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Minor Heroisms

Nat Muller

It is a heroic undertaking in itself to grapple with a traditional and venerated art form like Islamic
miniature and pull it into contemporary art. This is what the artists in the exhibition Minor Heroisms
do by taking their cue from the art of Islamic miniatures and lending this centuries-old practice an
urgent and timely interpretation. An impressive international roster of artists has produced new work
that is neither small in ambition nor necessarily in size, and ranges from the intimate to the political.
From life in the Mughal and Ottoman courts to Persian mythology, miniatures usually depicted the
life of rulers, heroic battles, epic stories and magic worlds. Big stories, for big characters, told
small. In Minor Heroisms both scale and the idea of the heroic are flipped and expanded. The works
locate the heroic within small everyday struggles and instances of resistance that make up the
larger socio-political fabric. This contemporary heroism is modest, often undetectable and does not
always make the news headlines, for it goes against the grain of how our vision is conditioned and
framed. Traditionally, framing plays an essential role in miniatures practice; it is a genre where the
illumination is defined by the margins and borders of the page. It is therefore, as Virginia Whiles puts
it in her excellent book on contemporary miniatures a “practice [that] needs to be read between the
lines”". This is also the case with the works presented in this show.

Here, however, the artists move the focus of attention - stylistically and conceptually - to the margins
or often out of the frame. This is not only true for the sculptural and installation-type works, where
the relation to space already lifts the work out of its physical confines, and refocuses our field of
vision. But also for paintings where the imagery seems to struggle to escape its material containment
on the canvas in loud bursts of colour or in deceptive trompe-l'ceils. The subject matter of the show
too, hovers between the real and the sublime, creating its own - twisted - poetics that comments, at
times softly, at times loudly, on a state of affairs in the world. This state of affairs comprises politics,
history, memory, but also more personal issues such as physical and spiritual love, faith and devotion.
The works in Minor Heroisms create their own imaginary where, more often than not, beauty, violence
and struggle meet tradition and the present in a distorted reality that is compellingly seductive, as
much as it is ominous and estranging.

This is well exemplified in the practice of Pakistani artists Imran Qureshi and Aisha Khalid, both
alumni from Lahore’s National College of Arts” Miniature Department, and prominent masters of the
new miniature. Their work expands critically on traditional Mughal techniques and shapes it into a
contemporary vocabulary. In his painting from the series Love Me, Love Me Not (2015) Imran Qureshi
explodes his signature take on Kangra Hills landscape patterns, rendered in his equally distinct
Perylene Maroon red, onto the canvas, creating a medley of beauty and carnage. Love, here, is violent,
wounded and fickle. The flower’s petals are spat onto the surface, rather than hesitantly picked one
by one in the lover’s game of “Love Me, Love Me Not”. The plant is left bleeding, in tatters, surrounded
by its amputated petals and splatters of paint. Qureshi compares the movement of his - by now very
personalised - lines to calligraphy, as if he were writing a narrative.? It takes incredible control to



produce a work wherein everything - its subject matter, composition and medium - seems so out
of control. Expertly undoing the containment of subject and form found in traditional miniatures,
Qureshi has in fact exquisitely captured the energy, passion and destructive force of love. His oeuvre’s
beauty is often a terrible one, forcibly echoed in his large-scale in-situ works such as Blessings Upon
the Land of my Love for the 2011 Sharjah Biennial and his 2013 The Roof Garden Commission for
the Metropolitan Museum of Art in New York. Both sites recall a scene of a bomb blast or massacre,
stained with blood, yet upon closer inspection the residue of violence is made up of floral patterns
and foliage. In Love Me Love Me Not, as in so many of his works, life and death, eternity and the
ephemeral all come together hauntingly. This is also echoed in the very title of his other two new
canvases for the exhibition, from a series started as early as 2010, This Leprous Brightness. Here
Qureshi uses luxurious gold leaf, traditionally used on wasli, the prepared paper for miniatures, as
the background onto which he veers into more abstract work. Unlike with traditional miniatures,
where the field of action is at the centre of the page, Qureshi shifts the floral imagery to the borders
of the canvas, hence opening it up®. The preciousness of the gold leaf, which miniaturists believe
is alive, and to which they even hold their breath when applying, clashes with the blood red foliage
and splashes of colour with enormous poetic and visual impact. His canvases breathe out an air of
infinitude, yet they resonate so clearly with the restive reality of our time, and more specifically the
violent bloodshed that continues to disrupt Qureshi’s Pakistan.

In her earlier work Aisha Khalid explored topics of gender and domesticity specific to the Pakistani
context, as well as the legacy of South-Asia’s colonial past and tensions between East and West.
Her paintings, embroideries, artist books and site-specific installations often incorporate highly
intricate Islamic geometric motifs. As in Qureshi’s, in her practice too, the insistence on aesthetics
and beauty belies the critical subject matter. The spiritual has particularly for the past decade been
highly present in her work. This has manifested itself recently in more abstract considerations and
an investigation into three-dimensional objects. In her body of work You appear in me, I in you (2015),
which derives its title from a Rumi* poem, Khalid shows three cube objects inside acrylic boxes, which
protect and highlight their fragility, presented on individual pedestals. They are accompanied by a
painting of yet another cube, rendered as a hexagon. Squares and hexagons are minutely repeated
in bright green and black in the dazzling geometric patterns on each of the objects’ sides and the
painting’s surface. For Khalid the cube is a perfect form and references that other perfect black cube,
the Kaaba in Mecca, the holiest site in Islam. The small red ornamental folds operate as separating
curtains, breaking the perfect repetition of form and pattern, “but” Khalid insists “not in a negative
way”®. Rather, they highlight human imperfection in the light of divinity and the beauty thereof. In this
context, the colour black is not a dark force gobbling up light, but suggests that in spiritual devotion,
as with any kind of love, some matters will always remain veiled and unknown. This is particularly
striking in the cube diptych where the outer sides are covered in a black patterning and the inner
sides reveal a splendid gold leaf covering. As much an occupation of space and time, these works are
also testimony to Khalid's meticulous meditative process of creation, in and by itself an homage to
spiritual love. The repetition of the pattern instils a sense of comfort, peace and serenity in the artist
during production, as well as in the viewer.

Another kind of love, that of the physical kind, is the topic of Dutch artist Femmy Otten’s 2011 piece
New Myth for New Family. Influenced by the great 15th Century Italian painters Fra Angelico and
Piero della Francesca, as well as Persian miniatures, Otten recreates a dreamy love story that plays
itself out on two perpendicular gallery walls. A woman’s bust grows out of the wall as a reluctant
relief, her hands drawn somewhat misshapen, the line where wall and woman meet slightly messy.
She wears her lover’s countenance on a medallion around her neck. His portrait is detailed, idealised
contrary to her own face, elegant and angelic but scratched, unpolished, the torso surrounded by
paint blotches as if Otten resists absolute beauty and perfection in art but attempts to embrace it in



love. And yet, the work, ephemeral in its deliberate unfinished, fragmented state, where elements
of the composition orbit each other in a fragile equilibrium, is perhaps the most powerful ode to
erotic love. The winged mythological figures lend a fairy tale-like quality to the work that speaks
of movement and freedom. Love here can, indeed, give you wings. They are connected to the main
figure by a phallic arrow, which stresses the intimate bond between the two lovers. But who are the
women in the two tiny portraits? They bear a striking resemblance to the main figure, but are these
women all one and the same? Does an unconditional surrender to love alter who we are? Otten’s New
Myth for New Family is not entirely naive here. The other arrows painted on the wall are too big to be
Cupid’s; in one portrait the woman’s face is surrounded by Indian fertility symbols, however, she has
misshapen arms coming out of her throat, holding fish. Though not threatening, there is something
off about the scene. If anything, it suggests that love always is incomplete, just like this artwork.

Also taking her inspiration from a Persian miniature, as well as Ottoman vases, Turkish artist Burcak
Bingdl brings together a scene from a 17th Century Persian miniature with the recent political events
in Gezi Park in her piece Unforeseen Resistance (2015). The original miniature, a tile panel in the
collection of the Metropolitan Museum of Art in New York, depicts a garden picnic. Vessels, vases
and other crockery decorated with floral motifs are strewn across the grass, similar floral motifs
appear on the figures” dress. There is no real distinction between the opulent flora in the garden, its
surrounding landscape and representations of nature used as decoration on crockery and garments.
What is camouflaging or decorating what, and which came first: art or nature? All the visual elements
of the tile dissolve into each other in one magnificent homogenised layer. In her project Bingol
reverses this process: her sculpture - modelled after a commonly used Ottoman vase - is growing
out of its source material, a clump of clay. Is the object resisting the clay and breaking free from it,
oris it subordinated by its own source material and imprisoned by it? It is hard to say, but the cracks
of a struggle show visibly in the work. Gone is the flat surface of the miniature. Bingdl has bestowed
volume and a sculptural presence onto her vase. Her decorative element is a controversial one:
grass from Gezi Park. In May 2013 Gezi Park became the backdrop and symbol of nationwide unrest.
Starting originally as a protest against plans to turn Gezi Park, one of the last green spaces around
Istanbul's Taksim area, into a shopping mall, protesters “occupied” the park in ways the gentry in
the Persian miniature did. They sat on the grass, asserted their presence, held picnics...until the
police violently broke it up. Soon the protest turned into broader demonstrations against the AKP
government’s increasing encroachment on freedom of expression and other civic liberties, as well as
on Turkey's secularism. Fast forward to 2015 and the situation in Turkey has deteriorated on every
front. The Gezi protests, like the grass motifs on the vase, left their indelible mark on Turkish society.
The question of what this means in the long run is, like Bingdl's object’s relationship to its material,
an uneasy one.

Additionalwry commentary on Turkey’s volatile political situationis further provided by Extrastruggle’s
sardonic new work. Fusing humour and wit, pop art, graphic design and increasingly in the past few
years oriental influences, Extrastruggle’s fight has since 1997 been with power and authority, more
specifically with Turkey’s social and political agenda. For the exhibition, the artist has rendered a
well-known foul-mouthed political comment, clandestinely recorded and gone viral on the Internet?,
in calligraphic script decorated by beautiful ¢intemani motifs. Found predominantly on textiles and
tiles, this decorative Ottoman motif consists in Extrastruggle’s version of a globe paired with liplike
wavy lines. Thought to have originated from Buddhism, cintemanirepresents power and is in essence
a “wish-fulfilling jewel”. This reinforces the artist's double visualisation of the quote, once in its
original Turkish and once in English translation, Bu milletin amina koyacagiz/ We will fuck this
nation over (2015) even more. Uttered by men in power, who wish to stay in power, the vileness of the
words and the delicate ornamentation collide, but also become a self-fulfilling prophecy. The profane
is increasingly confused with the profound in Turkey’s current conservative political climate. The



ocular motifs furthermore add a sense of being watched and scrutinised by the authorities. It is thus
no coincidence that Extrastruggle’s two sentences are presented in a style similar to Quranic wall
plagues, often found as decorative elements in Turkish homes. It implies that everybody is affected
on a personal level by the government’s power politics, but also that resistance and “minor heroisms”
start with the self, individually and often at home.

Staying with Turkish influences, albeit from bygone times, Azade Kéker has borrowed a detail from
16th Century Ottoman miniaturist Hafiz Efendi to portray the eternal tension between good and evil in
her mixed media work Devil Tempted (2015). Using a distinct technique of applying a grid-like pattern
of cut-outs against a photographic background, Koker creates a layered photographic image. In this
work a detail of an Efendi miniature is blown out of proportion and taken out of its original narrative
context in order to create a new one. The winged mythical creature, a woman with a griffin’s body, is
presented in an oval shape, but cut off at the waist. This does not necessarily need to be interpreted
as aviolent act, though it is debatable whether the illuminating softness of Efendi’s seraphic drawing
gains the upper hand over the darkness enveloping it. Indeed, upon closer inspection we can discern
that the pattern of cut-outs consists of small skulls and that the abstract base landscape, too, is
made up of larger skulls. In this respect, Koker does not only play with scale, but also distorts the
viewer’s perception. Depending on where you stand - near or far - and from which angle you look,
Devil Tempted will disclose different visual information to the viewer.

The painting Hameeha Harameeha (2015) continues Hayv Kahraman's research into the well-known
12th Century Iraqi illuminated manuscript, the Magamat al Hariri. In the original manuscript the
male protagonist is Abu Zayd, a trickster who wanders from city to city. He's the vehicle through
which fifty short stories on quotidian life of the urban upper middle classes in various Arab cities
is told. Kahraman borrows formally (calligraphy, colour schemes and architectural references) as
well as conceptually from this masterpiece and blends the adventures of Abu Zayd with her own
experiences as an Iraqgi refugee, who wandered with her parents from city to city before receiving
asylum in Sweden. The artist has turned herself, or rather permutations of herself, into her paintings’
protagonists. Unlike Persian or Mughal miniatures, the Magamat lack detailed backgrounds, a
stylistic element that aptly expresses Kahraman'’s deracinated sensibility of living in exile. Similar to
the original manuscript, a literary tour-de-force, Kahraman's version too plays with language. Hers,
however, is the colloquial Iraqi dialect of a brief childhood spent in Baghdad, a language unlearned
when at age 10, fleeing the First Gulf War (1990-1991), she had to switch to learning Swedish.
There are similarities between the artist’s loss of home and language - due to violence - and the
arrested development of the Magamat's particular type of miniature painting by the Mongol's 13th
Century invasion of Baghdad. As much an unveiling of the artist’s biography as it is of a linguistic and
identitarian loss, Hameeha Harameeha draws on a widespread Arabic saying that translates roughly
as “the protector is the thief”. In essence a cautionary tale about trust, and about appearances being
deceiving, this phrase was commonly used behind closed doors during the reign of Saddam Hussein
(1979-2003). In the painting it is unclear which of the three women takes on the role of the protector
or of the thief. Kahraman’s own heroism in this ambiguous painting is that she unveils a suppressed
language and (personal] history without giving too much away. This is true for many of the works
in Minor Heroisms that touch with modest but strong gestures on global issues without forsaking
specificity, locality, and history. Perhaps most importantly, it eschews the anti-aesthetics of much
political art, and reinstates beauty as a powerful narrator of the personal and the political.



