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Sagaltmayan sanat: Erin¢ Seymen’in bag-soken
zalim iyimserlik manzaralari | cineyt cakirtar

Ering Seymen’in sanat pratigi lzerine kaleme aldigim daha onceki bir calismada sanatcinin, militarizm,
milliyetcilik, erillik ve heteronormativitenin birbirleriyle kesisen hegemonik kiiltirlerine dair irettigi elestirel
cerceveyi incelemistim (Cakirlar 2012; 2015). O calismadaki tartisma, Seymen'in ittifak (2009), Bir Pasanin Portresi
(2009) ve Bir Siir icin Performans-2 (2007) isimli yapitlarini ele almisti. Sanatcinin, cinsiyet ve cinselligin ulusal
politikalariyla iliskilenisindeki cografi belirlilik, bu yapitlarin analizinde queer epistemolojilerin jeopolitigine
odaklanmayi kacinilmaz olarak dncelikli bir hale getirmisti. Burada esas sorum, kiiresel olarak dolasan bir
giincel sanat eserini ve onun queer estetigini, Gretiminin ve ideolojik olarak konumlanisinin yerel ve ulusasiri
baglamlardaki isleyisini yok saymadan nasil ele alacagimizdi. Bu eserlerin “queer elestiride, dinamik dlceklere
sahip bir yorumlama pratigini” harekete gecirdigini iddia etmistim (2015:85). Seymen’in sanatinda dnemli bir
estetik unsur olarak karsimiza cikan queer temelliik [appropriation] stratejileri, yerel-kiiresel ayrimlari tizerine
ve bu ayrimlara karsi islemekteydi. Bir baska deyisle, bu sanat pratigi, ulusal/bolgesel gdstergelerin, pratigin
metodunu ve edimselligini belirleyen yegane unsurlar olmasina direnen bir pratikti.

Ancak, Tohum ve Mermi (2012) sergisindeki miirekkepli kalemle dretilen cizimlerin, sanatcinin Gretiminin
tanimlayici yeni medyumu olarak karsimiza cikmasiyla birlikte, Seymen’in sanatindaki kavramsal ve alegorik
vurgunun daha da belirgin bir hal aldigini soyleyebiliriz. Asagida detayli olarak tartisacagim bu kavramsal
odak, kiiresel cagdas sanat diinyasinin etnografik meraklarina ve bu meraklarin beraberinde getirdigi kimlik
politikalarina direnen estetik bir arac olarak degerlendirilebilir. Kimligi ireten ve isaretleyen cesitli géstergelere
karsi alinan bu mesafenin, Tirkiye'deki guncel sanat pratiklerinin “icinde bulundugu cografi-kiltir ile didisen,
onu ylizeye cikaran” (Kosova, 2009:2) sdylemlerinden sapan yeni bir elestirel damar arayisinin sonucu oldugunu
da iddia edebilirim. Homo Fragilis'teki eserler toplulugu, bir yandan Seymen’in daha da belirginlesen kavramsal
odaginin devamuligini gézler oniine sererken, bir yandan da sanatcinin pratiginin odak ve metodunda ortaya cikan
bir sapmayi - kiltird, kimligi ve cografyay soyutlayarak urettigi daha ikircikli bir alegorik evrene dogru kacan bir
sapmay! - gdsteriyor.

Homo Fragilis ifadesinin kékeni, Hiristiyan mistik ve cileci St. Hildegard von Bingen’e kadar uzanir. Von Bingen,
insanin kirilganligini, fanilik ve yozlasmislik tizerinden algilar ve bunu kendisine miijdelenen bir ilahi buyruk
ile anlatir: "0 homo fragilis, et cinis cineris et putredo putredinis, dic et scribe que vides et audis [Ah, kirilgan
insan, kilin kuld, kirin kiri, gordigin ve duydugun seyleri anlat ve yaz] (Mews 2014:78). Uygarligin ve modernist
ilerlemeciligin itici giicl, tam da fanilik Gzerinden tanimlanan bdylesi bir kirilganligin yadsinisindan beslenmez
mi? Seymen, 6znenin glinahkarlik ve fanilik Gzerinden insa edilen bu kirilganligini, kapitalizmin arzuyu isletme
sorunsalina tasir ki bu baglamda ideolojik bir isleve biiriinen arzu, dznenin kirilganligini cesitli sosyallesme
buyruklarina yiiceltir. Burada, homo fragilis'in arzusu, aile ve 6zel miilkiyet ile imtiyazli konumu giivence altina
alinan kapitalist ve ataerkil sosyal normlar tarafindan tanzim edilir. Arzunun tanzim edilisi, sinifli toplumun
imtiyaz basamaklarini ve sinif deviniminin, Gremeci fitirizmin [reproductive futurism] ve ekonomik-ahlaki-sosyal
ilerlemenin duygusal [affective] ekonomisini korumak icin, emegin ve servet birikiminin arasindaki karmasik
deger iliskisini ortbas eder. Arzunun bu sekilde formiile edilisinde bir egemenlik paradoksu vardir: arzu, bireyi bir
yandan esasen kirilgan ve digerlerine bagimli kilarken, diger yandan ayni 6zneyi, faniligini yadsimanin yollarini
gelistirmesi ve egemen benlik ya da bagimsiz hayat yanilsamalarini Gretmesi icin gliclendirir, yetkilendirir.

