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Kay Rosen ile Soylesi
Vassilios Doupas

islerini on yildan uzun bir siiredir takip ettigim Kay Rosen’in, istanbul'daki ilk tek kisilik sergisi icin katalog metnini yazmami
istemesi, benim icin biylk bir iltifatti. Bu zorlu isi kabul etmek istesem de, Rosen’in sanatinin dogasi, sartlari belirliyordu.
Kay Rosen’in sanati, kelimelerin sanati: glinlik hayatta fark edilmeyen kelimeleri ya da deyimleri alarak dil hakkinda bir bilin¢
yaratiyor. Sanatci, kelimelerin ya da gunlik konusma diline ait deyimlerin yiksek sesle okundugunda, yazildiginda ya da imge
olarak gériildigiinde farkli anlamlar yaratabilmesini arastiriyor. islerinde notr, ticlincii kisi kullanimini tercih eden Rosen,
izleyici-okuyucunun kendi anlamini cikarmasina imkan veriyor. Bu baglamda, daha az otoriter bir tartisma yontemi olarak
diyalogu kullanmanin daha uygun olacagini disindim.

VD: Egitilmemis bir goz icin, islerin Uretimi kolay gozikebilir. Kelimeleri resmetmek aslinda oldukca zorlu ve titizlik gerektiren
bir sirec. Bircok sanatci kelimelerini bilgisayarlarda tasarladiktan sonra kagida ya da tuvale geciriyor ama sizin isleriniz elle

yapiliyor.

KR: Dili resmetmeye ya da desenlemeye, harfleri heykellestiriyormuscasina yaklasiyorum. Dilin resmedilme ya da
desenlemesinde gosterilen titizlik ve harcanilan zaman, islere belli bir otorite veriyor. Biiyiik duvar resimlerini uygulayan kisiler
de ayni titizlikte. Zanaatkarlar. Mekanik ve kolay sdzel Uretime anti-teknik bir yaklasim bu.

VD: isleriniz (ingilizce) dilini hem ilham kaynagi hem siije olarak kullaniyor. islerinizin diinyanin farkli yerlerinde ‘yanlis’
yorumlanabilecegini diistinliyor musunuz ya da hic anlasilmayacagini? Bu baglamda, islerinizin anlami ne kadar evrensel?

KR: Bu konuda bir dlctide endiseliyim ama cogu kelime ya da deyim kolayca arastirilabilir. Kullandigim kelimelerin cogunun
evrensel olarak belirlenmis anlamlari var ve bu yiizden, neyi temsil ettikleri konusunda bir belirsizlik yok. Yorum, siibjektif
baglardan gelir ki bu da kompozisyon, grafik degerler ve renkler ile etkilesimdedir. izleyicilerin kendi kuracaklari baglar ile
anlam ureteceklerini beklesem de belirgin olarak Amerikali kilttrel nianslarin kacirilabilecegi asikar. Belki de farkli kiltirel
perspektiflerden farkli anlamlar tireyebilir.

VD: Sloganciliga meydan vermiyorsunuz. Bunun yerine giinliik, bazen banal ve bazen fark edilmeyen kelimeler ile
calisiyorsunuz. Kelime seciminiz ne kadar bilin¢li?

KR: Haklisin. Kullandigim kelimeler oldukca yaygin. Basit, siradan, olaganisti potansiyelleri olan kelimeler. Daha cok kelimeler
beni seciyor. Ya da karsilikli "bilissel cekim’ var diyelim. Rastgele, okudugum ya da duydugum seyler, bir kelime ya da deyim daha
derinine inmem icin 6n plana cikiyor ya da aklima geliyor, yakaliyor beni. Siirec oldukca icglidisel.

VD: isleriniz belirgin bir sdyleme sahip olsa da inceligi giiriltii yapmaya tercih ediyor gibi goriiliiyorsunuz. Bir séylemde
bulunmamak tzerine bir sdylemde bulunmak ne kadar 6nemli?