Endnotes

'Virginia Whiles. Art and Polemic in Pakistan. Cultural Politics and Tradition in Contemporary
Miniature Painting. London: |.B.Tauris, 2010. P.22.

2 Conversation with the artist 11 August 2015.

3 Cfr. “The here and the Now: Imran Qureshi in conversation with Amna 3 Tirmizi Naqvi”, Imran
Qureshi: Artist of the Year 2013. Ostfildern: Hatje Cantz Verlag, 2013. P.14-19.

“ The 13th Century Persian poet, Sufi mystic and philosopher Jalal ad-Din Muhammad Rumi is
particularly known for his spirituality.

% Skype conversation with the artist 8 July 2015.

¢ See for the original link: https://www.youtube.com/watch?v=KEBt2MEzIVO0 [last accessed 9 August
2015]
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‘Miniature’ Painting Between Past and Present

Hala Auji

Heroism, a prevalent theme in the arts of Islamic and pre-Islamic periods, was particularly popular in
manuscript paintings: from double-page illustrations of the Mughal emperor Akbar taming a wild elephant,
to those depicting the procession and ceremonial order of Sileiman the Magnificent's ascension to the
throne at Topkapi Palace. Pre-Islamic heroism also prevails in such paintings, like depictions of the Sasanian
king Bahram Gur showcasing his prowess, and dragon-slaying skills, in hunting scenes from the Persian
Shahnama (Book of Kings).

In reference to such paintings, the term ‘miniature’ often relates to their size. The designation implies that
they are small or ‘mini” works, particularly in comparison to the larger canvases of European traditions. A
more problematic interpretation is that they are ‘minor’ objects, ones not on par with Western ‘masterpieces.’
But size can be deceiving. Manuscript and album paintings from Islamic cultures were in fact images with
a widespread currency and mobility in a complex network of artistic production. Ottoman and Persian royal
portraiture traditions from the fifteenth century, for instance, appeared as small format illustrations on
paper as well as large-scale murals and panel paintings. Concurrently, details of monuments in Ilkhanid
manuscript illustrations are the few remaining indications of how luster painted tiles—decorated with
elaborate calligraphy and scenes from famed folktales—were arranged on the walls of thirteenth-century
Persian palaces that now sit in ruins.! These illustrated surfaces brought together imagination and reality in
myriad combinations. Some documented the everyday lives of royal courtiers, while others helped viewers
envision the exaggerated heroic acts, characteristics, and lives of rulers and mythical figures. These images
made their appearances and re-appearances across culturally diverse Islamic societies and periods. They
often alternated between hyperbole and subtlety, propaganda and pedagogy, reverence and profanity, and
idealism and reality.

The artworks in Minor Heroisms reference these visions and visualizations of past Islamic societies, from
subtle reverberations to clear challenges to past traditions, which continue to inform the politics and
culture of everyday life in the Middle East and beyond. Remnants of manuscript painting techniques—
the use of composite perspectives, flat planes of color, elaborate floral patterns, mythical creatures—are
intermingled, juxtaposed, or harmonized with new physical contexts (e.g. sculptures) and present-day
frameworks (e.g. dystopian visions and protest]. Beyond the visuals, echoes of the past resonate in the
modes of production, the overlapping spheres of influence, and the mediation of images and myths across
surfaces, and geographic boundaries.

In her work, Azade Kdker (Turkey) engages with myths through mystical creatures—ones representing
hybridity concurrently with a sense of discordance (between reality and the imagination). Bull-headed
entities in her Praying Angels, 2011, recall the Zoroastrian deity mehr: protector of water and crops
whose namesake harvest festival, Mehragan, is still celebrated in Persian societies today. Supernatural
creatures and disrobed figures engulfed in flames in Koker's Heaven Hell, 2015, appear as vignettes of
scenes from legends past. The unearthly figures resemble those of demons, or jinn, found in an illustrated
15th century imperial Timurid copy of the Mirajnama (Book of Ascension) from Herat. The manuscript's



sixty illustrations depict scenes from the Muslim Prophet’s nighttime heavenly journey (mirajl—including a
stop in the bowels of Hell—upon his mystical steed buraq (a part-man, part-animal being). In scenes from
the underworld, demonic guardians enact divine-ordered torture on sinners. Experimental in nature, such
images were inspired by Buddhist and European sources since there was no precedence for them in Islamic
manuscripts at the time.2 Similar ghouls were painted on sheets of paper and silk found in fourteenth to
fifteenth-century Persian albums, like those belonging to a painting genre known as Siah-galam (Black
Pen). These mysterious works were produced at the periphery of manuscript painting, possibly for a limited
court audience, and drew on Islamic and European sources, like scenes from Classical mythology.®

Also exploring an amalgam of mythologies, Femmy Otten (The Netherlands) fabricates multi-dimensional
worlds of her imagination that bring together painting and sculpture. Disjointed reliefs, busts, carvings, and
paintings of women and men recall the features of Etruscan, Hittite, and other pre-Islamic statues of deities
and heroes. A mysterious burag, carrying a haloed figure, makes an appearance amongst these disparate
figures in a seemingly innocuous drawing taped to a wall in her Untitled, 2012 presentation at Galerie Fons
Welters (Amsterdam). The sources for this image were probably the same ones used by Kéker, illustrations
of the Prophet and his steed from the Mirajnama or the varied subsequent copies of scenes from it. Copied
across centuries, this was a favored event amongst artists and poets, one it which Muhammad attains an
ethereal proximity with the divine. In Otten’s rendition, the figures remain faceless, perhaps speaking to
their holy nature within Islam. Yet, the minimalist lines—empty of color or definition—seem hallowed out.
These outlines, in a way, mirror the incompleteness of images in Otten’s body of work, where the viewer is
tasked with filling in the blanks.

This sense of discordance, of images suspended in time and space, is evident in sculptures and paintings by
Burcak Bingol (Turkey) where ceramics are fused with discarded machine parts, and phantom, disembodied
gloves cradle porcelain vases (her Hand Craft series, 2015). Bingdl's work consciously appropriates aspects
of Ottoman ceramics in its use of flora in bright red and shades of blue that clearly emulate the colors of
the famed Iznik wares. In her earlier pieces, like In the Garden/Bahcede, 2012, the artist explores floral
ornaments in two-dimensional form where the emphasis is placed on monochromatic lines and washes in a
scene typical of seventeenth-century Persian portraiture. These popular album paintings, such as those by
Reza Abbasi (head of the imperial painters’ workshop under the Safavid Shah Abbas 1), portrayed everyday
people doing everyday things, often dressed in the latest trends from cosmopolitan Isfahan and sipping
wine from luxurious Chinese cups. Most importantly, those sitting for these portraits were often anonymous
individuals (scribes, court pages, and prostitutes), not the heroes of legends past. Bingdl's drawing of a
nameless person in a garden evokes this anonymity in the way that the subject is cropped at the shoulders,
thus appearing as a beheaded body kneeling before a porcelain bottle and cup. The flatness of the image,
typical of Persian manuscript painting, is emphasized by the lack of shading or depth. The way in which the
patterns fill the space creates confusion between the background and foreground, with both competing for
the viewer’s gaze.

Relatedly, Aisha Khalid (Pakistan), trained in the art of Mughal painting traditions, adapts this practice’s
conventions and materials to her work by playing with the flatness of colors, gold leaf, and patterns. In
her Stay Quiet Like a Flower series, 2015, a tulip—native to Persian and Ottoman realms—makes several
appearances on two- and three-dimensional surfaces, at times against a gold foil backdrop. The flower’s
details, where white petals are outlined with a gradient of deep magenta that crown a delicately thin stalk
and wavy leaves in shades of green, are related to those found in seventeenth-century Mughal album pages,
when floral subjects, and their associated symbolism, became popular amongst painters and patrons.

Informed by Abbasid-era manuscript traditions, Hayv Kahraman'’s (Iraq) How Iragi Are You? series, 2015,
dialogues with the text and illustrations of Magamat al-Hariri (The Sessions of Al-Hariri). This was a
collection of short Arabic stories by an eleventh-century writer from Basra in which the cunning protagonist,
Abu Zayd, is accompanied by the (somewhat naive) al-Harith on adventures where the two manage to swindle



or talk their way out of trouble. Replete with puns and double-entendres, this literary work is inherently
textual, where illustrations (the earliest of which belong to a thirteenth-century copy from Baghdad) are
often imaginative extrapolations of the actual text. In her work, Kahraman turns the genre on its head by
re-gendering the content of these typically male-centric tales, with women protagonists dominating the
scenes.

Although most artists in Minor Heroisms evoke past traditions by inversing or reinterpreting their messages
and themes, some deconstruct them from the inside out. Imran Qureshi’'s (Pakistan) work falls into the
latter category. While employing techniques and materials prominently found in Mughal illustrations—floral
patterns and gold foil—Qureshi’'s work reinterprets these elements beyond their uses in the traditional
sources. The subtle floral patterns scratched into his paintings of red acrylic explosions against flat neutral
backgrounds are tangentially comparable to motifs found in the colorful, ornamental margins of Mughal
album pages. In his film Breathing, 2014, gold foil floats freely, detached from the surfaces upon which
it is traditionally found, perhaps recalling the fluttering leaves of trees in Timurid or Mughal paintings of
gardens. Nuances of the past remain in Qureshi’s work, but the content and form are rooted in the present
socio-political context.

Akin to Qureshi’s paintings, the sources for Extrastruggle’s (Turkey] artworks are not explicitly discernable.
Grounding his work in the tension between debased politics and the potency of aesthetic forms, the artist
emulates visual tropes common to a general understanding of Islamic art—abstracted motifs, decorative
calligraphy, and colorful shapes. The visual simplicity of his paintings, however, belies their underlying role
as forms of political protest. In Extrastruggle’s pieces, elaborate calligraphy, much like its appearance
in ornate copies of the Quran, is employed for its aesthetic value. Instead of sacred verses, however,
Extrastruggle’s text contains profane quotes by Turkish figureheads, where Islamic writing serves as a
mouthpiece for corrupt authorities: the anti-heroes of a dystopian society.

In their varied ways, these works keep revisiting aspects of tensions: between past and present, sacred and
profane, real and imagined. An important undercurrent to these issues is the location of ‘Islamic” art (its
history and conventions) in the practices of global, contemporary artists and the roles it can play. Through
the exploration of what lies between frictions and disconnections, the works in Minor Heroisms suggest
imaginative spaces for the investigation of these concerns—ones that remain points of debate in the field today.

Endnotes

! Sheila Blair, “The Development of the Illustrated Book in Iran,” Mugarnas 10, Essays in Honor of
Oleg Grabar (1993): 266-74.

2 Christiane J. Gruber, The Timurid Book of Ascension (Mirajnama): A Study of Text and Image in a
Pan-Asian Context (Valencia: Patrimonio Ediciones, 2008).

3 Bernard 0’'Kane, “Siyah Qalam: The Jalayirid Connections,” Oriental Art 48, no. 2 (2003): 2-18.
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The Plenitude of Miniature

Hammad Nasar

New constructs of “global” art and its histories have often relied on annotating existing accounts of a
diverse set of historically specific artistic practices. Calligraphic Abstraction, Dansaekhwa', Ink Art,
Living Traditions, Saggakhaneh? ... Miniature. "Minor” practices incubated in the gentle warmth of
contemporaneous conversations from Seoul to Lahore to Guangzhou to Khartoum. These conversations
epitomise the work of, what Antonio Gramsci termed, “organic” intellectuals: artists feeding off each
other’s energy to indulge in formal experiments; students extending their teachers’ intellectual projects;
or institution-building initiatives fashioning culturally grounded modes of modernity.

Some of the more recent instances of artistic interest in past practices are not singular occurrences, but
resonant echoes of earlier 20th Century efforts rooted in the nation building agendas of independence/
de-colonisation struggles. This essay is a meandering walk-through one such trajectory: one that is
transnational through its very conception. The intention is not to explain the practice of artists in the
exhibition Minor Heroisms through a common point of reference, but to foreground an instance of a
geographically rooted practice that can productively frame wide ranging contemporary practice.

India’s Bengal School (early 20th Century), with its positive assertion of difference from European
modernism in the use of that quintessential “Oriental” form, the Indo-Persian miniature, is an exemplar
of these earlier efforts. In direct conversation with broader political currents, and part of the swadeshi
(indigenous) movementin artin colonial India, it inspired a generation of creative practitioners to reconnect
with tropes and the “spiritual” grounds of Indic civilisations. These tendencies arguably reached their
zenith at Santiniketan, the experimental art school associated with the Tagore family, in the first half of
the 20th Century. ®

K.G. Subramanyan (b. 1924) is a notable example of the Santiniketan brand of artist-thinker. As a student
at Santiniketan, he imbibed both an attention to craft practices, and a framing of art as a dialogue
with wider society. He developed this further in his own artistic practice across a wide range of media,
exemplified by his privileging of the mural: site-specific carrier of narrative in the public realm par
excellence. But arguably his most influential role was in shaping both the curriculum and the ethos of
post-independence India’s first art school, the Fine Arts Faculty at the MS University, Baroda (established
in 1950); in particular in the engagement with craft and rural creative practices framed under the rubric
of the “Living Traditions of Indian Art".*

India’s independence from British rule in 1947 was also the moment of British India’s partition, and
the creation of Pakistan as a home for South Asia’s Muslims. Pakistan too felt the Bengal School's long
shadow, for which the artist Abdur Rahman Chughtai (1897-1975) served as a mediating force. The art
historian Iftikhar Dadi has described Chughtai as a self-fashioned “modern” artist.® Chughtai's quest
for modernity was cooked on the same fire as the political awakening that fed the call for the creation
of Pakistan, and explains his self-positioning as a “national artist”. This conscious alignment with a
nationalist agenda was well served by his grasp of the miniature’s suitability as a carrier of narratives.
And the narratives Chughtai wanted to attach his art to were those of the Mughal courts: a paradoxically



nostalgic optimism through which to frame the art of the newly independent Muslim nation. It is in the
context of privileging this narrative that Chughtai’s insistence on independence from, and competition
with, the Bengal School needs to be viewed.

