














Moral'in sanatsal tretiminin dikkatli bir analizi, 6zelikle performanslari
ve sonucu olan video belgeleri, cercevesel iliskileri ve sanatin sosyal
alanla olan iliskisini ele almak gerekir. Kiltirel sirecler, cokylzli
kurgulardir; her durumda, ‘yer’ sorunu, ‘sljenin yeri’ sorunundan
ayrilmazdir. Moral'in durumunda da bu yiizden lizerine konustugumuz
konu, kiiltiir-stjenin bolinmez iki isimliligidir.

Ote yandan, glinimuziin global diizeninde, kiltiirel belirleyici ozellikler,
diinya capinda tartismalarin konusu olmustur. Gé¢ hareketlerinden
dolayi, farkli bélgelere ait belli adetler ve gelenekler baska tlkelerdeki
kusaklara aktarilmistir. Bu siirec, insanlik tarihinin 6ziinde vardir, fakat su
anda daha once benzerigorilmemis global bir 6lcekte gerceklesmektedir.
Bu bakimdan, geldigi Ulke ile ilgili acik referanslar olmasina ragmen
[bu, sanatcinin islerine bakarken hicbir zaman unutmamamiz gereken
bir bilgidir), Moralin islerinde irdeledigi konularin cogu uluslararasi
cerceveler icin de gecerliligini korur ve bu ylizden de diinya capinda bir
tartisma konusu olabilir: kadin siinnet, pedofili, aile ici siddet ya da evlilik
kurumu, verilebilecek 6rneklerden bazilaridir. Tales to a Young Girl (2014)
adlivideo isinde konulastirilan kadin siinneti, su anda 25'ten fazla Afrika,
Asya ve Arap llkesi ile birlikte Avrupa ve ABD'nin belli yerlerinde hala
slrdirilmekte olan bir pratiktir. Pedofili de benzer bir sekilde korkunc
bir global sorun teskil etmeye devam eder; sadece 6zel ortamlari degil
Katolik Kilisesi gibi kurumlari da sarsan bir sorundur. Siddet gorintileri
artik belli bolgelerle iliskilendirilmek yerine gezegenin herhangi bir
noktasina ait olabiliyor (ki medya burada belirleyici bir rol oynuyor].
Son olarak da, kadinlarin en kiiciik siyasi Unite olan cekirdek ailedeki
sosyal roliiniin 6nemli revizyonu ile, evlilik kurumu bazinda da esitsizlik
ve ayrimcilik siiregelmeye devam ediyor ve bu da uluslarasiri ilgi ceken
baska bir konu.

Sanatcilarin  disarida, otonom, pirist, egzantrik ya da rontgenci
gozlemciler oldugunu soyleyen nostaljik neo-Romantik fikrinin yerine
ve karsi olarak, sanatcilarin toplum cercevesinde yasayan ve calisan
icsel temsilciler oldugunun kabul edilmesi gerekiyor. Bu durus, Moral'in
benimsedigi bir yaklasim. Sanatcinin isleri bilge ve kiltirli bir ‘'mekan’a
hapsolmak yerine sistemin icinde varolarak sosyal araclara ve bizim
‘gercekliklerimize’ yanit veriyor. Bu sayede de, cevre ile siirekli bir diyalog
icinde olup gerek elestirel, gerek aktivist, ironik, yorumlayici, yapici hatta
kanaatkar olabilir. Bu sayede de, Moral'in somut aksiyonlari, slrecleri
tetikleyerek her izleyicide bir algi degisikligi yaratiyor. (Burada tek kisiye
vurgu yapiyorum cilinkii sanatin sosyal déniisim ya da yapisal yenilenme
yaratabilecegini 6nermek oldukca saf.]

