not being married and having
recently given birth, helps the body be deciphered without words®. In this exhibition,
Telgeren’s monumental strands of hair, long, braided and black, are no longer parts

of a body, and instead speak with an alphabet of their own.

In this exhibition, the artist was inspired by George Bataille’s Story of the Eye,
published in 1928, which tells the narrator and Simone’s erotic adventures. Starting
off like a simple game, this erotic adventure explores the boundlessness of morality,
touching all aspects of evil with a language that simplifies it and renders it ordinary.
The two main characters in the story live for the pleasures of their bodies; this desire
is strong enough to also affect the groups of people around them. Telgeren remarks
that this story has influenced her in two ways, the first being how the boundaries of
the bodies of others in the story disappear and the skins exist with their touching of
each other, turning into a single body, an island of pleasure that has a life of its own.
We can see a reflection of this notion in Telgeren’s work titled The Last Day of Spring,
where two separate intertwined bodies turn into a single body, and in the series titled
Islands, painted with acrylic on canvas. The second aspect of influence is Bataille’s
inquiry into the concepts of morality and evil in the story. The artist remarks that
“Bataille’s outlook on immorality, his relation with evil, rests deep in the essence
of humanity”, and touches on how “the duality of morality and evil are constantly
intertwined so as to both affirm and nullify one another”. These are the notions that
underlie Telgeren’s sculpture Vague in this exhibition, regarding which the artist
remarks on double meanings: “An entity may need to be embraced both threateningly
and like a baby. With an appearance cold as concrete, yet light like a bird, it can
create a sense of compassion and touch. The perception of the work can change with
regard to whether one stands in front of or behind the trigger, or the sculpture can be
read like a hand hanging in the air, away from all these thoughts.”” Vague is the only
work in this exhibition that stands on its own. The work can symbolize this intellectual
inquiry and conflict thanks to its solitude, in contrast with the rest of the works.

In the sculptures titled The First Day of Spring and The Last Day of Spring, when
we study each hand in Corpus of Memory, in the places where the strands of the Hair
series touch each other and are braided together, we witness that the touch that
occurs bears an internal tension in which duality, and at times multitude is embodied.
This is what constitutes the power of painting and sculpture®. That moment of contact,
as in real life, is the meeting point and the concentration of a clash in a single space.

It is the skin that bears the history of the touch. The skin and the hair
remember these moments of intense contact. Our skin shivers when we recall our
memories back into our minds. The traces of those moments in the past reverberate
in the geography of our bodies once again. In the video installation titled Under My
Skin, Telgeren creates a space where the intensity of moments of clashing, touch and
embrace is muted. Puddles of rain flow like the remembering of the skin. In his book
The Visible and the Invisible, Maurice Merleau-Ponty remarks on the relationship of
the skin with time: “The past and present are Ineinander, each enveloping-enveloped—
and that itself is the flesh.” From the touch of our mother which we carry from our
birth to our present, to the touch of a lover, from our hair being caressed to a warm
embrace, the skin of others touching our lives intersects our own. As we remember
their touch, our present body fades into the past, and even though they may be gone,
their traces on our skin and their touch remains with us, throughout our lives.

With the exhibition Under My Skin, Ayca Telgeren invites us to reflect anew on
everyone who has touched us, whom we are keeping in our desolate bodies, in our skins.
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Ayca Telgeren (b. 1975, Gélclik) refers to constructive thinking and to
her imagination in the making of her paintings of hand-cut paper. She
fictionalizes the heroes of an imaginary atmosphere beyond time, space
and form. Telgeren’s characters reach a sincere and direct expression
through her unpremediated communication with life and her fantasy
world. Telgeren’s originally miniature experiments of her imaginary
characters in 2007 have evolved into colossal scale paintings that

she forms by using cut paper. The artist, who defines her practice

as a meticulous and fiery exploration process, adds that the flexible,
intimate and fragile structure of the material corresponds perfectly

to her state of mind. Ayca Telgeren completed her undergraduate and
master’s degrees in the painting department at Mimar Sinan Faculty
of Fine Arts. Having participated in numerous exhibitions nationally
and internationally, she realized her first solo exhibition entitled
“Serbest Dalis / Skin Diving” at Galerist in 2011.
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