KR: islerin notr bir tonu ya da giicl, siibjektif, kiirsiiden bagiran bir ses yerine bagimsiz, iiclincii kisi bir sesi var. New
Yorklu elestirmen Jerry Saltz bana islerimin kiiclk otistik bir gene sahip oldugunu soylemisti. Bunun nedeninin kullandigim
kelimelerin ya da beni secen kelimelerin, altyapinin coguna bicim ve harflerin rastlantilari araciligiyla sahip oldugunu

GARAVAN

CARAVAN, 2002

Tuval Gzerine emaye boya
Enamel sign paint on canvas
38.1x76.2cm

Signed verso



disiiniyorum ve bu da kavramsal miidahalemin minimal kalmasini sagliyor. Is her zaman dilin bulunmus haliyle, hammaddeyle
basliyor ve roliim bu potansiyeli taniyarak bir mesaj baslatmak yerine olanak vermek.

VD: Yazari metinden ayirmak icin bilincli bir deneme goriyorum.

KR: Amerikali yazar ve elestirmen Rhonda Liberman,”Kay Rosen kendini dili aciga cikaran olarak konumlandirirken dilin
bilincinin rold konusundan kacinmaktadir” demisti. Bu climlenin benim rolimi iyi tanimladigini disiintyorum.

VD: islerinizde mizahi sik sik kullaniyorsunuz ki bu oldukca rahatlatici, cogu kavramsal isler oldukca kuru oluyor. ironi hakkinda
ne diisliniiyorsunuz? islerinizin ironik olmasini amacliyor musunuz?

KR: Mizah benim icin cok 6nemli ama ironik daha az nazik, bu ylizden ironik kelimesini kullanir miydim emin degilim. Mizah,
dilin dogal bir yan Uriini ve sacma ile sinsi arasinda bircok bicime giriyor. Bazen ha-ha komikliginde bazen de bir fikranin
can alici noktasi. Cogu zaman da daha onceden gérilmemis olan linguistik bir olayin kesfinden dolayi, dile bakmanin taze bir
yolu,"aha!” gibi. Mizah karsilikli anlasmaya dayalidir. Bu yiizden de kdiltlrel ve linguistik sinirlardan dolayi kaybolabilir.

VD: Sergideki islerden biri olan INSTINCT, daha karanlik bir mizah anlayisini yansitiyor. Bu is, dilin mekanizmalarini teshir
ettiginden, dilin bir hicvi oldugunu diisiiniiyorum. isiniz hakkinda hic bu sekilde diisiindiiniiz mii?

KR: INSTINCT hakkinda bu bir perspektif: korkunc ve karanlik mizah. Bana bir otopsiyi animsatiyor, viicudun icindeki organlari
cikarip bir tepsinin tzerine koymak, normal islev ve bicimlerinden tamamen ayirmak. INSTINCT'in gévdesi hecelerine gore
degil de iki kat, iki farkli renk ile boyaniyor ki bu da izleyicinin okuyabilme ve kelimeyi anlayabilme icglidiisiine meydan okuyor.
Givenilen sezgisel ve bilincdisi tepkiye, kendi imleyeni tarafindan golge disiriliyor.

VD: Galeri Zilberman’da gosterdiginiz yeni duvar resminin arkasindaki fikir nedir?

KR: Daha 6nce de soyledigim gibi, benim icin en 6nemli motivasyon dil. ilk dnce, RAISE ve RAZE kelimeleri arasindaki siradisi
tesadiifle ilgileniyordum: ses olarak ayni olsalar da birbirine zit anlamlar tasiyorlar. istanbul'un zengin tarihi ve sehrin yiizyillar
boyunca durmadan degisen siyasi, kiltirel, dogal, ticari, dini, mimari yapilarinin, yikilip tekrar yapilmasi, cokip tekrar hayata
gecmesini dislintiyordum. Dil benim icin oldukca fiziksel ve cogu zaman temsil ettiginin yerine geciyor. RAISE ve RAZE'i gercek
yapilarin linguistik akrabalari olarak gordiigiimden birini ayakta, digerini ise dizlestirilmis olarak grafik bir perspektifte
gostermek mantikli geldi. Bunu yaparken, gecmis zaman RAZE, simdiki zaman RAISE'den iki bucuk kat daha fazla alan kapliyor
ki bu, tarihin kapsaminin kisa ve anlik simdi ile olan iliskisini tasdikliyor. Isin icindeki alan, zamani dlcme yontemi haline geliyor:
kisa ve uzun zaman.