Sikran Moral'in sanatsal isleri, cinsiyet politikalarini, kimlik iliskilerini,
yapisal siddet kosullarini, 6tekilik konularini, viicudu, ataerkil pratikleri,
iktidar iliskilerini ya da gercekligin kurgusallastirilmasini ele alan sanat
akimlari sinirlarinin icine disse de— Yoko Ono, Nil Yalter, Carolee
Schneemann, Valie Export, Lynn Hershman Leeson, Marina Abramovic ya
da Ana Mendieta gibi—Moral'in islerinin oldukca kisisel bir 6zelligi var. Bu
estetik, kendi hayati ve bireysel tecriibeleri Uizerinden iretilmis. Sanatsal
tretimi, 1970lerin sadece viicut ile ilgilenen tecriibelerden katilimci ya da
iliskisel estetie mesafelidir.

discourses in order to cloak the position of the body/subject in action.
Nietzsche undoubtedly had a point when he stated that he does not
understand the meaning of a purely intellectual problem.

A careful analysis of Moral's artistic production, especially of her
performances and the resulting video documentation, can only be
carried out by first taking into account the contextual relationships and
the question of the social field of art. Cultural processes are multifaceted
constructions, but in all case the problem of ‘place’ in inseparable from
the ‘place of the subject’. In the case of Moral as well we are therefore
talking about the indivisible binomial of culture/subject.

On the other hand, in our globalized era specific cultural idiosyncrasies
have become the topic of discussions worldwide. Due to migration
movements, certain customs and traditions from particular regions have
been passed down to succeeding generations in other countries. This
process is inherent in the history of humankind, but it has now reached
an unprecedented global scale. In this sense, despite the manifest
references to her country of origin (a fact that we should never lose sight
of when considering her work], many of the issues Moral addresses in
her work are clearly relevant o international contexts and are therefore
subject to debate worldwide: female circumcision, pedophilia, domestic
violence or the institution of marriage, to give a few examples. The
issue of female circumcision, which is thematized in the video Tales to a
Young Girl (2014), is a practice that is currently performed in more than
25 African, Asian and Arab countries, but it is one that also occurs in
Europe and the United States. Pedophilia is likewise an atrocious global
problem that afflicts not only private settings but institutions as well,
such as the Catholic Church. Scenes of violence have long since ceased
to be associated with specific territories but have reached a planetary
scale (whereby the media naturally play a decisive role in this). Finally,
the critical revision of the social role of women in relation to smallest
political unit—the nuclear family—based on the institution of marriage,
within which inequality and discrimination continue to occur, is another
matter of transnational interest.

Instead of (and counter to) the nostalgic, neo-Romantic notion of artists
as external, autonomous, purist, eccentric or voyeuristic observers,
they have to gain acceptance as internal agents who live and work in
the context of society. This is the stance assumed by Moral. Her works
are not confined to an erudite, cultivated ‘'space’ but are inherent in the
system and respond to social apparatuses and our ‘realities’. As such
they engage in a constant dialogue with the environment, be it critical,
activist or ironic, be it interpretative, constructive or even complacent.
In doing so, Moral's concrete actions serve to stimulate processes
that bring about a change of awareness in each individual viewer. (I
emphasize the singular, because it would be naive to suggest that art
can actually achieve social transformation or structural renewal.)

Although Siikran Moral's artistic work falls within the boundaries of
art currents that address the criticism of gender policy, relations of
identity, conditions of structural violence, issues of otherness, the body,






Moral'in islerinin sergideki seckisinde iki ozelliginin altini cizebiliriz:
birincisi, kamusal ve 6zel alan arasindaki iliskisi, ikincisi de sanat tarihi
ve giincel durum arasinda kurdugu képrd.

Etkileyici olan, sanatcinin sanatsal aksiyonlarini kamusal alana
kaydetme bicimidir. Formal ve informal, kabul edilmis ya da empoze
edilmis sosyal kurallar tarafindan domine edilmis kamusal alanda,
algi mekanizmalarinin kisa devre yapmasini saglayacak kiskirtmalar
gerceklestirir. Bir genelevde (Bordello, 1997), erkekler hamaminda
(Hamam, 1997), kdy meydaninda (Uc Erkekle Evlilik 2010), akil
hastanesinde (Akil Hastanesi, 1997) ya da bir morgda (Gasilhane, 1997),
sanatcinin takindigi tavir, epik teatral kavrami cikis noktasi olarak alir ve
muhtesem Ispanyol yazar Francisco de Quevedo'nun ‘diinyay! iceriden
tecribe etmek’ olarak adlandirdigi seye yaklasilir. Moral mekanlarin
‘icinde’ calisir ki buralarda standartlastirilmis kisitlamalar ve davranis
bicimleri, gerginlik oldugu kadar izleyicinin tepkisini de ceker; bunlar
daha sonra Bordello ve Uc Kisiyle Evlilik gibi videolarda belgelenir.

