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Cilali imaj Devrinin Afro@dit'leri

Esra Alicavusoglu

Gozlerinin isi bitti, simdi

gidip yiirek gtictinle hallet

Icinde hapsolmus imajlari;

Azdiran sensin onlari:

Ama hala ne olduklarini bilmiyorsun
Rainer Maria Rilke, Wendung

Guy Debord, kiiltlesmis kitabi “Gosteri Toplumu'nda; “g0steri, glinlimiizde Uretilen
nesnelerin kaginilmaz sust, sistemin rasyonelliginin genel agiklamasi olarak ve
sayilari giderek artan imaj-nesneleri dogrudan dogruya bicimlendiren ileri bir
iktisadi sektor olarak giincel toplumun esas liretimi'dir” der. Gergek diinyanin basit
imajlara donustlgu, basit imajlarin gergek olarak sunuldugu giinimiizde, esas
tiretim goktan yolunu tutmus goriiniiyor. Oyle ki cok gesitli baglamlarda artik esas ile
esas olmayani ayirt etmek pek miimkiin degil. Goriinen, gosterilen ve gordiigimiz
pek cok seyin gergekligi ya da gergekdisihgi karsisinda elestirel bir gozlem,
“gergeklik” temasi kurmamiz, gogu zaman, miimkiin olmuyor. Bu tiirden teknolojik
ve sanal gerceklikler uzun stiredir kiltiirel bir yenilik olarak sunuluyor. Bu baglamda,
Arturo Escobar’in 90'larin ortasinda ortaya attigi, teknolojik deg@isimin kuiltirel
yenilenmenin dinamik bir faktori olarak ileri stirdigi “siber-kultiir antropolojisi” de
bu sanalligin bir tiir kabull degil midir? Bu istem disi kabullenme, bir anlamda

Paul Virilio'nun siber-kiltiiriin gelisimini agir uyusturucu maddelerin uyusturmaci
kapitalizmiyle ayni sekilde insan niifusunu hedef aldigini ileri stirmesiyle
aciklanabilir mi?

Teknolojik gelismeler tamlamasinin bile basite indirgendigi ve kullanilmamaya yiiz
tuttugu gliniimiizde, herkesin goriindigu, 6zellikle de kendini gortinir kildigi yeni
ortamda neyi, nasil, hangi araglarla elestirebiliriz ki? Baudrillard'in Andy Warhol'u
overek ve onu en blyiik similator ilan ederek; bayagiligin 6ne ¢ikisini, jest ve
imgelerin mekanikligini ve 6zellikle de ikonseviciligini kutsayisi gliniimiz diinyasini
daha iyi kavramamiza imkan veriyor olmali. Zaten Warhol da goriindiigimden
fazlasi degilim demiyor muydu... Oysa bugiin Warhol'un bu olaganusti kendilik
tanimlamasinin tam karsisinda asla goriindiiglimiiz gibi olmadigimiz bir cagda
yasadigimiz agik degil mi?



Ayse Ozen'in “Affet Beni Afro@dit Teknoloji” adini verdigi seri resimlerinde,
yukarida kabaca s6ziinu ettigimiz, yeni algilama deneyiminin, glinimiz gorsel
kiltirini gevreleyen imaj hegemonyasinin, tiiketimin ve yozlagmis kliselerin kimi
zaman mizahi, kimi zaman ironik sorgulamalariyla karsilasiyoruz. Ozen'in kadinlari
temel alarak lzerinde yiiriimeyi tercih ettigi yol aslinda kadinlik imgesinin diinden
bugline begeniyle, begenilme arzusuyla ya da o arzunun insa edilmesiyle ilgili.
Sehvet, arzu, giizellik ve imaj sarmaliyla gevrelenmis ve kendiliklerinden teknolojik
yeniliklerin yardimiyla uzaklastiriimis ikonik kadinlarin bir bakima parodisini
sunuyor sanatgl. Ozen'in resimlerindeki kadinlar, her giin karsilastigimiz ve bir
fantazya aracina donustirilen “kurgu” kadinlar kadar gergek ve sahiciler. Tipki
Manet’nin Olympia’sinin izleyenlere “beni seyrederken sizi seyrediyorum” dedigi gibi
Ozen'in kadinlari da izlendiginin farkinda, izlenmek igin kurgulanmisg; gézetleme ile
gozetlenme araligindalar. Bu kadinlar bir yandan mahremiyet algisini sorgulatirken
diger yandan abartili, bliylik jestler ve sessiz ¢igliklariyla gosteri toplumuna ve
populer olana mutlu bedenleri ve ifadesiz suratlari ile karsilik veriyorlar. Ayse
Ozen'in kadinlari karsi koyan, elestiren, reddeden figiirler degil gibi goriinse de
kadinlik ikonografisinin 6gelerini de mizahi bir dille tstlerinde tasiyor. Ornegin,
tozluklar, viledalar, danteller, biblolar, nazar boncuklari vb.gibi giindelik yagama
dair nesneler bu kadinlarin gergekliginin altini gizerken, facebook, twitter, google
gibi sosyal paylagim ve iletisim araglarinin amblem ve logolarinin bu bedenler
tizerinde kullanimi siber gercekligin bir tiir elestirisi olarak karsimiza gikiyor. Ozen,
resimlerinde kullandigi birbirinden son derece farkli simgelerle, kadinin geleneksel
toplumsal kodlarini ve teknolojik devrimin onun lzerine yikledigi arzu metaforlarini
birlikte ele aliyor.