Anlatimsal sira net degil: RAZE, RAISE'den dnce mi geliyor sonra mi? Kendimi isimdeki sirayi durmadan sorgularken
buluyorum: RAZE RAISE ya da RAISE RAZE. ikisi hic bitmeyen bir diyalog icinde ama hangisinin ilk oldugu bilinmiyor, tavuk-
yumurta senaryosunda oldugu gibi. Meselenin etki sebep mi oldugunu bilmiyorum ama net olan iliskili olduklari. Bir sey yukari
ciktigi gibi, yerine yenisi geliyor ki bu da eskimenin tohumlarini iceriyor.

Renk hakkinda dislntrken, tarihsel gidisatin iki farkli asamasi olduklarindan iki kelimenin iki tonda olmasi gerektigini
biliyordum. Sahnenin sanki biyiik bir mesafeden, zamanin puslu lensinden gériliyormus izlenimini vermek icin solgun ve
sessiz tonlari cekici buldum. RAISE zamanimiza daha yakin oldugundan daha koyu, RAZE ise eski halinin daha solgun bir
versiyonu olarak arkeolojik birikinti ve zamanin arasinda kalma tehlikesi tasiyor.
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Diger bir deyisle duvar resmi, diger islerde oldugu gibi, dili minimal bir bicimde kullanarak kompleks temalara isaret
etmektedir. izleyiciler kendilerini bu alana yerlestirebilir ve birliktelikler, hatiralar ve deneyimler ile anlam iretebilirler.

VD: Rengin aralikli olarak kullanimina ragmen serginin belirgin, gri bir paleti var. Bunun bicimsellik disinda bir nedeni var mi?

KR: Aslinda islerde daha fazla renk var ama bitlin secimler, iki-ton, iki katmanli ve gecisli bir palete sahip. Sergi sekillendikce
bu motifi sahiplendim cilinki tonlarin arasindaki ince geciste, sekans, zaman, tarih ve mekan arasindaki iliskileri gordim. Bu
New York ve Los Angeles gibi sehirlerde degil ama istanbul gibi yiizyillarin ve kitalarin arasinda duran bir sehirde cok daha
uygun ve anlamli geldi.

GRADATED adliis, gri rengine ses ile isaret ederken ayni zamanda harflerin gectigi asamalar ve gri tonlarina da—aornegin,
donemler ve alanlar—referansta bulunur. islerimin en zaman ve performans cikisli halinin bu oldugunu disiiniiyorum.
Kirmizi'nin Hatirasi'nin iki tonlu rengi, REMEMBERED'in sonundaki daha acik renk olan RED (kirmizi) eklemesiyle zaman ve
hatira olgularini animsatiyor. INSTINCT ve CARAVAN'in ikili tonlari kelimeleri bélerek ve yeniden yapilandirarak taze anlamlar
ortaya cikarmak icin bicimsel bir strateji. ABUT(yaslanan), kelimenin ilk iki harfinin azicik birbirine yaslanan kelimelerini, hafifce
daha acik olan arka fondan ayrilmasiyla olustu. Grinin iki tonu, arka ve 6n fonlarin arasindaki sig mekani gostererek aralarinda
sadece ciliz bir fark oldugunu gosterir.

VD: Sergide YAPILAR adinda bir is var. Sanati dilin yeniden yapilandirmasi olarak goriyor musunuz?

KR: Evet, islerimin dili yeniden yapilandirdigi ama degistirmedigi soylenebilir. Dilin icinde resmi linguistik bir sistemin icinde
olmayan ihtimallerin oldugunu gosteriyorum. Bu da fikirleri yeniden yapilandiriyor.

YAPILAR (GRID] dili dontistiirme potansiyeli tasiyan bir sistem olarak énermektedir. Dort tarafi kapali kutularin dort kosesi iki
tane birbirini kesen diagonal cizgi ile baglanmaktadir ve W, X, Y, Z'ye benzeyen dort tane bicimi olusturabilecek kadar esnektir.
Haritadaki cizgiler gibi, belirli desenlerin izi genel yapida sirtilebilir ve bu, hareketlilik ve degisimi ima eder.

VD: Sik sik sosyal konulara ilgi duydunuz ve islerinizde feminist ve queer teoriye géndermeler var. islerinizin daha genis
anlamiyla ‘siyasi’ oldugunu distiniyor musunuz?

KR: Evet!