Chughtai taught, from 1915-1924, at the Mayo School of Art in Lahore. A colonial-era school conceived as
part of the Arts & Crafts Movement, it became the National College of the Arts (NCA) post-independence,
and is the alma mater of two of the artists in this exhibition, Imran Qureshi and Aisha Khalid. Miniature
painting has been included in the NCA's syllabus since the 1920s.” The Faculty of Fine Arts in Baroda also
had some engagement with miniature painting since its inception. But in both instances miniature practice
was not central to the pedagogic or artistic experience. This changed through the personal endeavour of
two inspirational artist-teachers (“minor heroes” if you like): Lahore’s Zahoor-ul-Akhlaq (1941-1999) and
Baroda’s Gulammohammed Sheikh (b. 1937).

It has often been noted that London, blessed with the bounty of miniature albums the Empire “collected”
over two centuries, is a good place to study miniature painting. And it was in London in the late 1960s
that both Akhlag and Sheikh made a study of the Victoria & Albert Museum’s (V&A) nonpareil collections
of Indian miniature. They were both students at London’s Royal College of Art, not far from the V&A,
and through a mixture of observation, practice, and cogitation, fashioned new artistic trajectories for
themselves with a deep and multi-faceted engagement with miniature painting.

Living in India means living simultaneously in several times and cultures. One often walks
into ‘medieval’ situations and runs into ‘primitive’ people. The past exists as a living entity
alongside the present, each illuminating and sustaining the other. As times and cultures
converge, the citadels of purism explode. Traditional and modern, private and public, the
inside and the outside are being continually splintered and reunited.

Gulammohammed Sheikh?®

Sheikh was in particular engaged by miniature’s capacity for carrying multiple narratives, nestled in
fragments of the picture plane of miniature’s unfolding perspective (as opposed to the Western single
point one), made possible by what the scholar Anna Sloan has called miniature’s “architectural space”.’
A small group of his artistic peers shared Sheikh’s engagement with miniature painting - most obviously
Nilima Sheikh (b.1945), who besides her formal academic study at Baroda, had learnt miniature painting
from the miniature painters of Jaipur and Nathadwara.”® But also Bhupen Khakhar (1934-2003), more
commonly billed as India’s first Pop artist, but whose depiction of space has much in common with Sheikh’s
approach. But while this deployment of miniatures’ spatial and narrative-carrying capacities were much
in evidence in individual practices of artists close to Sheikh, it did not lead to the study and practice of
miniature painting becoming central to pedagogy in Baroda."" In Baroda it became one influential strand
of a wider practice of narrative painting. In the context of the Indian art scene, enthralled with modernist
abstraction, this assertion of the human figure as the pivotal node of contemporary practice, could be
seen as a case of “minor heroism”. '

Akhlag, on the other hand, in parallel with developing his own interests in exploring the formal features of
miniature painting and exploring its relevance to his own painting practices, used his position as Head of
Fine Arts at the NCA to institute a full-fledged Miniature Department.’ He encouraged a young miniature
painter, Bashir Ahmed (b.1954) —who had trained with Sheikh Shujaullah, who in turn had trained with
Haji Mohammed Sharif, and could trace his lineage of practice back to the artisanal ateliers of the Mughal
courts—to academise the formerly artisanal practice. Under Akhlag’'s watch, miniature practice was
afforded the same academic standing as painting, sculpture or printmaking.

In the hands of a generation of artists trained at the NCA since the establishment of this department in
the 1980s, miniature painting has become a bona fide ‘ism"." It has resulted in innovative explorations



of process, reflexive use of the performativity of artistic labour, riffs on the specificity of materials, a
promiscuity of visual references, and sophisticated modulations in the modes of address. Miniature has
moved beyond its tropes, to become an attitude.” One characterised by a rejection of “the tyranny of
binary choices” to embrace both: the “monumental and intimate; exquisite craft skills and expressive
gestures; reference and irreverence; history and contemporaneity”.'

NCA alumni of the 1990s and 2000s have continued to engage with its narrative traditions. Shahzia
Sikander, the New York-based pioneer, has moved from personal narratives of domestic space to
explorations of the postcolonial condition through ambitious digital animations. Imran Qureshi, widely
recognised for his dramatic site-specific installations, such as those at the Sharjah Biennial (2011) or
the roof of New York’s Metropolitan Museum (2013), has continually, and with considerable wit, engaged
with the miniature portrait as a narrative form with which to address the art world. Aisha Khalid's early,
more overtly feminist, paintings have morphed into a wide ranging practice across painting and sculptural
installations that range from geometric abstraction to explorations of domesticity, pain and ornament.
Nusra Latif Qureshi has continued to work with the tropes and language of miniature and Company
painting, to “distinguish between what was and what remains; viewing history as a collection of fragments
constantly rearranged to construct new narratives”.” Khadim Ali has mined the Persian epics directly to
reveal the co-option of mythical heroes in the violent politics of West Asia. Muhammad Zeeshan’s interest
in formal experimentation with techniques and material (from sandpaper to laser scoring) is pointed at
the narrative arcs that surround us - from popular cinema to Islamic history.

At their most efficacious, these artists and their many peers and students have developed practices that
are in critical dialogue with their past without being limited by its strictures. Their brand of contemporary
miniature, and analogous practices such as ink art, with their distinctive capacities to traverse time, space
and hold multiple narratives, serve as nurseries from which the possibility of new “universals” can grow.®
By advancing propositions that can escape their geographies of origin and offer possibilities of framing
practices elsewhere, they extend our ideas of what and where the global can be.
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Minor Kahramanliklar

Nat Muller

Geleneksel ve saygi duyulan bir sanat formu olan islam minyatiirlerini giincel sanatin icine cekmek, basli
basina kahramanca bir girisim. Minér Kahramanliklar sergisindeki sanatcilar islam minyatiirlerinden
ilham alarak ylzyillar oncesine dayanan bu pratigi aciliyetle, zamaninda yorumluyor. Bu etkileyici
uluslararasi sanatci listesinin Urettigi yeni isler, ne niyet ne boyut olarak kicik olmakla birlikte
mahremden siyasiye genis bir yelpazeye yayiliyor. Babiir ve Osmanli saray hayatindan iran mitolojisine,
minyatlrler genelde hikimdarlarin hayatini, savas kahramanliklarini, epik hikayeleri ve sihirli
diinyalari temsil ediyor. BuyUlk hikayeler, buytik karakterler, kiicik anlatimlar. Min6r Kahramanliklar' da
kahramanligin olcegi de fikri de tersine cevrilerek genisletiliyor. Sergideki isler, genis sosyo-politik
dokuya dair tespitlerini glnlik hayattaki kicik micadelelerin ve anlarin icinde kahramantliklari
Uzerinden gosteriyor. Bu giincel kahramanlik mutevazi, cogu zaman algilanabilir degil ve vizyonumuzun
kosullanma ve cercevelenme bicimine aykiri oldugundan haber basliklarina tasinmiyor. Geleneksel
olarak cerceveleme, minyatir pratiginde 6nemli bir rol oynuyor; resimleme, sayfa kenarindaki bosluklar
ve marjlar tzerinden tanimlaniyor. Bu ylizden Virgina Whiles'in giincel minyatirlerle ilgili muhtesem
kitabinda soyledigi gibi, ‘satir aralarinin okunmasini gerektiren bir pratik'tir.! Whiles'in tanimi, sergideki

isler icin de gecerli.

Burada, sanatcilarin ilgi odagi bicimsel ve kavramsal olarak cercevenin kenarlarinda ya da disinda.
Bahsettigim sadece heykelya dayerlestirme tipiislerdeki mekan ile olan iliskinin isi fiziksel kisitlamalarin
disina cikardigl ve goris alanimizi yeniden odaklandirdigr durumlar icin gecerli degil. Resimlerdeki
imgelerin kuvvetli renkler ya da g6z yanilsamalari araciligiyla tuvaldeki materyal kaplarindan kacmak
istermis gibi gozikmeleri bu fikri dogruluyor. Serginin konusu da gercek ile yiice arasinda duruyor;
kendi carpik siirselligini yaratarak dinyanin haliyle ilgili bazen yumusakca bazen bagirarak yorumluyor.
Bu durum siyaset, tarih, bellek gibi basliklari kapsarken fiziksel ve manevi sevgi, inanc ve sadakat gibi
kisisel konulari da icine aliyor. Minér Kahramanliklar' daki isler kendi hayalglclerini glizellik, siddet ve
micadelelerin gelenek ve glincel ile birlestigi carpici cekicilikteki bicimsiz gerceklikte olmasi tehditkar

ve yabancilastirici.

Pakistanli sanatcilar Imran Qureshi ve Aisha Khalid'in pratikleri bu fikri 6rnekliyor. Lahor'daki Ulusal
Sanat Okulu'nun minyatlr departmani mezunu olan sanatcilar, yeni minyatirin énemli ustalarindan.
Geleneksel Babir tekniklerini elestirel olarak genisleterek giincel bir dagarcik olusturuyorlar. Seviyor,
Sevmiyor (2015) serisinde Imran Qureshi, kendine 6zgli Kangra Tepeleri peyzaj desenlerini, yine
imzasi niteligindeki perilen bordosu ile tuval Uzerinde patlatarak gtizellik ve katliami birlestiriyor.
Ask, burada, siddetli, yarali ve vefasiz. Cicegin yapraklari ‘'seviyor sevmiyor” oyunundaki gibi tek tek,
duraksayarak koparilmiyor; ylzeyin Uzerine tikuridlmus gibi gézikuyorlar. Bitki kaniyor, parcalanmis
ve etrafl kesilmis uzuv gibi yapraklarla ve boya lekeleriyle cevrili. Qureshi artik kisisellesmis hat



hareketlerini, hikaye yazmakla karsilastiriyor.? Siije, kompozisyon ve mecranin bu kadar kontrol disi
gozuktlgl bir isi Uretirken gosterdigi kontrol, oldukca inanilmaz. Geleneksel minyatirin konu ve
bicimin sinirlarini ustaca asan Qureshi, askin enerji, tutku ve yikici glicinin muhtesem bir sekilde
yakaliyor. Kiilliyatinin glizelliginin, 2011 Sarjah Bienali icin Urettigi Blessings Upon the Land of my Love
ve 2013'te New York'taki Metropolitan Museum of Art icin gerceklestirdigi The Roof Garden Commision
ayni zamanda oldukca korkunc olabildigini kanitliyor. Mekana 6zgi iki is de kan lekeleri ile bomba
patlamasi ya da katliam sonrasini animsatiyor. Daha yakindan bakildiginda siddetin artiklarinin, cicek
desenleri ve yapraklardan yaratildigi gordliyor. Love Me Love Me Notta da, baska bircok isinde oldugu
gibi, yasam ve olim, sonsuzluk ve gecicilik akildan cikmayan bir tekinsizlikle biraraya geliyor. Bu hal,
sergi icin Urettigi iki yeni tuvalinin isimlerine de yansiyor; 2010 kadar erken basladigi Bu Leprali
Parlaklik serisi. Burada Qureshi liks bir malzeme olan ve geleneksel olarak minyatir icin kullanilan
wasli kagidi Uzerine altin yapraklar ile daha soyut islere doniyor. Hareketin sayfanin ortasinda
oldugu geleneksel minyatirlerden farkli olarak Qureshi cicekli imgeleri tuvalin kenarina kaydirarak
tuvali aciyor.® Minyatircilerin yasadigina inandigi, uygularken nefeslerini tuttuklari altin yapraginin
degerliligi, kanli kirmizi yapraklar ile catisiyor ve renk sicramalari siirsel ve gorsel olarak muthis bir
etki yaratiyor. Tuvalleri, bir sonsuzluk havasindayken ayni zamanda giinimize 6zgl kipirti ve daha da
kesin séylemek gerekirse Qureshi'nin lUlkesi Pakistan'i bolmeye devam eden siddetli kan dokiminin
yankilari niteliginde.

Aisha Khalid erken dénem islerinde cinsiyet ve Pakistan baglaminda aile hayatiyla ilgili konulari,
Giney Asya'nin sémirge gecmisi ve Dogu-Bati gerginliklerini islemistir. Resim, isleme, sanatci kitabi
ve mekana 6zgl yerlestirmelerinde karmasik geometrik Islam motiflerini kullanmistir. Qureshi'nin
pratiginde oldugu gibi Khalid de estetik ve glizelligini elestirel sijje ile celismesinde israr eder. Maneviyat
ozellikle son on yilda islerinde énemli bir rol oynamistir. Yakin zamanda daha soyut bir yone kaymasi
ve Uc boyutlu objeleri arastirmasi da bu yonelmenin sonucudur. Rumi'nin bir siirinden alintiladigi Sen
Bende ve Ben Sende Dogar* (2015) basligi altinda topladigi islerinde Khalid, tc kiip objeyi, hem korurken
kirilganliginin altini cizen akrilik kutularicinde, kaideler Gzerinde gosteriyor. Yanlarinda gdsterilen baska
bir kiibln resmi de bir altigen olarak yorumlanmis. Kareler ve altigenler, her objenin kenarlarinda ve
resmin yizeyinde parlak yesil ve siyah ile basdondiren geometrik desenler olarak tekerrir ediyor. Khalid
icin kip, kusursuz bir bicim olmakla birlikte o diger milkemmel siyah kiibe, yani Islam’daki en kutsal
mekan olan Mekke'deki Kabe'ye de referans veriyor. Kiiclk kirmizi dekoratif kivrimlar, ayirma perdeleri
olarak belirirken bicim ve desenin mikemmel tekrarini bélse de Khalid bunun ‘olumsuz olmadigina’
dikkat cekiyor.® Aksine, tanrisal isiginda ve glzelliginde insanin mikemmel olmamasinin altini ¢izdigini
soyluyor. Bu baglamda, siyah rengi isigi yutan karanlik bir kuvvet olmak yerine manevi sadakati temsil
ederek herhangi bir askta oldugu gibi, bazi seylerin gizli ve bilinmez kalacagi hissini veriyor. Bu, dzellikle
dis kenarlarin siyah desenlerle, ic kenarlarin muhtesem altin yapraklarla kaplandigi kip diptiginde
daha da carpici bir sekilde goriliyor. Mekan ve zamani zapteden bu isler, Khalid'in manevi aska saygi
niteligindeki detayli, meditasyona benzeyen Uretim sirecinin sahidi. Desenin tekrarlanmasi sanatcinin
Uretim siresince ona bir rahatlama, baris ve siikunet hissi verirken, bu tecribe izleyici icin de gecerli
hale geliyor.