Ayse Ozen'in resimlerine baslangig noktasi olarak Afrodit'i almasi bu baglamda
tesadif degil. ilk kadin Pandora'dan tanriga Afrodit'e, oradan giiniimiiziin ikon
kadinlarina uzanan siirecte kadina yiiklenen giizellik kodlarinin ve arzu nesnesi
olarak miihiirlenen bedeninin ugradigi degisim oldukca garpici. ilging olan bir diger
nokta ise, bu goruntiilerin artik normallesmesi ve sosyal paylasim agi gibi oldukca
masumane bir tanimlamayla her an yani basimizda olmasi. Ayse Ozen'in “edit”ledigi
bu kadinlar her ne kadar teatral bir siber gergekligin icinde yer aliyor gibi goriinse
de, elbiselerine yerlestirilmis akantus yapragi motifler, Helenistik ddnem helezon
ayrintilari, yilanlar gibi kimi geleneksel motiflerle gegmise gondermede bulunuyor.
Ayrica sanatgl, resimlerine arka plan olarak izlenimci bir hava verirken 6nde pop
sanatin dilinden faydalanarak bigimsel olarak farkliliklar da yaratiyor.

Afro@dit kadinlarinin gergek olamayacak kadar mermerimsi bembeyaz bedenleri
ise izleyiciyle arasinda bir yabancilagma efekti yaratiimasina neden oluyor. Ayse
Ozen'in Afro@dit kadinlarina yiikledigi pek ok anlam var; ellerine taktigi boksor
eldivenleri ve kasklari korunmaya, apoletlerle ise iktidar olmaya baglamak mimbkdn.
Boylece bu resimler, plastik olan ile olmayan, gercek ile gergekdisi, mahrem ile
mahrem olmayan, gelenek ile gelenek disi, tiiketilen ile tiiketilemeyen gibi karsit
kavram ciftleri arasinda gorsel bir deneyim yasamamiza neden oluyor.

Ayse Ozen Afro@dit kadinlariyla, giiniimiiz gercekliginin ironik ve mizahi bir
yorumunu yapiyor. Yok eger bu bir gerceklik degil, bir yanilsama ise buradan nasil
¢ikabiliriz sorusunu sormamizi sagliyor.



Aphro@dites of Glossy Image Age

Esra Alicavusoglu

Mission of your eyes is done now

Go and overcome with the power of your heart
All the images trapped inside you

You are the one, depraving them:

But still you don't know them

Rainer Maria Rilke, Wendung

In his book named “Society of Spectacle” which became a cult, Guy Debord says:
“Spectacle is the main product of the current society as an essential ornament of
the objects produced today, an overview of the rationalism of the system and as

an advanced economic sector that forms directly image-objects, the number of
which are ever-increasing.” The main production seems to make its way in this day
and age in which the real world turns into simple images and simple images are
being presented as real ones, such that it is almost impossible to distinguish the
original from unoriginal in many contexts. Most of the time, it is not possible to
form a “realistic” theme and a critical sight against the realness or unreality of many
things that are seen, that we see and that are shown. Such technological and virtual
realities are being presented as a cultural innovation for quite a long time. In this
context, isn't the “cyber-culture anthropology”, which was set forth as technological
change being a dynamic factor of cultural innovation by Arturo Escobar in the
midst of 90's; some kind of an acceptance of such virtuality? Can this involuntary
acceptance in a sense be explained by Paul Virilio's assertion which states that

the development of cyber-culture targets human population just like narcotizing-
capitalism of hard drugs does?