VD: Kendinizi 1) bir kadin, 2) (cogu zaman) resim yapan bir kadin, 3) (cogu zaman) dilin kiiciik imgelerini yapan bir kadin olarak
tanimladiniz. Isleriniz, kiiciik anti-kahraman jestler mi?

KR: Bu bir tanimlama bicimi ve daha 6nce konustugumuz gibi, ses glicl ve gurultiyle ile birlesiyor. Baska bir bakma yontemi
ise isin sayfa ve vicutla olan iliskisi. Okumanin samimiyeti, goziin ve viicudun sinirlari icinde olan bir 6lcek gerektiriyor. Blyitk
Olcekliisler, hem Uzerinde yazi olan blyiik bir sayfa gibi hem de tabela gibi isliyor. Mesajin aciliyeti ve 6nemi, mekan, izleyici
kitlesinin ne kadar genis ve 'kamusal’ oldugu, izleyicinin isle arasindaki mesafe ve icerik, dlcegi diislintirken 6nemli. RAZE
RAISE'in konusu biiyiik 6lcekli oldugu icin, duvar boyutunda bir tuvale ihtiyac duydu: istanbul, zaman, ve tarih.
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In Conversation with Kay Rosen
Vassilios Doupas

| was flattered when Kay Rosen, an artist whose work | have followed for more than a decade, asked me to write the catalogue text
for her first solo exhibition in Istanbul. No matter how much | wanted to accept the challenge, the nature of her art seemed to be
dictating the terms. Kay Rosen’s art is an art of words: she chooses words or phrases that normally go unnoticed in every day life to
invoke a wake of consciousness about language. She is intrigued by the ways in which words or colloquialisms can excite different
meanings when read out loud, written out or viewed as an image. Her work adopts a third-person neutral voice, allowing for the
viewer/ reader to extract his/her own meaning. In this sense, | figured it would be more fitting to adopt a less authority-bound way of
discussing the work that a conversation can relay.

VD: To the untrained eye, the work might seem easy to produce, but painting words is actually a labour intensive and precise process.
Many artists would design the words on their computer and then transfer them on paper or canvas, but your work is handmade.

KR: | approach painting or drawing language as if I'm carefully sculpting the letters, maybe this goes hand in hand with my
perception or language as object-like. But | also feel that the precision with which the language is painted or drawn and the time
commitment made to it gives it a certain authority. The painters who have painted my large-scale works are equally meticulous. They
are old-world master craftsmen. It is an anti-technical approach in the mechanical world of facile verbal production.

VD: Your work uses (the English) language both as inspiration and subject matter. Are you at all concerned that different audiences in
different parts of the world might “misinterpret” the work or miss the point? In this sense, how universal is the meaning of the work?

KR: | am somewhat concerned about that, but most of the words and phrases can be easily looked up. They are usually words that
have a universally agreed-upon meaning so there is no ambiguity in what they represent. Interpretation comes from subjective
associations, which might be informed by the compositional, graphic, and color cues in the work. Although | expect viewers to
supplement and build meaning using their own associations, it is possible that certain cultural nuances that are distinctly American
might be missed. But perhaps other meanings might emerge out of a different cultural perspective.

VD: You seem to avert sloganeering. Instead, you focus on everyday, sometimes banal, words that often go unnoticed. How deliberate
is the choice of words and why?

KR: You're right. The words | use most are very commonplace. They are simple unremarkable words that have remarkable
potential. The words seem to choose me in a sense rather than the other way around. Or at least there is a sort of mutual “cognitive
attraction.” Randomly, through something | read or hear, a word or phrase that has potential to be explored further jumps out, or
pops into my mind, and grabs me. The process is very intuitive.

VD: Although your work is a distinct statement, you seem to favour subtlety over making noise. How important is it for you to make a
statement about not making a statement?

KR: The work does have a neutral tone or detached third-person voice rather than a strong subjective voice, as if it were shouting
from a soapbox. The New York critic Jerry Saltz once told me that he thought the work had a slight autistic gene. | think this is
because the words | choose, or which choose me, already contain much of the infrastructure of the work in the shape and incidence
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of the letters, making my conceptual intervention minimal. The work always begins with language as found, raw material, and my
role is mostly recognizing its potential and enabling it, rather than instigating the message.

VD: | see it as a conscious attempt to dissociate the author from the text.