Bu performanslar, nasil gordiiglimiizi ve nasil gériindigiimizi sorgular,
kurallara ve normlara karsi nasil davrandigimiz, ahlakcr kosullarin
mekanik olarak empoze edilmesi, viicudumuzun duyusal projeksiyonlara
tepkileri... Kisaca, disiplin mekanizmalarinin  normallestirilmesi,
aksiyonlarin gozlemlenmesini ve yorumlanmasini etkiler. Nietzsche ve
kok sorusu tzerine diisinmemek imkansizlasir. Ahlaki onyargilarimizin
etkileri ve otoritenin monopolisi ve kiltir araclari felsefi dustinceyi
yirminci ylizyildan beri sekillendiren ve gilinimiz gilincel sanatinda
etkileri hissedilen sorulardir.

Moral'in sanatsal islerinin baska bir boyutu da konulari ve ikonografileri
sanatsal cercevelerden kendine mal ederek onlari giincellemek ve
asmaktir. En taninmis isi Sanatci (1994), Sanat Tarihine Giivenmeyiniz
(1995) fotografi ile Moral Hiristiyan dini ikonografiyi yeniden lreterek—
Carmiha germe ve Pieta—rolleri tersyliz ederek, meydan okuyan bir
ifadeyle izleyiciye bakar ve bu sekilde kadin ve din arasindaki iliskiyi
inceler. Moral aciklar, ‘kadin peygamber yoktur ama ilginctir ki isa
her zaman feminin, cekici bir sekilde temsil edilir sanat tarihinde.
Din, kadin {zerinde hiikiim siiren en biiyiik sistemdir.” ®! Moral'e gore,
kendi viicudunu kullanmasi, kokleri ve cocukluguna karsi bir tepkidir;
kiz cocuklarina viicutlarini hicbir zaman géstermemeleri tembihlenen
bir bolgede biylimistir. Sucluluk hissi, saf olmama hali, azizlik, ceza,
telafi etme bitin dini doktrinlere niifuz etmistir ve insan haklariyla
ilgili diskurlara ragmen insanlarin bilincaltlarina yerlesmistir. Moral'in
sanatsal pratiginde bunlar merkezi rol oynamaktadir. Sanatci hem gorsel
hem fiziksel olarak dini ritelleri ironik bir sekilde ele alir. Tales to a
Young Girl' béyle bir is. izleyicinin isi gorebilmek icin diz cékmesi gerekir.
Oziir dilemelidir. izleyiciyi cezalandiriyorum.” ¥ Boyle yaparak, Marcel
Duchamp’in Etant donnes’ine de dolayli olarak referansta bulunmus olur.

inanilmaz goziikse de, Klasisizm'den Empresyonizm’e Avrupa resminde
guicli bir vuku bulmus olan Oryantalist kadin temsiliyeti, hala Bati'nin
Dogu hakkindaki egzotik imgelerini referans olarak kullaniyor. Siikran
Moral'e gore, ‘Oryantalizm’deki en erotik mekan her zaman hamam

patriarchal practices, power relationships or the fictionalization of
reality—as does the work of Yoko Ono, Nil Alter, Carole Schneemann,
Valie Export, Lynn Hershman Leeson, Maria Abramovic or Ana Mendieta,
to name but just a few—her productions have a very personal character
in which particular aesthetics develop that are related to her life and
her individual experiences. Her artistic practice distances itself from
the purely body-related experiences of the 1970s as well as from the
participatory or relational tendencies of performance art.

We can highlight two aspects of Moral's work that find expression in the
selection of works presented in this exhibition: one is the relationship
between public and private spaces, and the other the way in which she
establishes a bridge between art history and our contemporary context.