Today, under the condition that even the phrase of technological developments

is being simplified and started not to be used; what, how, by which tools can we
make criticism in this new atmosphere in which everybody is visible and especially
makes himself visible? With Baudrillard praising Andy Warhol and announcing him
as the greatest simulator; his sanctification of the rise of banality, mechanical styles
of gesture and images and especially Warhol's icon-loving feature, may enable us
to comprehend today’s world better. After all, wasn't Warhol saying that he was

no more than what he seemed to be? However today, just being in the opposite of
Warhol's description of extraordinary selfhood, isn't it obvious that we are living in
an era in which we are never what we seem to be?



In the painting series named “Forgive Me Aphro@dite Technology” of Ayse Ozen,
we are witnessing sometimes humorous, sometimes ironical questionings of the
above mentioned new perception experience, image hegemony framing today's
visual culture, consumption and corrupted clichés. The way, which Ozen preferred
by taking women as a basis, is indeed related to the desire of the woman image

to be admired or to the formation of such admiration till today. The artist s, in a
sense, presenting a parody of iconic women who were surrounded by the curls of
passion, desire, beauty and image and were taken away from their selfhoods by

the help of technological innovations. The women in the paintings of Ozen, are as
true and real as the “fictious” women with who we face every day and who were
transformed into a tool for fantasia. Just like Olympia of Manet says to the audience
that “I am watching you while you are watching me”, the women of Ozen are also
aware that they are being watched, are fictionalized in order to be watched; and are
just between the acts of being observed and to observe. While these women make
the audience question the perception of confidentiality, on the other hand they
respond back with their expressionless faces and happy bodies to the society of the
spectacle and mainstream having exaggerated, big gestures and silent screams.
Though the women of Ayse Ozen seem not to be resisting, criticizing, rejecting
figures, they carry the features of woman iconography on themselves in a humorous
style. For example while the objects related to daily life such as dust cloths, mops,
laces, knickknacks, amulets and etc are emphasizing the realities of these women;
the usage of the emblems and logos of social networking and communication

tools like facebook, twitter, google on their bodies, is appearing as some sort of a
criticism of the cyber reality. Ozen, with the symbols that she used in her paintings
which are very different from each other, is discussing the social, traditional codes of
the woman, together with the desire metaphors which the technological revolution
put on her.

In this context, Ayse Ozen's getting Aphrodite as a starting point in her paintings,
is not a coincidence. In the period beginning from the first woman Pandora to
Aphrodite and to the icon women of today, the change in the codes of the beauty
which are laid on the woman and her body, which is stamped as an object of desire,
is quite impressive. Another interesting point is the normalization of these scenes
and their being with us every moment with a quite innocent description like social
networking.

Though these women who are “edit"ed by Ayse Ozen, seem to take partin a
theatrical cyber reality, they are referring to past with some traditional motifs such
as acanthus leaves attached to their clothes, spiral-like details of Hellenistic period
and snakes. Moreover the artist, while creating an impressionistic atmosphere as a
background in her paintings, she also makes figural differences in the foreground by
the help of the language of pop arts.

The bodies of Aphro@dite women, which are too marble-like white to be true,
create an alienating effect with the audience. There are so many meanings that Ayse
Ozen assigns to Aphro@dite women; it is possible to attribute the boxing gloves
and helmets which they wear, to protection and epaulettes to the desire to come to



power. Hence these paintings make us have a visual experience among the pairs of
opposite concepts such as plastic and non-plastic, real and unreal, confidential and
non-confidential, traditional and nontraditional, consumed and unconsumed.

Ayse Ozen is making an ironic and humorous interpretation of the women of today
with Aphro@dite women. She lets us ask the question, if this is not the reality and is
an illusion, how we can get out of here.