KR: The American writer and critic Rhonda Lieberman once wrote: “What Kay Rosen does...is she sets herself up as the revealer of
language, but sidesteps the role of its consciousness.” | think that describes my role well.

VD: There is a lot of humor in your work, which is refreshing since a lot of conceptual art is very dry. What about irony? Do you intend
any of your work to be ironic?

KR: Humor is very important to me, but I'm not sure | would call it ironic, which is less kind. The humor is more a natural byproduct
of the language and it takes many shapes ranging from silly to sly. Sometimes it's ha-ha funny and functions like the punchline of a
joke. Often it is more ah-ha, arising from the discovery of an unforeseen linguistic event, a way of looking at language in a fresh way.
But humor is consensual, so it could be something that gets lost across cultural and linguistic borders.

VD: INSTINCT, one of the works in the exhibition seems to convey a darker sense of humor. This particular work exposes the
mechanisms of language, so in a way | see it as a travesty of language. Have you ever thought of your work in this way?

KR: That is one way to think about INSTINCT: its morbid and dark humor. It reminds me of an autopsy: removing the organs from the
body and laying them on a tray, completely disassociating them from their normal function and form. The body parts of INSTINCT

are divided non-syllabically, arranged on two levels, and painted two alternating colors, all of which challenge the viewer’s instinctive
ability to read and make sense of the word. An intuitive and unconscious response that is trusted and relied on is compromised by its
own signifier.

VD: What was the idea behind the new wall painting that you are exhibiting at Galeri Zilberman?

KR: As | mentioned, the first motivation for me is always the language. So originally | was interested in the unusual coincidence
between the two words RAISE and RAZE: their identical sounds but opposite meanings. | thought of how they applied to the rich
history of Istanbul and the many cycles of change the city has passed through over the centuries, as structures - political, cultural,
natural, commercial, religious, architectural — have been torn down and built up, collapsed and revived. Language for me is very
physical and often becomes a surrogate for what it represents. | saw RAISE and RAZE as linguistic proxies for actual structures so
it made sense to depict one as standing and the other as flattened, using graphic perspective. In doing so, the sprawling past-tense
RAZE occupies more than two and a half times more space than the present-tense RAISE, as if to affirm the vast scope of history
compared to the brief momentary present. The space in the work becomes a way of measuring time: long-term versus short-term.

The narrative sequence is unclear: does RAZE precede RAISE or the other way around? | find myself constantly questioning the order
of the title: RAZE RAISE or RAISE RAZE? The two take part in a never-ending dialogue, but which came first is unknown, as in the
chicken egg scenario. I'm not sure if it's an issue of cause and effect, but one thing that is clear is that they are linked. As surely as
something comes down, something else replaces it, which in turn contains the seeds of obsolescence.

As | considered color, | knew the two words had to be two-toned, as they were distinct stages in an historical trajectory. | was drawn
to faded and muted tones, as if the scene were seen at a great distance, through a hazy lens of time. As RAISE is more current,
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it received the darker designation, while RAZE, a paler version of its former self, is in danger of being subsumed under layers of
archaeological debris and time.

The mural, like the other works, uses spare language to suggest complex themes. It is in this zone where viewers can insert
themselves and supply meaning through associations, memories, and experience.

VD: Despite the intermittent use of color, the exhibition has a distinct gray palette. Was there any particular reason for that other
than a formal consideration?

KR: Actually more works have color, but all of the choices just happen to have a two-toned, two-tiered, gradated palette. As the
exhibition took shape, | embraced this pattern because in the subtle tonal shifts | saw relationships that pertain to sequence, time,
and history, as well as to space. This seemed so much more appropriate and meaningful to me in a city like Istanbul, straddling
centuries and continents, than, say it would in a city like New York or Los Angeles.

The work GRADATED, besides cueing the color gray through sound, suggests a duration of time in which the letters pass through
progressive stages or variations of gray, i.e. eras and areas. | think this is about as time and performance-based as my work

gets. The two-toned colors in MEMORY OF RED strongly evoke notions of time and memory through the paler RED suffix of
REMEMBERED. In INSTINCT and CARAVAN the binary tones are a formal strategy that divides and restructures the words in order
to reveal fresh meanings. In ABUT which depicts a detail of the word’s first two just-barely-abutted letters against a slightly lighter
background, the two shades of gray depict a shallow space between foreground and background which seems to be no deeper than
the meager difference between them.