What is remarkable in this respect is how she inscribes her artistic
actions in public space - dominated by formal and informal,
acknowledged or imposed social rules - in order to provoke a kind of
short circuit in perceptual mechanisms. Be it in a brothel (Bordello,
1997), a Turkish bath for men (Hamam, 1997), a village square (Marriage
with Three Men, 2010), an insane asylum (Mental Hospital, 1997) orin a
morgue (Gasilhane, 1997), the attitude that the artist assumes in these
spaces departs completely from the epic theatrical concept in order to
approach what the great Spanish writer Francisco de Quevedo calls the
experience of the ‘world from the inside’. When Moral operates ‘inside’
these spaces, which entail standardized constraints and clear codes of
conduct, she provokes tension as well as reactions from the audience
in this environment that are then documented in videos, such as, for
example, Bordello or Marriage with Three Men.

These performances question the way in which we see and how we
are seen, how we behave towards rules and norms, how moralistic
conditions are literally mechanically imposed, how our body reacts to
sensory projections... in short, how the normalization of disciplinary
mechanisms influences the way in which actions are observed and
interpreted. It is impossible not to reflect on Nietzsche and the question
of the origin and the influences of moral prejudices, and about the
monopoly of authority and the instruments of culture - questions that
have shaped philosophical thought from the twentieth century to the
present and whose influence is evident in contemporary art.

Another aspect of Moral's artistic work is related to the appropriation
of topoi and iconographies from the context of art for the purpose of
updating and transcending them. In both her emblematic work The
Artist (1994) as well as in the photograph Mistrust the History of Art
(1995), Moral evokes the Christian religious iconography reproduced
by numerous artists throughout the centuries - the Crucifixion and the
Pieta - clearly reversing the roles and defiantly looking into the eyes
of the viewer as a way of scrutinizing the relationship between women
and religion. Moral explains that ‘there are no woman messiahs, but it's
curious that Jesus was always depicted in a feminine, attractive way in
art history. Religion is the largest system that dominates woman." [3]
According to Moral, the use of her own body is a reaction to her origins



olmustur. Ingres gibi ressamlara bakin.” ¥ Hamam kuskusuz Oryantalist
bakis acisinin en kaliplasmis halini gostermektedir ve Moral, Hamam adli
isinde bu imgeyi coziimler. Ingres'inbu resminin, Gustave Courbet'nin
iki ikonik resmi ile birlikte—LOrigine du monde (1866) ve Le Sommeil
(1866) Tiirk diplomat Khalil Bey tarafindan siparis edilmis olmalari
da dikkat cekicidir; kadin bedeninin duyusalligina ilgi duymakta olan
Khalil Bey'in maskilen bir ‘zevk’l vardir. Uzun siire, Courbet'nin bu
isleri 6zel mekanlarda kilitli kalir; L'Origine du monde hatta Jacques
Lacan'in koleksiyonundadir. Uc carpici is ile Siikran Moral, réntgenci
bakisini etkisiz hale getirir; agir basan maskiilen gorsel dili reddederken
kadinlarin glincel gercekligiile iliskisinin Gnemini ortaya koyar: Speculum
& Obitorio (1997), iste Suclu! (2009) ve Amemus (2010).

5. Uluslararasi istanbul Bienalinde gosterilen Speculum (1997)
performansinda, sanatci bir jinekolojik muayene masasina yatiyor ve
bacaklarinin arasinda, islerinden parcalar gésteren bir monitor var. ¢
Elestirmen Ali Simsek ile yaptigi bir soyleside, Moral iste Suclu!'daki kan
kullanimindan bahsediyor: ‘Kan her zaman orada: kiirtajda, bekaretini
kaybetmede, ulusalcilik diskurlarinda. ... Enteresan olan, kan ayni
zamanda kutsal. Kurban etmekten akrabaliga kadar. Kan ayni zamanda
siddetin ilk hali. Siddetin bir metafora ihtiyaci yok. Viicut kesilirse, bu elle
tutulur bir seydir. Buglin, metafor bir yalan olarak kalabilir." 7