Baska bir ask bicimi olan fiziksel ask Hollandali sanatci Femmy Otten'in 2011 senesinde yaptigi
Yeni Aile icin Yeni Mit isinin konusu. 15. Yizyilda yasamis onemli ressamlar Fra Angelico ve Piero della
Francesca'dan ve Iran minyatiirlerinden etkilenerek gerceklestirdigi calismada Otten, hayal gibi bir ask
hikayesini iki dikey galeri duvarini kullanarak anlatiyor. Bir kadinin bisti, cekingen bir rolyef olarak
duvardan cikarken, ellerinin sekilsizligi, duvar ile kadinin birlestirdigi nokta daginik gozikuyor. Kadin,
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boynundaki madalyonda sevdiginin imgesini tasiyor. Erkegin portresi ise detayli bir sekilde dillendirilmis,
idealize edilmis; kadininkinden farkli olarak zarif ve melegimsi. Viicudunda cizikler var, cilasiz, boya
lekeleri var. Sanki Otten sanattaki mutlak giizellikten ve ideallikten kacarak, bunlari askta ariyor. Ote
yandan bilincli bitmemisligin geciciligi, parcalanmis hali, kompozisyonun farkli unsurlarinin kirilgan
bir dengede durmasi, erotik ask icin yazilmis en glcli évgl. Kanatli mitolojik figlrler, ise masalsi bir
ozellik katarken hareket ve ozglrlikten bahsediliyor. Burada ask, gercekten, sizi kanatlandirabilir. Ana
figlre fallik bir ok ile bagli olmalari da iki asigin arasindaki mahrem bagin altini ciziyor. Peki bu iki
minik portredeki kadinlar kim? Ana figire benzerlikleriyle dikkat cekse de bu iki kadin ayni kisi mi?
Aska olan kosulsuz teslimiyet kimligimizi de@istiriyor mu? Otten’in New Myth for New Family'si o kadar
da saf degil. Duvardaki diger oklar, Eros’a ait olamayacak kadar blyiik ve portrelerden birinde kadinin
ylzl Hint dogurganlik sembolleriyle cevrili. Sekilsiz kollari bogazindan cikiyor ve ellerinde balik tutuyor.
Tehditkar olmasa da bu sahnede yanlis olan bir sey var. En azindan askin her zaman, bu is gibi, natamam
oldugunu oneriyor.

Turk sanatci Burcak Bingdl de ilham kaynagi olarak iran minyatiirlerini ve Osmanli vazolarini kullaniyor.
17. Yizyildan kalma bir Iran minyatiirindeki sahneyi Gezi Parki'ndaki siyasi olaylarla birlestirerek
Ongériilemeyen Direnc (2015) isini tretti. New York'taki Metropolitan Museum of Art'ta yer alan orijinal
minyatlr, bahcede bir piknik sahnesini betimliyor. Cicek desenli kaplar, vazolar ve canaklar, cimenlerin
tzerine serpistirilmis ve figirlerin elbiselerindeki cicek desenleriyle benzesiyor. Bahcedeki gosterisli
bitki ortisiyle cevredeki peyzaj ve kiyafetleri, canaklarin Uzerinde kullanilan dekoratif cicekler arasinda
pek bir fark yok. Ne neyi kamuflaj etmek ya da sislemek icin kullaniliyor? Hangisi dnce geldi: sanat
mi doga mi? Cinideki bitin gdrsel unsurlar birbiri icinde eriyerek gorkemli, homojen bir katman
olusturuyor. Bing6l calismasinda sireci tersine ceviriyor: yaygin bir kullanimi olan Osmanli vazo tipini,
bir kil parcasindan yani malzemesinden cikariyor. Obje kile karsi gelerek 6zgirlesiyor mu yoksa kendi
kaynak malzemesi tarafindan hapsedilerek emri altina mi giriyor? Ne oldugunu anlamak zor olsa
da catlaklar bir miicadele oldugunu gosteriyor. Minyatirin diz ylzeyi yok oluyor. Bingél, vazosuna
hacim ve heykelsi bir varlik veriyor. Dekoratif olan unsur, ihtilafli bir malzeme: Gezi Parki'ndan alinmis
cimen. 2013 Mayisi'nda Gezi Parki, ulusal huzursuzlugun sahnesi ve sembolii haline geldi. Istanbul'da,
Taksim'deki son yesil alanlardan biri olan Gezi Parki'ni alisveris merkezine dénistirme planlarina
karsi bir protesto ile baslayan, parkin protestocular tarafindan ‘isgal edilmesi’, Iran minyatirindeki tist
tabakadan kisilerin varligr ile benzesiyor. Cimenlerde oturdular, varliklarini gosterdiler, piknik yaptilar...
Ta ki polis siddetli bir sekilde onlari yerinden etmeye calisana kadar. Protestolar kisa zamanda AKP
hikimetinin ifade 6zgurliklerine ve vatandaslik haklarina, Tirkiye'nin laikligine karsitligi ile miicadele
eden bir hale geldi. 2015'e geldigimizde Turkiye'deki durum her acidan kétiye gitti. Gezi protestolart,
vazodaki cimen motiflerine benzer bir sekilde Tirkiye toplumunda onulmaz bir iz birakti. Bunun uzun
donemde ne demek oldugu, Bingol'iin objesinin malzemesi ile olan iliskisi gibi, zor ve cevabi bilinmez
bir soru.

Tirkiye'deki istikrarsiz siyasi durum hakkinda igneleyici baska bir calisma da Extramiicadele'nin
yeni alayci calismasi. Mizah ile nikte, pop art, grafik tasarim ve ozellikle son yillarda oryantal ilham
kaynaklarini biraraya getiren Extramiicadele, 1997 den beri 6zellikle Tlrkiye'nin sosyal ve siyasi ajandasi
Uzerinden hiikiimet ve otorite ile micadele ediyor. Sanatci bu sergi icin cogu kisinin bildigi, agzi bozuk
bir siyasi yorumdan yola cikar. Bu calismasinda sanatcl, gizlice kaydedilen ve Internet’te hemen yayilan®
bu s6zl hat ile yazarken cintemani motifleriyle stsler. Cogu zaman dokuma ve cinilerde gorilen bu
Osmanli motifi Extramucadele'nin diinyasi ile dudaga benzeyen dalgali cizgilerini birlestirir. Budizm’'den
geldigi dustnilen cintemani glict ve aslinda ‘dilekleri yerine getiren micevher'i temsil eder. Sanatcinin
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bu sézl hem orijinali olan Tirkce, hem de Ingilizce gorsellestirmesi ile Bu milletin amina koyacagiz/
We will fuck this nation over (2015) daha da guclenir. Erk sahibi erkeklerin erkte kalmak icin soyledigi
sozlerin adiligi ile suslerin inceligi carpisirken ayni zamanda kendini gerceklestiren bir kehanete
dondsur. Tlrkiye'nin su anki tutucu siyasi ortaminda saygisizlik ile derinlik sik sik karistiritmaktadir.
Goze benzeyen motifler yetkililer tarafindan izleniyor ve inceleniyor olma hissini daha da kuvvetlendirir.
Extramicadele'nin bu iki cimleyi, Turkiye'deki evlerde dekoratif olarak sik sik karsilasilan Kuran'dan
alintilarin yer aldigi duvar levhalarina benzemeleri tesadif degildir. Herkesin bireysel 6lcekte hikimetin
glc siyasetinden etkilendigini ima ederken karsi koymanin ve ‘minér kahramanliklar'in kisinin kendisi
ile, cogu zaman evde basladigini hatirlatir.

Tirkiye'den kaynaklardan bahsetmeye devam etmek gerekirse, cok daha eski zamanlardan itham alan
Azade Koker 16. Yizyil Osmanli minyatir sanatcisi Hafiz Efendi'den bir detayr kullanarak iyilikle kétulik
arasindaki sonsuz gerginligi Seytan Diirttii (2015) adli eserinde yansitir. Fotograftan olusan arka fonun
Uzerine kagit parcalarini gride benzer bir sekilde uygulayan Koker, katmanli bir fotograf imgesi yaratir.
Bu calismasinda Efendi minyatirinin bir detayini buylterek orijinal anlatimsal cercevesinden cikarip
yeni bir baglam Uretir. Kanatli mitolojik yaratik, ejderha viicuduna sahip bir kadindir ve belden kesilmis,
oval bir sekilde temsil edilir. Bu jesti illa da siddetli olarak okumaya gerek yoktur; Efendi'nin melek gibi
desenlerinin yumusakligr ile etrafindaki karanligin arasindan hangisinin kazandigi tartisilabilir. Yakindan
baktigimizda kagit parcalarinin kaliplarinin kiiclik kafataslari ve daha biylk kafataslarindan olusan
soyut bir peyzaj oldugunu gormek mimkindir. Bu acidan Koker sadece dlcekle oynamakla kalmaz, ayni
zamanda izleyicinin algisi ile oynar. Nerede durduguna bagli olarak, uzak ya da yakin, ya da aciya gore,
Seytan Dirtti izleyicilere farkli gorsel bilgiler verir.

Hameeha Harameeha (2015) resmi ile Hayv Kahraman, meshur 12. yiizyila ait Irak yazmasi Magamat
al Hariri hakkinda yaptigi arastirmanin devami niteliginde. Orijinal yazmada ana karakter Abu Zayd,
sehirden sehire gezen bir tckagitcidir. Abu Zayd araciligiyla farkli sehirlerdeki Arap orta-ist sinifinin
glinlik hayatiyla ilgili elli kisa hikaye anlatilir. Kahraman bu basyapittan hem bicimsel (kaligrafi, renk
kullanimi ve mimari referanslar) hem kavramsal olarak esinlenir ve Abu Zayd'in maceralarini Irakli
bir gécmen olarak ebeveynleriyle sehirden sehire gidip Isvec'e vardig kisisel tecriibeleriyle harmanlar.
Sanatcl, kendini ya da daha dogrusu kendinin devsirilmis hallerini resimlerinin ana karakterleri
haline getirir. iran ya da Babiir minyatiirlerinden farkli olarak Magamat'ta detayli arka fonlar yoktur;
bu bicimsel unsur, Kahraman'in silirglinde yasamasindan kaynaklanan ayriksi hassasiyetini yansitir.
Onemli olarak edebi bir eser olan orijinal yazma ile benzesir bir sekilde, Kahraman'in versiyonu da dil
ile oynuyor. Kahraman, Bagdat'ta gecirdigi kisa cocuklugun glinlik hayatta kullanilan Irak diyalekti;
1. Kérfez Savasi'ndan kacinca (1990-1991) Isvecce 8grenip unuttugu bir dil. Sanatcinin siddet sonucu
evini ve dilini kaybetmesi ile Magamat'ta yer alan minyatir resminin Bagdat'in 13. ylzyilda Mogol fethi
sonucu durdurulmus gelismesi arasinda benzerlikler var. Sanatcinin biyografisi kadar dil ve kimliksel bir
kaybi aciga cikaran ‘koruyucu hirsizin kendisidir’ olarak cevrilebilecek sikca kullanilan Arapca bir tabir
Hameeha Harameeha' kullaniyor. Given ve goriinenin aldatici olabilecegi konusunda ikaz eden tabir,
Saddam Huseyin'in hikim stirdigi dénemde (1979-2003) kapali kapilarin ardinda sik sik kullanitmistir.
Resimde Uc kadindan hangisinin koruyucu hangisinin hirsiz roltinde oldugu belli degildir. Kahraman'in
kendi kahramanligi, bu muglak resimde bastirilmis dili ve (kisisel) tarihi cok fazla sey séylemeden
aciga ctkarmasidir. Bu, Minér Kahramanliklar sergisindeki islerin cogu icin gecerlidir. Sergi, 6zglnlig,
yerelligi ve tarihi elden birakmadan global konularla mitevazi oldugu kadar gicli jestlerle basa cikan
islere yogunlasir. Belki de en dnemlisi cogu siyasi sanat islerinin anti-estetigi yerine glizelligi, kisisel ve
siyasali kuvvetli bir anlaticisi olarak eski yerine iade eder.



Dipnotlar
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Gecmis ve Simdi Arasinda ‘Minyatiir’ Resim

Hala Auji

islam ve &ncesi donemde yaygin bir tema olan kahramanlik, yazmalarda ozellikle popiilerdi: Babiir
hikimdari Akbar'in vahsi bir fili evcillestirmesinin temsil edildigi cift sayfa resimlerden gecit
torenlerine, Kanuni Sultan Sileyman’in Topkap! Sarayi'nda tahta cikmasini gosteren resimler érnek
olarak verilebilir. Sasani Krali Bahram Gur'iin giicini ve iran’dan Sahname'nin (Krallarin Kitabi) av
sahnelerinde ejderhalari 8ldiirme yetilerinin temsil edilmesi, Islami dénem &ncesi kahramanliklarindan
sadece birkac tanesidir.