Diinya barigi hakkinda ne diigtinliyorsunuz?
What do you think about the peace in the world?
Tuval Gizerine karisik teknik

Mixed media on canvas

170x220cm /2012




Teknoloji Doktoru
Doctor of Technology
Tuval Uzerine karisik teknik
Mixed media on canvas
170x 220 cm /2012




Giy Sevin
Wear-and-Enjoy

Tuval Gizerine karisik teknik
Mixed media on canvas
170x220cm /2012




Moda Gegici, Stil Kalic
Fashion is Temporal, Style is Permanent
Tuval Gizerine karisik teknik

Mixed media on canvas
170x 220 cm /2012
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Maria

Maria

Tuval Gizerine karisik teknik
Mixed media on canvas
170x 220 cm /2012
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Hosgeldiniz
Welcome

Tuval Gizerine karisik teknik
Mixed media on canvas
170x220cm /2012
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Ya patlarsa?

What if it explodes?
Tuval Gizerine karisik teknik
Mixed media on canvas
170x220cm /2012
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Bayan Ev Kizi

Miss Housewife

Tuval tzerine karisik teknik
Mixed media on canvas
220x140cm /2012
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Son Piknik Yemegi

The Last Picnic Meal

Tuval Gizerine karisik teknik (diptik)
Mixed media on canvas (diptich)
140x110cm -220x 140 cm /2012
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Ayibimi 6rttim

| smoothed over my cracks
Tuval Gzerine karigik teknik (diptik)
Mixed media on canvas (diptich)
140x110cm -220x 140 cm /2012
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Supuririm sizi

| sweep you away

Tuval Gizerine karisik teknik (diptik)
Mixed media on canvas (diptich)
220x140-140x110cm /2012
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Kesfetmek

Discover

Tuval Gizerine karisik teknik
Mixed media on canvas
175x135cm /2012
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Starlet

Starlet

Tuval Gizerine karisik teknik
Mixed media on canvas
170x 220 cm /2012
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Sevsa

Love-sha

Tuval Gizerine karisik teknik
Mixed media on canvas
175x135cm /2012

20



Yer misin?

Do you eat?

Tuval Gizerine karisik teknik
Mixed media on canvas
200x 140cm /2012
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Ozgegmis

1985'te Aydin'in Soke ilgesinde dogan Ayse

Ozen 2009'da Mugla Giizel Sanatlar Universitesi,
Resim Boliimii'nden mezun oldu. Galigmalarinda
toplumun degisen kiiltir yapisini ve degisen
yasam bigimini mizahi bir bakis acisiyla ele alan
sanatgi kent insanin bireysel ve sosyal hayatindaki
kinlmalari yansitmaya galismaktadir. Ayse Ozen
eserlerinde fotograflari, popller karakterleri ve
kadin esyalarini resmederek giincel yagamin
konularini ve tiiketim insanlarinin yagam
bicimlerini ele almakta ve popiiler arzularin
yarattigi zihinsel boslugu sorgulamaktadir. 2007
ve 2011 yillari arasinda “Ad-siz”, “Cok Soru Tek
Yanit”, “Ben Bir Deliyim”, “Andy Warhol'la Berhudar
Olmak Arasinda Bir Yerdeyim” ve “Fastbuk Kizi"
basglikl kisisel sergiler agmistir. Ayni siirecte
yurtiginde gesitli karma sergilere katilan sanatg!
galismalarina istanbul'da devam etmektedir.
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Resume

Ayse Ozen was born in Soke town located in the
province of Aydin. She was graduated in 2009
from Mugla University, Painting Department.

In her works she deals with the societies
changing cultural structure and lifestyle in a
humorous point of view and tries to reflect
human fragility in their individual and social

life. Also she interrogates the mental space
generated by popular desires. Between 2007
and 2011 she opened solo exhibitions titled
“Adsiz" (Nameless), “Gok Soru Tek Yanit” (Multi
Questions Single Answer), “Ben Bir Deliyim”

(I Am Crazy), “Andy Warhol'la Berhudar Olmak
Arasinda Bir Yerdeyim”, (I Feel Like Happy with
Andy Warhol Somewhere in Between) and
“Fastbuk Kizi" (Fastbuk Girl). During the same
period she participated several group exhibitions.
She continues her art works in Istanbul.