Moral, giincel sanat diinyasinda hala yasayan Oryantalizm’i cogu zaman
bizzat yasadi: uluslararasi cercevelerde, cogu zaman ‘Tirk sanatci’ olarak
siniflandiriliyor. ‘Speculum’daki jinekolojik muayene masasi temasi
sliphesiz sadece Tiirkler'e ait dedgil... Boyle bir is Avrupali sanat¢idan
beklense de Tirk bir sanatcidan beklenmiyordu.” ©®

Amemus, Le Sommeilin temasini performansin kamusal alanina
taslyarak izleyiciyi heterosekstellik ve lezbiyenlik sorusu ile yuzlestirir;
bu konu kaliplasmis gorsel diinyalar tarafindan sorunsallastirilamazken
sadece Arap ve Misliman kiltirlerde degil, bircok Batili Ulkede,
Rusya’da ve Cin’'de hala tabu olarak gorilmektedir. Yerel izleyici kitlesinin
Amemus’a olan diismancil tepkisi, giic bicimleri ve siyasi politika ve
pratiklerin kadinlarin 6zgurligu hakkindaki varolan disiince biciminin
bir tanisi olarak gorilebilir; bu yiizden de bu tepki, Courbet’nin yaklasik
150 yil once gostermis oldugu lezbiyen arzu sahnesinin tetikledigi
skandaldan cok da farkli degildir. Glinimiiz toplumunda teori ve pratik
arasinda var olan bosluk, burada da gordlebilir. Zenofobik, seksist ve
homofobik davranis bicimleri gecmiste oldugu kadar bugiin de etkin.
Moralin buna tepkisi, iki miithis is: Ayna (2011) bir sicanin izleyiciye
dogru tukUrdiglu bir animasyon ve Etik (2011): "Kendi kolumu bir
sirtlanin agzina koyan bir heykel yaptim. isin ismi Etik idi. Enteresan olan
Tirkce'de ‘et’ kelimesi ile ‘etik’in birbirine benzemesi. Viicudum sadece
kolumdan ibaretti; eldivenim ve dévmelerim bu uzvumun tzerindelerdi.’
¥ Avrupa ikonografisinde, sican da sirtlan da pis, igrenc hayvanlar olarak
gordlirler. Oldukca hiyerarsik, glic micadelelerinin oldugu sosyal
gruplar icinde yasayan sirtlanlar, agresyonu sembolize ederler.

Sikran Moralin yogun killiyatinin bircok farkli ylzeyi vardir. Ama
bir ortak payda belirlememiz gerekirse, insanlarin iki yizliliginin

and her childhood in a region where religion teaches girls to never
show their bodies. Feelings of guilt, impurity, martyrdom, punishment
and atonement have migrated from religious doctrines to almost nearly
all cultures, and despite the human rights discourses they are deeply
embedded in the subconsicous of all people. These are central issues
in Moral's artistic practice, which she takes up not only visually but also
physically in that she appropriates religious rituals in an ironic way:
“The video installation Tales to a Young Girl is such a work. The viewer
has to kneel to see the video. He/she needs to apologize. I'm punishing
the viewer.” ¥ In doing so, she also indirectly quotes Marcel Duchamp’s
final work, Etant donnes.

As incredible as it may seem, the Orientalist representation of women,
which found its most powerful expression in European painting from
Classicism to Impressionism, is still referenced in the West in terms
of the exotic imagery of the East. According to Sikran Moral, ‘The
most erotic space of Orientalism has always been the hammam. Look
at painters such as Ingres.” ¥ The Turkish Bath is undoubtedly one of
the paintings that best reflects the stereotypical Orientalist view and
which Moral radically deconstructs in her work entitled Hamam. It is
somewhat curious to note that this painting by Ingres, along with two
other iconic paintings by Gustave Courbet - L'Origine du monde (1866)
and Le Sommeil (1866) - were commissioned by the Turkish diplomat
Khalil Bey, who was interested in the sensuality of the female body
and had a decidedly masculine ‘taste’. For a long time, these works by
Courbet remained locked up in private spaces; L'Origine du monde had
even belonged to the collection of Jacques Lacan. In three compelling
works, Stikran Moral disarms this type of voyeuristic gaze, denouncing
overbearing masculine imagery and illustrating its significance in
relation to women’s current reality: Speculum & Obitorio (1997), Found
Guilty! (2009) and Amemus (2010).