VD: There is one work in the exhibition titled STRUCTURES. Do you see your art as a re-structuring of language?

KR: Yes, | suppose my work restructures language, but not to change it, only to show other possibilities embedded in it that are not
part of a formal linguistic system. That in turn restructures ideas.

STRUCTURES (GRID) proposes that language is a system containing the potential for transformation. A four-sided box whose four
corners are connected by two crossing diagonal lines is flexible enough to accommodate pathways of four separate forms which
resemble W, X, Y, Z. Like lines on a map, specific patterns are traced within the general structure, suggesting mobility and change.

VD: You have often taken an interest in social issues, and your work hints at feminist and queer theory. Would you consider your art to
be “political” in a wider sense of the word?

KR: Yes!

VD: You have described yourself as 1) a woman who 2] paints (usually) 3) small (usually) images of language. Do you feel your work
consists of small anti-heroic gestures?

KR: That’s one way to describe it and it ties in with volume and noise, which we discussed earlier. Another way is to consider the
relationship between the work and the page and the work and the body. The intimacy of reading calls for a scale that is within

the boundaries of the eye and the body. The large-scaled works function both as pages writ large and as signs. The urgency and
importance of the message, the site, how public and broad the intended audience is, the distance of the viewer from the work, and
the content all contribute to the consideration of scale. The subject of RAZE RAISE insisted on a wall-size canvas because of its
large-scale subject: Istanbul, time, and history.
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KAY ROSEN

Kay Rosen, linguistik temelli akademik 6zgecmisinden
yararlanarak, dili birincil malzeme ve konusu olarak kullanip,
dilin gorsel olarak temsil edilebilecegi yonleri kesfe cikan metin
esasliisler Uretmektedir. Rosen’in isleri tipografi ve tasarima
degisik yaklasimlarda bulunarak, sozciik oyunlari, anagramlar
ve metinsel yapbozlari arac edinip izleyiciyi dili farkli sekillerde
okumaya ve algilamaya zorlar.

Rosen’in isleri uluslararasi diizeyde sergilenmektedir. Kisisel
sergi ve projelerinin sergilendigi yerler arasinda Witte de

With Center for Contemporary Art, Rotterdam; Museum of
Contemporary Art Chicago, MIT List Visual Art Center, Museum

of Contemporary Arts Los Angeles, Museum of Fine Arts Boston,

Aspen Art Museum ve Yeni Zelanda’'daki Dunedin Public Art
Gallery bulunmaktadir. Rosen’in yer aldigi karma sergilerden
bazilari ise Ecstatic Alphabets/Heaps of Language, Museum

of Modern Art (2012), kiiratorligini Dan Cameron’un yaptigi
Prospect 1 New Orleans ve 2000 Whitney Bienali'dir. Sanatcinin
isleri, Museum of Modern Art, Museum of Contemporary Art
Los Angeles, Whitney Museum of American Art, Museum of
Contemporary Art Chicago, Art Institute of Chicago ve Norton
Family Collection’in da dahil oldugu bircok koleksiyonda yer
almaktadir.

Drawing on her academic background in linguistics, Kay Rosen
uses language as her primary material and subject, creating
text-based works that explore the ways that language can

be represented visually. Playing with different approaches

to typography and layout, Rosen’s work often employs puns,
anagrams, and textual puzzles, forcing the viewer to consider new
ways of reading and approaching language.

Rosen’s work has been exhibited internationally, including

solo exhibitions and projects at the Witte de With Center for
Contemporary Art in Rotterdam, the Museum of Contemporary
Art Chicago, the MIT List Visual Art Center, the Museum of
Contemporary Art Los Angeles, the Museum of Fine Arts Boston,
the Aspen Art Museum, and the Dunedin Public Art Gallery

in New Zealand. She has also been included in notable group
exhibitions such as Ecstatic Alphabets/Heaps of Language at the
Museum of Modern Art (2012), Prospect T New Orleans curated
by Dan Cameron, and the 2000 Whitney Biennial. Her work is in
the collections of the Museum of Modern Art, the Museum of
Contemporary Art Los Angeles, the Whitney Museum of American
Art, the Museum of Contemporary Art Chicago, the Art Institute of
Chicago, and the Norton Family Collection amongst many others.