Buresimlerleilintili olarak kullanilan ‘minyatir’ terimi, genelde resimlerin boyutlarindan dolayr kullanilir.
Ozellikle Avrupa gelenegine ait biyuk tuvallerle karsilastirildiginda kiiclik ya da ‘mini’ olduklarini ima
eder. Daha sorunlu bir yorum, bu resimlerin Batili ‘basyapitlara’ kiyasla ‘minér’ objeler oldugudur. Ote
yandan boyut yaniltici olabilir. Islam kiiltiriine ait yazma ve albiim resimleri aslinda yaygin ve farkl
sanatsal tretim aglarinda devinimi olan imgelerdir. Ornegin, 15. Yiizyildan itibaren Osmanli ve iran saray
portresi gelenegi, kagit Uzerinde kiciik dlcekte resimlerde, biiyik 6lcekli duvar ve panel resimlerinde
yer alir. Ithanli yazmalarindaki anitlar, detayli kaligrafi ve meshur halk hikayelerinden sahnelerin yer
aldigi pariltili cinilerin, 13. yiizyil Iran saraylarinin yok olmus duvarlarini siislediginin tek kanitidir.! Bu
desenlendirilmis ylzeyler, hayalglcti ile gercekligi pek cok kombinasyon ile biraraya getirmistir. Bazilari
saray mensuplarinin hayatlarini belgelerken bazilari da abartili kahramanliklari, bu kahramanliklarin
ozelliklerini, hikimdarlarin ve efsanevi figirlerin hayatlarini hayal etmeye yardimci olur. Bu imgeler,
kiiltirel olarak birbirinden farkli islami toplumlarda ve tarihsel dénemlerde tekrar tekrar gérilmistir.
Abarti ve incelik, propaganda ve pedagoji, saygl ve sovme, idealizm ve realizm arasinda gidip gelirler.

Minor Kahramanliklar sergisindeki isler Orta Dogu'da ve otesinde hala ginlik siyaset ve kiltlrd
etkileyen Islam toplumlarinin vizyon ve gdrsellestirmelerine referans vererek gecmis geleneklere
bazen acik actk meydan okur, bazen de sessiz bir sekilde yankilar. Yazma tekniklerinden kalan bilesik
perspektifler, diiz renk ylzeyleri, detayli cicek desenleri, mitolojik yaratiklar birbiriyle karisir, yan yana
gosterilir ya da heykel gibi yeni fiziksel baglamlar ve bugtline ait distopik bakis acilari ve protestolar ile
aralarinda bir ahenk saglanir. Bu gorsellerin dtesinde gecmisin yankilari, Gretim bicimlerinde, ortisen
etkiler ve imgelerin, mitlerin farkli ylizey ve cografi sinirlarin 6tesinde arabuluculugunda yer bulur.

Azade Koker (Turkiye] calismalarinda, melezligi temsil eden mistik yaratiklar ile gerceklik ve
hayalglicl arasindaki uyumsuzluk UGzerinden ilgilenir. Praying Angels'daki (2011) boga basli varliklar,
su ve tarim Griinlerini koruyan Zerdiist Tanri Mehr'i hatirlatir; ismi Mehr'den gelen Mehragan hala iran
toplumlarinda kutlanan bir festivaldir. Dogalsti yaratiklar ve alevler icindeki soyunmus figiirler, Kéker'in
Heaven Hellisimli eserinde (2015) gecmis efsaneleri gosteren vinyetler olarak gozikir. Bu dinyaya ait
olmayan figiirler, 15. yiizyil'dan kalma, Herat'taki Timur Imparatorlugu'na ait Miracname'de goriilen
cinlere benzer. Bu yazmadaki altmis resim, peygamberin gizemli kiheylan burak tGzerinde [yari insan,
yari hayvan bir varlik], cehennemde bir duragi da kapsayan cennete dogru gece yolculugunu temsil eder.
Yeralti dinyasindaki sahneler, seytani gardiyanlar Tanri'nin glinahkarlara yaptigr iskenceleri gosterir.
Deneysel bu imgeler, Budist ve Avrupa kaynakli olup Islam yazmalarinda daha 6nce gériilmemis bir
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tarzdadir? 14. ve 15. Yuzyillara ait kagit ve ipekten yapilmis iran albiimlerinde Siyah Kalem olarak
bilinen resim tarzinda benzer gulyabaniler gérilebilir. Bu gizemli isler, yazmalardaki resimlerin yani
sira Uretilmis olup kisitli bir saray izleyicisine hitap eder ve hem Islam hem Klasik mitoloji gibi Avrupa
kaynaklarindan yararlanir. 2

Mitolojilerin alasimini arastiran Femmy Otten (Hollanda), cok boyutlu dinyalar hayal ederek resim ve
heykeli biraraya getirir. Kadin ve erkekleri temsil eden kopuk rolyefler, bistler, oymalar ve resimler,
Etriskler’i, Hititler'i, Islam Oncesi donemlerden Tanri ve kahramanlari animsatir. Galerie Fons
Welsters'da (Amsterdam) duvara dylesine yapistirilmis gliya masum bir desen olan [simsizde (2012)
halesi olan bir figlird tasiyan gizemli bir burak, farkli figirlerin arasinda temsil edilmistir. Bu imgenin
kaynagt, blylk ihtimalle Koker'in kullanmis oldugu, peygamber ve kitheylaninin gésterildigi Mirajname
ya da sonradan yapilmis kopyalarindan biri olan kaynakla aynidir. Yizyillar boyunca kopyalari yapilan,
sanatci ve sairlerin gézdesi olan bu sahnede Muhammed, tanrisal olan ile uhrevi bir yakinlik icindedir.
Otten’in versiyonunda figurlerin yizleri gorilmez ki bu belki de Islam’in kutsallik anlayisiyla értisir.
Ote yandan, renk ve keskinligin olmadigi minimalist cizgilerin icleri bosalmis gorilir. Bu konturlar
bir acidan Otten’in islerindeki imgelerin tamamlanmamisligina, izleyicinin bosluklari doldurma ile
gorevlendirilmesine ayna tutar.

Zamansal ve mekansal olarak havada duran imgelerin bu uyumsuzluk hali Burcak Bing6l tin (Turkiye)
heykel ve resimlerinde kendini gosterir. Seramik, atik makine parcalari ile birlesir ve hayalet, viicutsuz
eldivenler porselen vazolari kucaklar (Hand Craft serisi, 2015). Bingél'iin calismalari, bilincli olarak
Osmanli seramigine ait unsurlari alir; calismalarinda, meshur iznik cinilerinin renklerini, parlak kirmizi
ve mavi tonlarinda cicek desenlerini kullanir. Bahcede (2012) gibi daha eskiislerinde, cicek desenlerini iki
boyutta sekilsel olarak arastirarak, tipik bir 17. ylizyil Iran portresi olan sahnede monokrom cizgilere ve
yaldizlara vurgu yapar. Reza Abbasi'ninkiler gibi populer albim resimleri (Abbasi, Safavi Sah 1. Abbas’in
saray ressamlari atélyesinin basiydi), siradan insanlari glinliik seyler yaparken gésteriyordu; érnegin,
kozmopolit Isfahan, en son moda kiyafetleri giymis bir sekilde liiks Cin isi kaplardan sarap icen figiirleri
gormek mimkindd. En dnemlisi, bu portrelerde goérilen kisiler gecmisin kahramanlari degil, cogu
zaman anonim bireyler olmasiydi (katipler, usaklar ve hayat kadinlari). Bingdl'in bahcedeki isimsiz bir
kisiyi desenlemesi, stjenin temsilinin omuzlarinda kesilmis olmasindan anlasilabilir; porselen bir sise
ve bardagin éniinde diz c6kmis, bassiz bir viicut olarak belirir. Imgenin diizligu, iran yazmalarina 6zgl
bir tarzdir; golgeleme ve derinligin olmamasi vurgulanmistir. Desenlerin temsili mekani doldurmasi
arka ve on fonun belirsizlesmesine, ikisinin de ayni anda izleyicinin ilgisi icin yarismasina yol acar.

Iliskili olarak Babiir resim gelenekleri editimi almis olan Aisha Khalid (Pakistan), bu pratigin gelenek
ve malzemelerini, renklerinin dizligd, altin yapraklari, desenleri ile oynayarak, kendi islerinde adapte
eder. Stay Quiet Like a Flower [2015) serisinde, iran ve Osmanlilar'da kullanilan lale, iki ve Uc boyutlu
ylzeylerde, bazen altin yaprak bir arkafonun lzerinde ortaya cikar. Beyaz tacyapraginin sinirlari koyu
bir macenta ile narin sapi taclandirir ve dalgali yapraklari yesilin farkli tonlarindadir; cicegin detaylari,
cicek konusunun ve sembolizminin ressamlar ve hamiler tarafindan yogun ilgi gordigi 17. yizyil Bablr
yazmalarinin sayfalarinda bulunan resimlerle baglantilidir.

Hayv Kahraman'in (Irak) Abbasi donemine ait yazma gelenekleri ile iliskili How Iraqi Are You? Serisi,
Magamat al-Hariri nin [Al-Hariri Seanslari) metin ve resimleri ile diyalog icinde. 11. ylzyilda yasamis
olan yazar Basra'nin kisa Arapca hikayelerinde, kurnaz ana karakter Abu Zayd saf al-Harith ile birlikte
maceradan maceraya atilir ve her seferinde ikili baslari derde girdiginde sahtekarlik yaparak ya da
gevezelik ile kurtulurlar. Cinas ve iki anlamli sozlerle dolu bu edebi eser 6zlinde metinseldir, resimler
(en eski resim, 13. Yizyila ait bir Bagdat resmidir) asil metnin yaratici uyarlamalaridir. Kahraman, cogu
zaman erkek merkezli hikayeleri alarak yeniden cinsiyetlendirir ve kadin ana karakterlerin baskin
oldugu yeni sahneler kurgular.



Minér Kahramantliklar sergisindeki sanatcilarin cogu, gecmis geleneklerin mesajlarini ve temalarini
tersine cevirerek ya da yeniden yorumlayarak kullansa da, bazilari bu yapilari iceriden disariya dogru
cozimler. Imran Qureshi'nin (Pakistan) calismalari bu ikinci kategoriye girer. Babur resimlerinde sikca
gérilen teknik ve malzemeleri kullanirken (cicek desenleri ve altin yapraklar), Qureshi'nin isleri bu
unsurlari geleneksel kaynaklardaki kullanimlarinin otesine gotirir. Notr arka fonun Uzerine kirmizi
akrilik boya patlamalari olarak tanimlanabilecek resimlerinin Gzerine ince bir sekilde kazinarak islenmis
cicek desenleri, Bablr yazmalarinin sayfa kenarlarindaki renkli stslemeler ile ylzeysel bir sekilde
baglanabilir. Breathing (2014) adli filminde altin yaprak geleneksel olarak bulundugu ylzeylerden kopuk,
6zgurce suyun ylzeyinde durur; belki de Timur ya da Babiir zamanina ait bahce resimlerindeki titreyen
yapraklari animsatir. Ge¢cmise ait nianslar, Qureshi'nin islerinde slirmektedir fakat icerik ve bicim,
giincel sosyopolitik cerceve ile baglantilidir.

Qureshi'nin resimlerinde oldudu gibi Extramicadele'nin (Turkiye] sanat islerinin kaynaklari acik bir
sekilde goriilebilir. itibar edilmeyen politika ile estetik bicimlerin giciinin arasindaki gerginligi islerinin
merkezine alan Extramiicadele, soyutlanmis motifler, dekoratif kaligrafi ve renkli sekiller gibi Islami
sanat anlayisina 6zgl gorsel araclari taklit eder. Resimlerinin gorsel basitligi siyasi protesto bicimleri
olmalari ile celisir. Extramicadele'nin islerinde, gosterisli Kuran orneklerinde gérdigimiz ozenle
yapilmis kaligrafi, estetik degerinden dolayi kullanilir. Yalniz Extramicadele, kutsal ayetler yerine
Tirkiyeli siyasi figlrlerin bayadi sozlerini kullanarak Islami yazinin yozlasmis otoritelerin agizlig
olmasini saglar: distopik toplumun anti-kahramanlari.

Sergideki isler, farkli yontemler araciligiyla gelecek ile gecmis, kutsal ile bayagi olan, gercek ile hayal
edilmis arasindaki gerginliklerin degisik yonlerini ele alir. Bu konularin 6nemli bir alt metni, global
bajlamda gilincel sanatcilarin pratiginde tarihi ve gelenekleri ile ‘Islami’ sanatin nerede oldugu ve
oynayabilecedi rollerdir. ‘Minér Kahramanliklar™ sergisindeki isler, slrtismelerin ve kopukluklarin
arasinda yatani kesfederek bu endiseler icin yaratici mekanlar kurgular; bu mekanlar, hala tartisilan
noktalardir.
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Minyatiirde Cokluk

Hammad Nasar

‘Global’ sanatin yeni kurgulari ve tarihleri, cogu zaman birbirinden farkli ve tarihsel olarak 6zgin
sanatsal pratiklerin anlatimlarini dillendirmeye dayanir. Kaligrafide soyutlama, Dansaekhwa', mirekkep
sanatlari, yasayan gelenekler, Saggakhaneh?, minyatir... Seoul'dan Lahor'a Guangzhou'dan Khartoum'a
‘mindr’ pratikler gitincel diyaloglarin nazik sicakliginda gelisir. Bu diyaloglar, Antonio Gramsci'nin
‘organik” entelektieller olarak tanimladigi kisilerin islerini doruk noktasina ulastirir: birbirinin enerjisi
ile beslenen sanatcilar bicimsel deneyler yaparak kendilerini tatmin ederler; 6grenciler 6gretmenlerinin
entelektiiel projelerini genisletir ya da kurum kuran inisiyatifler kiltirel temelleri olan modernlik
hallerini destekler.