In the performance Speculum (1997), which was also presented at the
5th International Istanbul Biennial, the artist is lying on a gynaecological
examination chair, and there is a monitor between her legs showing
fragments from her works. ¥ In an interview with the critic Ali Simsek,
Moral refers to the use of blood in the photograph Found Guilty!: ‘Blood
is always there: in abortion, in being deflowered, in the discourses
that glorify nationalism. ... Interestingly, furthermore blood is sacred.
Ranging from the sacrifice to the kinship. But also blood is the first
manifestation of violence. Violence does not need a metaphor. If the
body is cut, this is tangible. Today, metaphor can remain as a lie.” "

Moral often experiences firsthand that Orientalism is still alive in a
contemporary artistic setting: in international forums, she invariably
ends up being pigeonholed as a ‘Turkish artist’. ‘The theme of
gynaecological examination chair in Speculum is one that is certainly
not just Turkish... One would expect a work such as Speculum from a
European artist, but not from a Turkish artist.”®

Amemus transfers the theme of Le Sommeil into the public space
of the performance in that it confronts the viewer with the question



reddedilmesinin altini ¢izebiliriz. Bu yine akla Francisco de Quevedo’yu
getiriyor: ahlakci ve sovenist yapilarin ironik ve igneleyen elestirmeni
(feminist teorinin varolmasindan oldukca once), ‘The World from the
Inside’ (1612) adli eserinde, dérdiincii bolim olan Riyalar ve Diskurlar'da,
yasli bilge adam, genc, saf 6grencinin sorusunu yanitlar.

—Gitmemiz gereken diinyadaki en uzun yolun ismi nedir?

—Ismiikiylzliliktir'tir; dinyanin basladigi ve onu yok edecek yol budur.
Burada bir ev ya da en azindan bir oda ya da bir siginak bulamayacak
hemen hemen kimse yoktur. 1'®

Bachelard, ‘Dunya benim kiskirtmamdir. Dinyayr anliyorum clnki
keskin gliclerimle ona sirpriz yapiyorum, yonlendirdigim guclerimle,
taarruzlarimin dogru hiyerarsinde neseli kizginligimin viicuda gelmesi
gibi, her zaman zafer kazanan, her zaman fetheden kizginligim. Bir enerji
kaynagi oldugu sirece, bir varlik a priori kizginliktir,” yazmistir 1

Claudia Giannetti

Sonnotlar

[1] Gaston Bachelard (1942), Air and Dreams: An Essay on the Imagination of
movement, trans. Edith Farell and Frederick Farell, Dallas: Dallas Institute
Publications, 2011.

[2] 'El arte, y sobre todo el arte contemparaneo, existe en la ‘ruptura’, en el
desequilibria de las partes. Lo mismo puede aplicarse a la vida, al ‘arte con
mayuscula’, que es, esencialmente, cambio y transformacion.” Translated from
Beatriz Guimaraens, El arte tambien es ruptura, Magazine alternatiVAS, no. 6,
December 1993.

[3] Stikran Moral, Interview with Ali Simsek, “The artist rubbing salt on power’s
wound,” 2014. My sincere gratitude to the critic and the artist for providing us with
the transcript of this unprecendented interview.

[4] Ibid.
(5] Ibid.

[6] ‘Indeed stretched out on a gynecological examination table, the artist places
the monitor between her legs; and on the screen of that monitor passes a loop of
film and images she has shot in the four most difficult places of Istanbul. A Mental
Hospital for women; a Turkish Bath, where with her camera she has gone into the
men’s section (since the beginning the men’s and women’s sections have been
sharply separated); a Brothel, or rather the Brothel of Istanbul, a historical site of
the city, with a private door in and out, watched over by the police, a place for men
only where, at a modest price, they satisfy their desires, and the Gasilhane, where
the dead are washed, and where the artist herself washed an imaginary dead body.
‘Gercekten de, jinekolojik muayene masasina uzanmis olan sanatci monitri’ bir
vajinayla 6zdeslestirir. Gercekten de, jinekolojik muayene masasina uzanmis olan
sanatci monitori bacaklarinin arasina yerlestirir; monitérde sanatcinin istanbul'un