Bu yanilsamalar ve inkarlar, znelliin duygulanim [affect] evreninin icine isler. Lauren Berlant, iyi [ya da daha iyi)
bir hayat tahayyuline baglanmanin (bilhassa da neoliberal sistemin tirettigi daimi kriz, kirilganlik ve giivencesizlik
hallerinin icinde tahayyil edilen bir ‘iyi hayat’ fikrine baglanmanin), ve sinifli sistemin 6zendirdigi yukariya doniik
cekime kapilip ona baglanmanin, zalim bir iyimserligi viicuda getiren bir duygusal [affective] iliskilenmeyi
icerdigini savunur. “lyimserlik zalimdir” der Berlant: “Nesne/hadise bir olasilik hissini tutusturdugunda, samimi

bir dontisim icin birinin ya da birilerinin miicadeleyi goze almasini aslinda imkansiz hale getirir. Ve bir de bunun
lstline, bir iliski icinde bulunmanin hazzinin, iliskinin iceriginden bagimsiz olarak, ve maruz kalinan yogun
tehditlere ragmen, siirdiiriilebilir hale getirilmesi zalimdir” (2011:2). Iyi bir hayati ille de garantilemeyen, ancak
ozneye cesitli bicim ve sekillerde, ve cesitli dlceklerde, iyi bir hayatin yasanilabilir bir fantezisini sunan, zalim
iyimserligin bu cifte acmazina homo fragilis'i baglayan sey nedir? Bu retorik soruda isaret etmeye calistigim
sey, 6znenin baglanma hallerini (ne olursa olsun) sirdirmeyi, ve icerdikleri “mitekabiliyetin ve aidiyetin zalim
vaadi"ne ragmen bu baglarin duygusalliginda [affectivity] ikamet etmeyi arzuladi§i duygulanim alanlaridir (21).
Egemenligi ve degderi sarsilamaz mukaddes benlik imgelerinden, Uremeci fitlrizmin fantazmatik nesneleri
olarak beliren Cocuk ve Aileye, 6zel miilkiyet ve sinif atlama ideallerinden ulus ve imparatorluk fantezilerine
kadar uzanan, homo fragilis'in baglandigi nesneler, aslinda iyimserlik manzarasinin siirlip gitmesini saglayan
bircok vaat kiimesini tstlenir: mutluluk vaadi, iktidar vaadi, imtiyaz vaadi, zenginlik vaadi, v.b. Oznelligimizi ve iyi
[ya da daha iyi) bir hayata dair tahayyiillerimizi sabitleyen, arzuya “demir attiran”, bu vaatlere atanan nesnelerdir
iste. O halde, Berlant'in zalim iyimserlik [cruel optimism] olarak tanimladigi sey, bu capayi kaybetme korkusuna
dair bir savunma refleksi, baska bir deyisle arzu sahnesinin sirmesini saglayan bir duygusal dayanak islevini
gorir.