Yakin zamanda gecmis pratiklere gosterilen sanatsal ilgi, tek seferlik bir durum degil. Bilakis, bu ilginin
kokleri 20. ylizyildaki bagimsiz ulus insa cabalari ve dekolonizasyon miicadelelerindedir. Asagidaki yazi,
buyollardan birinde bir gezinti olarak okunabilir ve kurgusu, uluslardtesidir. Niyet, Min6r Kahramanliklar
sergisindeki sanatcilarin pratiklerini ortak bir referans noktasi Uzerinden aciklamak degil, cografi
olarak kokleri olan bir pratigi 6n plana cikararak birbirinden farkli glincel pratikleri tretken bir sekilde
cercevelemektir.

Hindistan'daki Bengal Ekolii (erken 20. yiizyil) Avrupa modernizmden farkinin altini cizerek vazgecilmez
‘Oryantal bicimi kullanmistir; Hint-Fars minyatir, bu erken cabalarin bir 6rnegdi olarak okunabilir. Daha
genis siyasi akimlar ile bire bir iletisimde olarak kolonyal Hindistan'daki swadeshi(6zgi) sanat akiminin
bir parcasidir. Yaratici tretim yapan bir kusagi, Hint medeniyetlerinin gérsel arac ve ‘manevi‘temelleriyle
yeniden bag kurulmasina ilham vermistir. Bu egilimler, 20. ylzyilin ilk yarisinda Tagore ailesi ile
iliskilendirilen deneysel sanat okulu Santiniketan doneminde doruk noktasina ulasmistir.®

K.G. Subramanyan (d. 1924) Santiniketan tarzi sanatci-distnirlerin 6nemli bir 6rnegidir. Santiniketan'da
6grenciyken zanaat pratiklerine ve sanatin toplum ile daha genis bir diyalogda olarak cercevelenme
bicimini 6ziimsemistir. Kendi sanatsal pratigini farkli gorsel mecralar tzerinden gelistirirken duvar
resmini on plana cikarir; duvar resmi, anlatimlari mekana 6zgi bir sekilde kamusal alana tasimanin
kusursuz bir ornegidir. Belki de en 6nemli basarilarindan biri Hindistan bagimsizlik kazandiktan
sonra acilan ilk sanat okulu olan Baroda'da 1950'de kurulan MS Universitesi'nin miifredat ve etosunu
sekillendirmekte oynadigi roldir. Ozellikle zanaat ve yerel yaratici pratiklerini ‘Yasayan Hindistan Sanat
Gelenekleri” basligi altinda toplayarak yarattigi etkilesim dnemlidir.

Hindistan'in 1947 de Ingiltere sdmiirgesinden cikmasiyla ingiliz Hindistan'in béliinmesi ve Pakistan'in
Glney Asya'nin Misliimanlar’iicin anayurt olarak yaratilmasi ayni ana denk gelir. Pakistan'da da Bengal
Ekoli'ntn gdlgesi sanatci Abdur Rahan Chugtai'nin (1897-1975) arabuluculugu ile hissedilir. Sanat
tarihcisi Iftikhar Dadi Chugtai'yi 6ncti ‘'modern sanatci™ olarak tanimlar. Chugtai'nin modernizm arayisi
Pakistan'in yaratilmasina neden olan siyasi uyanma ile ayni ateste pismistir ve bu iliski kendini ‘ulusal
sanatci’ olarak konumlandirmasini da aciklar. Uluscu ajanda ile isbirligi yapmasi, minyatiriin hikayeleri
tasimak icin uygunlugunu anlamasi ile iliskilidir. Chugtai'nin sanatina eklemek istedigi hikayeleri Hint-
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Tirk sarayina aittir: yeni bagimsizligini kazanmis Misliman ulusun sanatini cerceveleyen iyimserlik
celiskili bir sekilde nostaljiktir. Bu anlatimi on plana cikaran ortam, Chugtai'nin Bengal Ekoli'nden
bagimsiz olmak ve rekabet etmekteki israrini anlamak acisindan 6nemlidir.®

Chugtai 1915 ile 1924 arasinda Lahor'daki Mayo Sanat Okulu'nda ders vermisti. Sanat ve Zanaat
Hareketi'nin bir parcasi olarak kurgulanmis kolonyal déneme ait okul, bagimsizliktan sonra Ulusal Sanat
Universitesi'ne (NCA) déniismustiir ve sergideki iki sanatcinin mezun oldugu okuldur, Imran Qureshi ve
Aisha Khalid. Minyatir resim, 1920'den beri NCA'nin mufredatina dahil edilmistir.® Baroda'daki Gizel
Sanat Fakiltesi de kurulusundan beri minyatir resim Uzerine calismalara ev sahipligi yapmaktadir.
iki rnekte de minyatir pratigi pedagojik ya da sanatsal tecriibenin merkezinde yer almamustir. iki
itham verici sanatci-6gretmen bunu bireysel cabalariyla degistirmistir ('minor kahramanlar’ olarak da
tanimlanabilirler isterseniz): Lahor'da Zahoor-ul-Akhlag (1941-1999) ve Baroda'nin Gulammohammed
Sheikh (d. 1937).

Londra iki ylzyildan fazla siiredir imparatorlugun ‘topladigi’ minyatir albimlerine ev sahipligi
yaptigindan minyatir resim calismak icin uygun bir yerdir. Ve yine Londra ayni zamanda 1960larda
Akhlag ve Sheikh'in Victoria & Albert Miuzesi'nin (V&A] essiz Hint minyatirt koleksiyonlarini inceledigi
yerdir. Londra'da V&A'den pek de uzak olmayan Royal College of Art'ta 6grenciyken, gozlem, pratik ve
distince araciligiyla kendileri icin yeni sanatsal yoriingeler cizerek minyatir resmi ile daha derin ve cok
yonld bir iliski kurdular.

Hindistan'da yasamak demek ayni anda farkli zaman ve kiltirlerde yasamaktir. ‘Ortacag’
durumlarininicine girmek ya da ‘ilkel’ insanlara rastlamak sik sik olan bir seydir. Gecmis,
su anin icinde yasayan bir varliktir ve ikisi birbirini aydinlatir ve sirdiirir. Zamanlar
ve kiiltiirler birbirine yakinlastikca ozlestirmeciligin kaleleri yok olur. Geleneksel ve
modern, 6zel ve kamusal, ic ve dis durmadan parcalanir ve yeniden birlestirilir.

Gulammohammed Sheikh’

Sheikh ozellikle minyatirtin bircok anlatimi tasima kapasitesi ile ilgilenmistir; Bati resminin tek
perspektifi yerine minyatirin resimsel ylzeyinde gomulli perspektifler, akademisyen Anna Sloan’in
minyattrde ‘'mimari mekan'® olarak tanimladigi alani acar. Ayni zamanda calisan kicik bir grup sanatci,
Sheikh'in minyatir resmi ile olan ilgisini takip eder. Bunlarin arasinda tabi Nilima Sheikh (d. 1945) 6n
plana cikar; Baroda'daki akademik calismalari sirasinda minyatir resmini Jaipur ve Nathadwara'dan
6grenmistir.? Hindistan'in itk Pop sanatcisi olarak taninan Bhupen Khakhar'in (1934-2003) mekan tasviri
aslinda Sheikh'in yaklasimina oldukca yakindir. Sheikh'in yakinindaki sanatcilarin bireysel tretimlerinde
minyatlrin mekansal ve anlatimsal tasima yetilerini kullanmalari, Baroda'da pedagojik olarak minyatir
resminin calisilmasina ve anlasilmasina neden olmad:.'® Baroda'da anlatimsal resim pratiginin icinde
etkili bir kol oldu. Modern soyutlamanin etkisi altinda olan Hint sanat dinyasi cercevesinde insan
figliriini merkeze alan bu giincel pratik minér bir kahramanlik olarak okunabilir. '

Ote yandan Akhlaq minyatir resmin bicimsel yénlerini kendi ilgi alanlari cercevesinde arastirip resim
pratigine ilgisi Uzerine dislnirken NCA'deki Glizel Sanatlar Bolimi'nin basinda olmasini kullanarak
Minyatir Bolumi'nd kurdu. '? Hint-Tirk sarayindaki zanaatkar atdlyelerine dayanan yetistirmesi ile
Haji Mohammed Sharif'in 6grencisi Sheikh Shujaullah tarafindan egitilmis gen¢ minyatir ressami
Bashir Ahmed (d. 1954) daha once zanaat olarak goriilen bu pratigi akademiklestirir. Akhlag'in pratigi
cercevesinde minyatir pratigi resim, heykel ve baski yapimi ile ayni akademik pozisyonda gorilmustir.

Bolimun 1980lerde kurulmasi ile NCA'de egitim gormus bir kusak sanatci, minyatir resim gercekten
bir ‘izm’ haline gelmistir.” Sirecin yaratici yeniliklerle arastirilmasi, sanatta emegin performansinin
distngusel kullanimi, malzemedeki belirlilik, gorsel referanslarin bollugu ve hitap etme bicimlerindeki
karmasik gecisler Gretilmistir. Minyatlr resim mecazlarindan cok bir tavir haline gelmistir.™® "Ikili
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secimlerin tahakkimu'nU reddederek ikisini de kabul eder: anitsal ve mahrem; muhtesem zanaat
becerileri ve disavurumcu jestler; referans verme ve saygisizlik; tarih ve gtincellik.™®

1990 ve 2000lerde NCA'den mezun olanlar anlatimsal gelenekler ile ilgilenmeye devam etmistir. New
York'ta yasayan onci Shahzia Sikander kisisel anlatimlardan ic mekanlara ve post-kolonyel durumun
arastirmalarina iddiali dijital animasyonlar araciliiyla arastirir. Sharjah Bienali'ndeki (2011) ya da New
York'taki Metropolitan Mizesi'nin catisindaki gibi (2013) gibi dramatik mekana 6zgu yerlestirmeleri
ile taninan Imran Qureshi minyatlr portre formunu sanat diinyasina esprili bir sekilde hitap etmek
icin bir anlatim bicimi olarak kullanir. Aisha Khalid'in erken donemindeki acik¢a feminist resimleri
zamanla resim ve heykel yerlestirmelere yayilan daha genis bir pratige donismiustir; arastirdigi
konular arasinda geometrik soyutlama ve ev hayati, aci ve sis vardir. Nusra Latif Qureshi minyatirin
arac ve diliyle calismaya devam ederek ‘olmus olan ile kalan arasindaki farki gérmek; tarihi yeni
anlatimlar tretmek icin durmadan yeniden aranje edilen parcalar olarak gormek”™."* Khadim Ali Farsca
destanlari mitolojik kahramanlarin Bati Asya siyasetinde bire bir kullanilmasini géstermek icin kullanir.
Muhammad Zeeshan'in teknik ve malzeme ile yaptigi bicimsel deneyler (zimpara kagidindan lazer cizim)
etrafimizdaki popiler sinemadan Islam tarihine kadar anlatimsal kavislere isaret eder.

En etkili olduklari anlarda bu sanatcilar ve bircok yasitlari, 6grencileri gecmisleri tarafindan
kisittanmayan, aksine gecmis ile elestirel bir diyalogda olan pratikler gelistirmislerdir. Cizdikleri
giincel minyatir tarzi ve mirekkep sanati gibi paralel pratikler, zamani, mekani asarak birden fazla
anlatim tasiyabilir ve yeni "evren’lerin dogma ihtimalini besler." Bu tarz 6nermelerle ¢ikis noktalari olan
cografyalardan kacarak baska yerlerdeki pratikleri cerceveleme ihtimali dogurarak globalin nerede ve
ne olabilecegine dair fikirlerimizi ilerletir.

Dipnotlar

' See Joan Kee, Contemporary Korean Art: Tansaekhwa and the Urgency of Method (Minnesota, 2013),
on Korea's Dansaekhwa monochrome movement.

? See Shiva Balaghi and Lynn Gumpert, Picturing Iran: Art, Society and Revolution (London, 2002) for
more on the Saqgakhaneh movement, sometimes referred to as “spiritual pop” in Iran.

3 See Tapati Guha-Thakurta, The Making of a New Indian Art: Artists, Aesthetics and Nationalism in
Bengal 1850-1920 (Cambridge, 1994).

“See Geeta Kapur, When Was Modernism, p. 87-144 [New Delhi, 2000) for a consideration of his practice;
and Nilima Sheikh, ‘A Post-Independence Initiative in Art’, in Contemporary Art in Baroda, ed. G. Sheikh
(New Delhi, 1997]) p. 53-144 for a look at his role in Baroda as artist and teacher. Subramanyan wrote
prolifically on tradition and modernity, and a selection of his texts can be accessed from http://www.aaa.
org.hk/Collection/CollectionOnline/SpecialCollectionFolder/2144

5 See Iftikhar Dadi, Modernism and the Art of Muslim South Asia, p. 46-92, (Chapel Hill, 2010) for a
detailed account of Chughtai’s life and work.

¢ Ibid. Chughtai travelled to Calcutta in 1916/19 and was often the only Muslim artist who circulated in
journals alongside the artists more usually associated with the Bengal School.

7 Virgnia Whiles, “Revival or Re-invention” in Karkhana: A Contemporary Collaboration, ed. Hammad
Nasar, p.28 (London & Ridgefield, 2005). For a more detailed account, see Virginia Whiles, Art and
Polemic in Pakistan, (London, 2010).

¢ Gulammohammed Sheikh in catalogue for the exhibition Place for People (Bombay & New Delhi, 1981).
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?See Anna Sloan, "Miniature as Attitude”, in Beyond the Page: Contemporary Art from Pakistan, eds. A.
Dawood & H. Nasar, p. 26-45 (London & Manchester, 2006).