of heterosexuality and lesbianism, an issue that is still riddled with
stereotyped visual worlds and considered taboo in many cultures, not
justin Arab or Muslim cultures but also in Western countries, as well as
in Russia and China. The hostile reaction of local audiences to Amemus
can be understood as a diagnosis of the existing state of thought, which
reflects the forms of power and the political policies and practices
regarding the freedom of women, whereby this response differs little
from the scandal caused by Courbet’s work portraying lesbian lust
created almost 150 years earlier. The gap between theory and practice
that exits in contemporary society is clearly evident here. Xenophobic,
sexist, homophobic modes of behaviour are as current now as in the
past. Moral's response to this are two stunning works: Mirror (2011),
an animation in which a rat suddenly spits in the direction of the viewer,
and Ethic (2011): ' also made a sculpture putting my arm in the mouth
of a hyena. The name of the work was Ethic. It's interesting that the
Turkish word for “flesh” (et) and “ethic” sound similar. My body was
just my arm; my glove and the tattoos on this member."” In European
iconography, the rat and the hyena are considered filthy, disgusting
animals. The hyena, which lives in an extremely hierarchical social
community in which power struggles constantly take place, stands for
aggression.

The facets contained within the intense oeuvre of Siikran Moral are
manifold. However, if we were to identify a common denominator we
could underscore their rejection of human hypocrisy. This once again
brings Francisco de Quevedo to mind: an ironic and acerbic critic of
moralistic and chauvinistic structures (long before the existence of
feminist theory), in “The World from the Inside’ (1612), the fourth chapter
in Dreams and Discourses, the wise old man answered the question of
the young, naive disciple:

-And what is the name of the largest road in the world to which we have
to go?

-It is called Hypocrisy, the road with which the world begins and will
destroy it. And there is hardly anyone who might find if not a house then
at least a room or shelter there. 1"

Bachelard writes: ‘The world is my provocation. | understand the world
because | surprise it with my incisive forces, with my directed forces, in
the rightful hierarchy of my offenses, which are like embodiments of my
joyous anger, my ever-victorious, ever-conquering anger. Insofar as he
is a source of energy, a being is an a priori anger’['"

This article was originally published in Siikran Moral: B[RIYZANZ,
published by Edith-Russ-Haus for Media Art in Oldenburg, Germany
to accompany the eponymous exhibition, 18 May-31 August 2014.
Translated from Spanish to English by Leina Gonzalez.



en glic dort yerinde yaptigi cekimler birbiri ardi sira gecer: Bir Akil Hastanesi;
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Tirk sehrinin Genelevi'i hem ayri, hem sehirle bitiinlesmis tarihsel yer, dzel
giris-cikis kapisi olan, polis gézetiminde, yalnizca erkeklerin girebildigi ve orada
dusik bedeller karsiliginda arzularini tatmin ettigi yer); sanatcinin dissel bir 6ty
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and Violence, Istanbul: Yapi Kredi Kiltlir Sanat Yayincilik, 2009. p. 11.

[71 Interview with Ali Simsek, op. cit.

[8] Stikran Moral in conversation with Johannes Odenthal, ‘Ich fiihre das Publikum
nicht zum Orgasmu’ in Johannes Odenthal and Claudia Hahn-Raabe (eds.),
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TURKIYE'DE HER GUN 5 KADIN
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IN TURKEY, 5 WOMEN ARE KILLED
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GIRL NOT BRIDES RAPORU:
“TURKIYE'DE GERCEKLESEN
EVLILIKLERIN YUZDE 32'Si
18 YAS ALTT”

GIRL NOT BRIDES REPORT: “32% OF
MARRIAGES REALIZED IN TURKEY
ARE UNDER THE AGE OF 18.”
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Bu katalog 25 Eylil—06 Kasim 2014 tarihleri arasinda Galeri Zilberman tarafindan diizenlenen Stikran Moral'in “Welcome to Turkey” adli sergisi icin 1000
adet basilmistir. Tiim yayin haklari saklidir. izin almadan cogaltilamaz, yayinlanamaz, dagitilamaz.
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