10 Ajay Sinha, "Envisioning the Seventies and the Eighties”, in Contemporary Art in Baroda, ed. G. Sheikh
(New Delhi, 1997) p. 192.

"' G. Sheikh did submit a proposal for an MA course on the Living Traditions of Indian Art (copy in G.
Sheikh's archives digitized by Asia Art Archive - not yet available online], but that had no specific mention
of miniature painting.

12 Geeta Kapur, "Partisan Views About the Human Figure” in catalogue for Place for People (Bombay &
New Delhi, 1981).

¥ For Akhlag's engagement with miniature practice see Simone Wille, Modern Art in Pakistan: History,
Tradition, Place, p.40-82 [New Delhi, 2015). For his pedagogic intervention, see Whiles, 'Revival or Re-
Invention” in Karkhana.

'"“ Hammad Nasar, "The 'Expanded’ Field of Contemporary Miniature” in Nafas, May 2010, http://
universes-in-universe.org/eng/nafas/articles/2010/contemporary_miniature

15 The idea of miniature as an attitude was explored in the exhibition Beyond the Page: Miniature as
Attitude in Contemporary Art from Pakistan (curated by Hammad Nasar with Anna Sloan and Bridget
Bray) at the Pacific Asia Museum in 2010. An earlier version of the exhibition (curated by H. Nasar) was
realised in two parts at Manchester Art Gallery and Asia House, London in 2006, and accompanied by a
catalogue (London & Manchester, 2006).

'“ Hammad Nasar, “Imran Qureshi” in Vitamin D2: New Perspectives in Drawing, eds. Garrett and Price
(London, 2013).

7 Hammad Nasar, “Reflexive looking: An expanded notion of self”, in Beyond the Self ed. Clark and
Mahoney, p.60-61 [Canberra, 2013). Company painting describes paintings produced under the patronage
of the East India Company in the late eighteenth and nineteenth centuries often by miniature painters
formerly employed in Mughal-era courts.

'8 | am grateful to Pheng Cheah'’s talk, and as yet unpublished paper, Asia as Question: Asian Studies
in Postcolonial Globalization, for this formulation. All references to the “universal” refer to the mostly
European post-enlightenment concepts that have shaped modern and contemporary art practice.

Hammad Nasar, Asia Art Archive, Hong Kong'un Arastirma ve Programlar Bolumi'nin baskanligini
yirutmekte olan bir kiirator ve yazardir. Londra'da bulundugu yillarda kar amaci glitmeyen sanat 6rgiiti
Green Cardamom’un ortak kuruculugunu yapan Nasar, Goldsmiths College’'de ise Clore Research Fellow
(Arastirma Gorevliligi) yapmistir. Kiratoryel projelerinden bir cogu cagdas minyatir calismalari Gzerinedir.
Bunlardan &ne cikanlar sunlardir: Beyond the Page: The Miniature as Attitude in Contemporary Art
from Pakistan, Pacific Asia Museum (2010, Pasadena, ABD): Safavids Revisited, British Museum (2009,
Londral; Karkhana: A Contemporary Collaboration, Aldrich Contemporary Art Museum (2005, Ridgefield,
ABD)J, Asian Art Museum (2006, San Francisco, ABD). Nasar ayni zamanda Tate Gallery'nin yayini Tate
etc'nin yazi kurulu tyeligini Victoria and Albert Museum'un Jameel Odili'nin jiri Gyeligini ve Art Baselin
Kickstarter'la olan kitle fonlamasi ortakligini yiritmektedir. Hammad Nasar ayni zamanda Alserkal
Avenue (BAE), Delfina Foundation (Birlesik Krallik], Lahore Biennial Foundation (Pakistan), and San Art
(Vietnam)] dahil olmak tzere pek cok uluslararasi sanat kurumunda danismanlik yapmaktadir.






Burcak Bingol

Unforeseen Resistance-Surface
Ongériilemeyen Direnc-Yiizey, 2015
Wallpaper/Duvarkagidi, Variable dimensions/Degisken ebat




Unforeseen Resistance-Scenery
Ongériilemeyen Direnc-Manzara, 2015
Ceramics/Seramik, 32x24x35cm
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Unforeseen Resistance-Detail
Ongériilemeyen Direnc-Ayrinti, 2015
Marker and water colour on paper

Kagit tzerine markadr ve suluboya, 29x24cm



Burcak Bingdl was born in Gaorele in 1976. After finishing her BA, MA and
PhD at the Fine Arts Faculty, Hacettepe University, Ankara, she completed a
Photography Program at The New School in New York. Bingdl exhibited her
works in five solo shows, of which two in New York, and was included in many
group exhibitions. She curated exhibitions at the Goethe Institute, Ankara.
Her solo shows include: A Carriage Affair, Galeri Zilberman, Istanbul, (2014),
Cabinet of Curiosities, Cda- Projects, Istanbul (2011), Feeling the Blanks,
Tirkevi Gallery, New York, USA (2009), Attention! Fragile, Hacettepe University
Faculty of Fine Arts, Ankara, Turkey (2008), Syste-Matic, Thomas Hunter Gallery,
New York, USA (2006). She also exhibited solo projects at Volta NY (2015) and
Art Basel Hong Kong (2014). Her works have been included in various public
and private collections, in Europe, US and the Middle East. She lives and works
in Istanbul.

Burcak Bingél, 1976'da Gérele'de dogdu. Hacettepe Universitesi Giizel Sanatlar
Fakultesi'nde lisans ve ylksek lisans ve doktorasini tamamladiktan sonra New
York, The New School'da Fotograf programi tamamladi. Bingdl, ikisi New York'da
olmak Uzere bes kisisel sergi acmis, pek cok karma sergiye dahil olmustur.
Kirator olarak Ankara-Goethe Enstitisi'nde sergiler organize etmistir. Kisisel
sergilerinden bazilari sunlardir; Araba Sevdasi, Galeri Zilberman, istanbul,
[2014), Nadireler Kabinesi, Cda-Projects, istanbul (2011), Feeling the Blanks,
Tirkevi Galerisi, New York, ABD (2009), Dikkat! Kirilabilir, Hacettepe Universitesi
Glzel Sanatlar Fakiltesi, Ankara, Turkiye (2008), Syste-Matic, Thomas Hunter
Galerisi, New York, ABD (2006). Ayrica Volta-NY (2015) ve Art Basel Hong Kong'da
(2014) solo sergi projeleri olmustur. Calismalari cesitli mize koleksiyonlarinin
yaninda, Avrupa, Amerika ve Orta Dogu'daki 6zel koleksiyonlarda yer almaktadir.
Istanbul'da yasamakta ve calismaktadir.
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Extrastruggle/Extramiicadele

We Will Fuck This Nation Over-Cintamani
Bu Milletin Amina Koyacagiz-Cintemani, 2015
Acrylic on hardboard/Duralit Gzerine akrilik, 72x109cm




We Will Fuck This Nation Over-Eye
Bu Milletin Amina Koyacagiz-Géz, 2015
Acrylic on hardboard/Duralit Gzerine akrilik, 72x109cm







Extrastruggle (b. 1970) lives and works in Istanbul. He completed his
undergraduate degree in Mimar Sinan University of Fine Arts, Graphic Design
Department, Istanbul, Turkey in 1998. Extrastruggle first emerged in 1997 as
a movement of culture jamming / artistic intervention. His recent exhibitions
include: VOLTA 11 Basel, Basel, Switzerland (2015); Objets Trouvés, Delvoyeurs,
Galerie Didier Claes, Brussels, Belgium (2015); Mom I'm Going Out to Pour
Some Concrete, Studio X, Istanbul (2015); There Is No God In the Sky Only Birds,
Galeri NON, Istanbul (2014); Squarel(s), curator: Yann Perreau, Francois Ghebaly,
Los Angeles, USA (2014); Black&White, curator: Galit Eilat, Van Abbemuseum,
Eindhoven, Netherlands (2013); / Didn’t Do This, You Did, Galeri NON, Istanbul
(2010); Second Exhibition, curator: Emre Baykal, ARTER, Istanbul (2010).

Extramiicadele (d.1970) Istanbulda yasayip calismaktadir. 1998 senesinde
Mimar Sinan Giizel Sanatlar Universitesi Grafik Tasarim Ana Sanat Dalinda
lisansini tamamlamistir.  Extramicadele ilk olarak 1997'de bir kultir
karistirmasi/sanatsal midahale olarak ortaya cikmistir. Katildigi sergilerinden
bazilari sunlardir; VOLTA 11 Basel, Basel, isvi;re (2015); Objets Trouvés,
Delvoyeurs, Galerie Didier Claes, Briksel, Belcika (2015); Anne Ben Beton
Dokmeye Gidiyorum, Studio X, istanbul (2015): Gdokytiziinde Tanri Yok Kuslar Var,
Galeri NON, Istanbul (2014); Square(s), kiiratér: Yann Perreau, Francois Ghebaly,
Los Angeles, ABD (2014); Black& White, kirator: Galit Eilat, Van Abbemuseum,
Eindhoven, Hollanda (2013); Bunu Ben Yapmadim, Siz Yaptiniz, Galeri NON,
Istanbul (2010); ikinci Sergi, kiiratér: Emre Baykal, ARTER, Istanbul (2010).
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Hayv Kahraman

Hameeha Harameeha, 2015.
Oil on linen, keten izerine yagli boya, 200x264 cm
Image courtesy of the artist./Sanatcinin izniyle.
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“Hameeha Harameeha”
The protector is also the thief — Koruyucu ayni zamanda hirsizdr.

This aphorism is used to describe a person whom you place your
confidence in and entrust with something and what happens is that
he/she uses that thing for their own personal interest or simply steals it
and thereby the protector becomes the thief.

Bu dzdeyis, giivendiginiz ve bu giivenin rabatligryla bir sey emanet ettiginiz,
ancak bu emaneti kisisel ¢ikarlar: igin kullanan ya da dipediiz ¢alan ve
koruyucu olacag yere hirsiza donen insanlar i¢in kullanilr.
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Hayv Kahraman was born in 1981 in Baghdad (Irag). Recent solo exhibitions
include Collective Performance, Nelson-Atkins museum of art, Kansas City and
Duke University, Durham, How Iraqi are you?, Jack Shainman, Let the guest be
the Master, Jack Shainman, Extimacy, The third line gallery, Dubai, Pins and
Needles, The third line gallery, Dubai; Seven gates, Green Cardamom, London.
Recent group exhibitions include: Neighbors - Contemporary Narratives from
Turkey and Beyond, Istanbul museum of modern art; Echoes, Islamic art and
contemporary artists, Nelson-Atkins museum of Art; Arab Contemporary,
Architecture, culture and identity, Louisiana museum of modern art, Denmark
; The Jameel tour, San Antonio Museum of Art, San Antonio; Cantor Art Center,
Stanford; The Victoria and Albert museum, London; Institute de Monde Arabe,
Paris; Casa Arabe, Madrid ; Fertile Crescent, Paul Robeson center for the
Arts, Princeton; Newtopia the state of human rights, Kazerne Dossin Museum,
Mechelen; Disquieting muses, Contemporary Art Center of Thessaloniki, State
Museum of Contemporary Art, Greece (2011); Of women’s modesty and anger,
Villa Empain center for the arts, Brussels (2011); Taswir, Martin-Gropius-Bau,
Berlin Germany (2010); Unveiled: New art from the middle east, Saatchi gallery,
London (2009). Hayv was shortlisted for the 2011 Jameel Prize at the Victoria
and Albert Museum.

Havy Kahraman 1981'de Bagdat'ta dogdu. Son dénem kisisel sergileri arasinda
sunlar sayilabilir: Collective Performance, Nelson-Atkins Museum of Art,
Kansas City ve Duke University, Durham, How Iragi are you?, Jack Shainman,
Let the guest be the Master, Jack Shainman, Extimacy, The Third Line Gallery,
Dubai, Pins and Needles, The Third Line Gallery, Dubai; Seven gates, Green
Cardamom, Londra. Katildigi son donem karma sergilerise sunlardir: Neighbors
- Contemporary Narratives from Turkey and Beyond, istanbul Modern; Echoes,
Islamic art and contemporary artists, Nelson-Atkins Museum of Art; Arab
Contemporary, Architecture, culture and identity, Louisiana Museum of Modern
Art, Danimarka ; The Jameel tour, San Antonio Museum of Art, San Antonio,
ABD: Cantor Art Center, Stanford, ABD; The Victoria and Albert Museum,
Londra; Institute de Monde Arabe, Paris; Casa Arabe, Madrid; Fertile Crescent,
Paul Robeson Center For The Arts, Princeton, ABD; Newtopia the state of
human rights, Kazerne Dossin Museum, Mechelen, Belcika; Disquieting muses,
Contemporary Art Center of Thessaloniki, State Museum of Contemporary Art,
Yunanistan (2011); Of women's modesty and anger, Villa Empain Center For
The Arts, Briksel (2011); Taswir, Martin-Gropius-Bau, Berlin (2010]); Unveiled:
New art from the middle east, Saatchi Gallery, Londra (2009]). Havy 2011 yilinda
Victoria and Albert Museum'daki Jameel Odiilii'niin son aday listesinde yer ald1.
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Aisha Khalid

You appear in me, | in you

Sen Bende ve Ben Sende Dogar, 2015
Gouache on Paper board, gold leaf
Kagit Uzerine guaj ve altin varak
99x114 cm
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You appear in me, | in you
Sen Bende ve Ben Sende Dogar, 2015
Gouache on Paper, Gold leaf , Acrylic box

Kagit Uzerine guaj ve altin varak, akrilik kutu
30x30x30 cm

You appear in me, |l in you

Sen Bende ve Ben Sende Dogar, 2015
Gouache on Paper, Acrylic box

Kagit Uzerine guaj, akrilik kutu
30x30x30 cm



You appear in me, | in you

Sen Bende ve Ben Sende Dogar, 2015

Gouache on Paper, Gold leaf , Acrylic box

Kagit Uzerine guaj ve altin varak, akrilik kutu,
30x30x30 cm (diptych, each cube/diptik, her bir kiip)



Aisha Khalid was born in Lahore (Pakistan) in 1972, earned a BFA from the
National College of Arts there and went on to study at the Rijksakademie in
Amsterdam.Solo shows of herworks have been heldin Rohtas Gallery, Islamabad
(2000), Rohtas L Gallery, Lahore (2003), Corvi-Mora, London (2005) Anant Art
Gallery, Delhi, (2006), Corvi-Mora, Pump House Gallery London (2008), Pao
Galleries, Hong Kong (2010 & 2014), WhitWorth Art Gallery, Manchester (2012),
and the Aga Khan Museum, Toronto (2014). Her duo shows with Imran Qureshi
include Corvi-Mora, London (2001, 2007 & 2010), Admit One Gallery, New York
(2001), The Experimental Gallery, Hong Kong Arts Centre, Hong Kong (2007).
Her works have been included in group shows at the Centre of Contemporary
Art Glasgow (2000), Brunei Gallery, London (2000), Harris Museum & Art
Gallery, Preston (2002), Royal Academy, London (2002), Aldrich Museum of
Contemporary Art, Ridgefield CT (2005), Belvedere, Vienna (2009), The Institut
du Monde Arabe, Paris (2011), the Victoria & Albert Museum, London (2011),
Fukuoka Asian Art Museum, Fukuoka (2012), Singapore Art Museum (2013),
and the Modern Art Museum, Arnhem, The Netherlands (2014). She has also
been part of the Second Asian Art Triennial, Fukuoka (2002), Venice Biennial
(2009), 10th Sharjah Biennial, Sharjah (2011) and the 5th Moscow Biennale
of Contemporary Art (2013). She has won the People’s Choice category of the
Jameel Prize in 2011 and has been a finalist for the Jameel Prize in 2011.

Aisha Khalid 1972 yilinda Pakistan'in Lahor kentinde diinyaya geldi. Ayni sehrin
Ulusal Sanat Universitesi'den lisans diplomasini aldiktan sonra Amsterdam’daki
Rijksakademie'de egitimine devam etti. Kisisel sergilerinden bazilari sunlardir:
Rohtas Gallery, Islamabad (2000), Rohtas Ll Gallery, Lahor (2003), Corvi-Mora,
Londra (2005) Anant Art Gallery, Delhi, (2006), Corvi-Mora, Pump House
Gallery, Londra (2008]), Pao Galleries, Hong Kong (2010 & 2014), WhitWorth
Art Gallery, Manchester (2012), Aga Khan Museum, Toronto (2014). Imran
Qureshi ile dizenledigi ikili sergiler sunlardir: Corvi-Mora, Londra (2001, 2007
& 2010], Admit One Gallery, New York (2001), The Experimental Gallery, Hong
Kong Arts Centre, Hong Kong (2007). Katildigi karma sergilerden bazilari ise
sunlardir: Centre of Contemporary Art Glasgow (2000), Brunei Gallery, Londra
[2000), Harris Museum & Art Gallery, Preston (2002), Royal Academy, Londra
(2002), Aldrich Museum of Contemporary Art, Ridgefield, ABD (2005}, Belvedere,
Viyana (2009), The Institut du Monde Arabe, Paris (2011), the Victoria & Albert
Museum, Londra (2011), Fukuoka Asian Art Museum, Japonya (2012), Singapore
Art Museum, Singapur (2013), ve the Modern Art Museum, Arnhem, Hollanda
(2014). Sanatci ayni zamanda Second Asian Art Triennial, Fukuoka (2002),
Venedik Bienali (2009), 10uncu Sarika Bienali (2011) ve 5inci Moskova Cagdas
Sanat Bienali (2013) ne katilmistir. 2011 yilinda Jameel Odili’niin Halkin Secimi
kategorisini kazanmistir ve ayni zamanda Jameel Odiili'ne aday gésterilmistir.

49



Azade Koker

Devil Tempted/Seytan Diirtti, 2015
Mixed media on canvas/Tuval Uzerine karisik teknik, 130x200cm










Azade Koker was born in Istanbul in 1949. She lives and works between Berlin
and Istanbul. She has been working as a professor and a department head at
the Braunschweig Technical University, Berlin, Germany(2003 - 2014). Her
recent exhibitions include; Meeting Point, Konstanz, Germany, Curator: Dr. Axel
Lapp (2015); City of the Future, Braunschweig, Germany, (2014); Moving Spaces,
Galeri Zilberman, istanbul (2013); Zaman Panaromasi, Galeri Nev, Ankara,
Turkey (2012); Dream and Reality, Istanbul Modern Museum, Turkey (2012); The
Third Nature, Galeri Zilberman, Turkey (2011]); Hybrid Spaces-Corridors, Galeri
Zilberman, Turkey (2009); Human Nature, Milli Reasiirans Art Gallery, Turkey
(2007); Gedichtnis und Format Istanbul Modern Museum (2006); Fiinf aus
Europa, Soloma, USA (2006); Soul, Bezielte Kunst, Brugge (2005); Transparenz
der Abwesentheit, Otto- Gallery, Germany (2004); Body Substance, Galerie M,
Berlin, (2003); Between Earth and Heaven, Museum of Modern Art, Oostende,
Belgien (2001). Her works are in numerous public and corporate collections
including Akbank, Istanbul; The British Museum, London; Berlinische Gallery,
Berlin; Elgiz Museum of Contemporary Art, Istanbul; Lebendiges Museum,
Berlin; John Michael Kohler Arts Center, Wisconsin; Istanbul Modern Museum.
Some of the awards that the artist received are; Kunstpreis der Stadt Darmstadt,
Der Magistrat der Stadt Darmstadt(1985), Arbeitsstipendium des Senators fir
Kulturell Angelegenheiten von Berlin (1985), Der Kritikerpreis fir Bildende
Kunst, Verband der DeutschenKritiker e.V. (1986), GroBer Diisseldorfer
Kunstpreis (1986).

Azade Koker, 1949'da Istanbul'da dogmustur. Berlin ve Istanbul'da yasayip
calismaktadir. Braunschweig Teknik Universitesi'nde 6gretim gorevlisi ve Bolim
Baskani olarak calismistir (2003-2014). Son yillarda katildi§i sergilerden bazilari
sunlardir: Meeting Point, Konstanz, Almanya, Kurator: Dr. Axel Lapp (2015);
Gelecegin Kenti, Braunschweig, Almanya, (2014); Hareketli Mekanlar, Galeri
Zilberman, istanbul (2013); Zaman Panaromasi, Galeri Nev, Ankara (2012); Hayal
ve Gercek, Istanbul Modern, Istanbul (2012); UgUncU Doga, Galeri Zilberman,
istanbul (2011); Hibrid Mekanlar - Koridorlar, Galeri Zilberman, istanbul (2009);
Insanlik Hali, Milli Reasiirans Art Gallery, Istanbul (2007); Gedéchtnis und
Format, Istanbul Modern Museum (2006); Finf aus Europa, Soloma, USA (2006);
Soul, Bezielte Kunst, Brugge (2005); Yoklugun Seffafligi, Otto-Gallery, Minih,
Almanya (2004); Body Substance, Galerie M, Berlin, (2003); Between Earth and
Heaven, Museum of Modern Art, Oostende, Belgien (2001). Kéker'in calismalari
pek cok 6zel ve kamusal koleksiyonda yer almaktadir. Bunlardan bazilari:
Akbank, istanbul; The British Museum, Londra; Berlinische Gallery, Berlin;
Elgiz Cagdas Sanat Miizesi, Istanbul; Lebendiges Museum, Berlin; John Michael
Kohler Arts Center, Wisconsin: Istanbul Modern. Sanatcinin aldigr édillerden
bazilari sunlardir: Kunstpreis der Stadt Darmstadt, Der Magistrat der Stadt
Darmstadt(1985), Arbeitsstipendium des Senators fir Kulturell Angelegenheiten
von Berlin (1985), Der Kritikerpreis fir Bildende Kunst, Verband der Deutschen
Kritiker e.V. (1986), GroBRer Disseldorfer Kunstpreis (1986)
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Femmy Otten

New Myth For New Family/Yeni Aile icin Yeni Mit, 2011 - 2015
Wood, oil colour, plaster, tempera/tahta, yagli boya, alci, zamkli boya
Variable size/degisken boyut: + 250 x 300 crm

Image courtesy of the artist./Sanatcinin izniyle.
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Femmy Otten was born in 1981 in Amsterdam (the Netherlands), studied at HISK
in Gent, was a resident artist at the Rijksakademie in Amsterdam and Atelier
Holsboer in Paris. In 2012 she was awarded de prestigious Volkskrant Beeldende
Kunstprijs. In 2014 she was selected as the official portraitist of Dutch King
Willem-Alexander. Recent exhibitions include: Meditations on a hobby horse,
CIAP, Hasselt (BE); The restless gods, performance at Predikherenkerk and
Museum M, Leuven (BE); And life is over there, Galerie Fons Welters, Amsterdam
(NL); De Volkskrant Beeldende Kunstprijs, Stedelijk Museum Schiedam (NLJ;
Yellow Minutes, Where time has lost its relevance in P///akt, Amsterdam (NL);
Koninklijke Schilderprijs, Paleis op de Dam, Amsterdam (NL); Museum Tot Zover,
Amsterdam (NL); Return on Invest, Stroom Den Haag (NL); Hydrarchy: Power and
Resistance at Sea, Gasworks London (UK).

Femmy Otten 1981'de Amsterdam’da diinyaya geldi. Belcika'nin Gent sehrindeki
HISK'te 6gretim goren sanatci, Amsterdam’daki Rijksakademie’'de ve Parist teki
Atelier Holsboer'de misafir sanatci olarak bulundu. 2012 yilinda prestijli
Volkskrant Beeldende Kunstprijs 6duline layik gorildd. 2014te Hollanda Krali
Willem-Alexander’in resmi portrecisi olarak secildi. Son donem sergilerinden
bazilari sunlardir: Meditations on a hobby horse, CIAP, Hasselt [Bet;ika];
The restless gods, performance at Predikherenkerk and Museum M, Leuven
(Belcika); And life is over there, Galerie Fons Welters, Amsterdam (Hollandal;
De Volkskrant Beeldende Kunstprijs, Stedelijk Museum Schiedam (Hollandal;
Yellow Minutes, Where time has lost its relevance in P///akt, Amsterdam
(Hollandal; Koninklijke Schilderprijs, Paleis op de Dam, Amsterdam (Hollanda);
Museum Tot Zover, Amsterdam (Hollanda); Return on Invest, Stroom Den Haag
(Hollandal; Hydrarchy: Power and Resistance at Sea, Gasworks Londra (Birlesik
Krallik).
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Imran Qureshi

This Leprous Brightness/Bu Leprali Parlaklik, 2015

Acrylic paint and gold leaf on canvas
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Image courtesy of the artist./Sanatcinin izniyle.







This Leprous Brightness/Bu Leprali Parlaklik, 2015

Acrylic and gold leaf on canvas
Tuval Uzerine akrilik ve altin varak, 152x152cm.

Image courtesy of the artist./Sanatcinin izniyle.



Imran Qureshi was born in 1972 in Hyderabad (Pakistan). He develops an
aesthetic that integrates contemporary themes with the motifs and techniques
of Mughal miniature painting. He lives and works in Lahore, Pakistan. In 2015
he participated in the exhibition The Great Game held at the Iranian Pavilion
at the 56th Venice Biennale. In 2014, his work and site-specific installation
was on view in the inaugural exhibition of the Aga Khan Museum in Toronto
titled Garden of Ideas: Contemporary Art from Pakistan. Recent projects also
included The God of Small Things at the Eli and Edyth Broad Art Museum in
Michigan and The Roof Garden Commission at the Metropolitan Museum of
Art. He also participated in the 2013 Venice Biennale in the main show: The
Encyclopedic Palace, curated by Massimiliano Gioni. During the winter 2014/15
lkon Gallery in Birmingham presented a solo exhibition by Imran Qureshi,
Deutsche Bank Artist of the Year 2013. Imran Qureshi is represented in the
permanent collections of major institutions including The Metropolitan Museum
of Art, New York and the Victoria & Albert Museum, London.

Imran Qureshi 1972 yilinda Pakistan'in Haydarabad sehrinde dogdu. Cagdas
temalarla Mughal minyatir resminin motif ve teknikleriyle birlestirdigi bir
estetik gelistiren sanatci Pakistan'in Lahor kentinde yasayip calismaktadir.
2015 yilinda, 56inci Venedik Bienali'ndeki iran Pavyonu'ndaki The Great Game
adli sergiye katildi. 2014'te bolgeye 6zel enstalasyonu ve calismasi Toronto'daki
Aga Khan Mizesi'nin Garden of Ideas: Contemporary Art from Pakistan adli
acilis sergisinde yer aldi. Son donem projeleri arasinda The God of Small
Things, Eli and Edyth Broad Art Museum, Michigan, ABD ve The Roof Garden
Commission, Metropolitan Museum of Art, New York, ABD sayilabilir. Sanatci
ayni zamanda 2013 Venedik Bienali'nin Massimiliano Gioni'nin kiratérlugini
yaptigi The Encyclopedic Palace isimli ana sergisine katildi. 2014/15 kisinda ise
ingiltere'nin Birmingham kentindeki lkon Gallery'de Deutsche Bank 2013 Yilin
Sanatcisi olarak kisisel bir sergisi acilmistir. Imran Qureshi'nin calismalari The
Metropolitan Museum of Art, New York ve Victoria and Albert Museum, Londra
gibi pek cok onemli kurumun kalici koleksiyonlarinda yer almaktadir.
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r, 2015

Love Me, Love Me Not/Seviyor Sevmiyo

Acrylic paint on canvas, Tuval Uzerine akrilik, 198x137cm.

Image courtesy of the artist./Sanatcinin izniyle.
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