Seymen'in bu sergideki eserleri, homo fragilis'in, yani kirilgan insanin, zalim iyimserliklerinin acmazlarini ifsa
ediyor ve bu normatif duygulanim evrenine midahale ediyor. Bu sergideki eserler, cagdas kapitalizmin benlik,
aile, sinif ve ulus insalari Gzerinden tesvik ettigi iyi hayat vaadinin 6znede tetikledigi baglanma hallerini sorguluyor
ki Seymen, bu baglarin sinif ve miilk odakli ilerlemeci mantiginin ve estetiginin icerdigi duygulanim evreninden (bu
evreni yabancilastirarak) cikmaya tesebbis ediyor. Seymen’in zalim iyimserligin gdsterenlerine karsi icra ettigi
bu “bag-sokim” [detachment], ihlal, taklit veya parodi ekseninde ilerleyen, dramatik bir taskinigin sanatcinin
edimselligini belirledigi bir estetik formili ve metodu benimsemiyor. Kuskusuz, sanatcinin bu eserlerde izledigi
queer metodun temel unsurlarindan birinin yitik/eksik bir duygusal yogunluk tretme cabasi oldugu soylenebilir.
Bu eserlerde, diiz, derinliksiz bir duygulanim halinin, ve dolayisiyla baglanma meselesine hakim olan dramatik
sahneden kopma halinin etrafinda sekillenen bir hava hakimdir. Berlant, “80lerin ortalarinda ortaya cikan ve
giinimuzde de Uretilmeye devam eden birtakim dokii-dramatik queer ve bagimsiz anlatilar"da diz, bag-soken,
hiper-gézlemci [hyper-observant] bir duygusal evrenin hakim oldugunu 6ne siirer. Bu anlati stratejisi, cekinik
eylemi “yetersiz etkide/derinlikte icra edilmis duygu [underperformed emotion], diiz duygulanim [flat affect] ya da
daginik ama jestlerin hareketleri belirledigi bir stil icinde” gorunur kilar (2015: 193). “(Alicisina glicli 6znellikler,
siddetli ve tamir edici iliskiler, ve bir olayin 6nemine dair teminat vadeden) dokunakli bir 1zdirap sahnesi esliginde
anlatilmasi beklenen diinyalar ve olaylar,” Berlant'in ele aldigi duzlestirilmis, ve yetersiz icra edilmis duygulanim
icinde, “(yildiz isaretinin, yanina kondugu kelimeye olan etkisine benzer bir bicimde) belirsiz ve ikircikli gozikir”
(193). Seymen’in sanat pratiginde, Berlant'in tanimladi§ina benzeyen, yani sagaltmayan, kurtarmaya kalkmayan,
diiz-ve-ikircikli-dolayisiyla-tehdit-edici bir queer estetik evren, ve bir queer duygusal evren, goriiyorum. Bu
bag-soken evrende, homo fragilis'in (yani kirilgan insanin) 6znelliginin temelindeki normatif bag, yani mutlu bir
hayatin normlari ile kurulan bag, duygulandirici glictini kaybeder.

*okk

Metafor ve alegorinin kompleks katmanlarini, ve soyutlama ile tecessiimiin [embodiment] incelikle distnilmis
mantigini goz éntnde bulundurdugumuzda, Evhamli Konak'in (2013), Homo Fragilis'in “kalbi” oldugunu
soyleyebiliriz. Eserdeki perspektif ve mizansen kullanimi, yapinin fallik gorinimini dramatize eder gibi
gérinirken, konagin rutubetten yosun tutmus cephesive pencerelerinden dokiilen atik madde icsellik [interiority]
ve dissallik [exteriority] sinirlarini bozar. Baska bir deyisle, eserin sundugu bu ciiruf ve les sahnesi, metruk ve
yasanmaz bir milki ifsa eder. Levent Sentiirk, bu eseri inceledigi detayli analizinde, Seymen’in sunumunu
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bir diskilama [abjection] sahnesi olarak ele alir: Konak, ahalisini yutan, 6giten, sindiren ve disari dogru iten
“kolonoskopik” bir aygitin tecessiimiidiir (2015). Ben bu eserdeki atik [abject] analligin, sanatcinin nceki islerinde
de karsimiza cikan beden odakli pratiginin bir uzantisi oldugunu iddia edecegim. Beden ve vatan gdsterenlerinin
queer bir edimsellik araciligiyla ic ice gecirildigi Yurtsever (2009) ve ittifak (2009), ve adeta bir “sodomitik sabotaj”
performansi olarak okunabilecek Zeki Miren portresi Bir Pasanin Portresi (2009), vatan ile kurulan zalim bagin
acmazlarinin, sadomazosist bir boyun egise indirgenmis tabiyetin [subjection] sahnelendigi 6rneklerdir (Cakirlar
2012, 2015). Baska bir deyisle, Seymen'in diinyasinda karsimiza ¢ikan itaatin bedenleri, yukarida tartistigim zalim
iyimserlik mefhumunun viicut buldugu bedenlerdir. Bu bedenlerin esas arzulari, nesnesine sahip olma arzusu
degil, arzu sahnesinin kendisini siirdirme ve nesnesine baglanmanin o dokunakli dramina katlanma arzusudur.
Seymen'’in bedenleri ve nesneleri, bag-séken durumlardan [situations] ibarettir. Dolayisiyla, Evhamli Konak adeta
bir zalim iyimserlik abidesidir. Atigin konagin icinden disari akisinin, 6zel milk ya da bir meta olarak konagin
bedensel biitlinliglni ihlal ettigi soylenebilir. Atigin, yozlasmis bir devlet aygitinin ya da ulus-devlet idealinin
oyunbaz bir alegorisi oldugu da sdylenebilir. Hatta bu atigin, homo fragilisin psisik atiginin ve onun sermaye
biriktirme arzusundaki fazlaligin metaforu oldugu da soylenebilir. Yasanabilir de yasanamaz da olsa, ¢lirimis
de clirimemis de olsa, Evhamli Konak, bir baglanma mahalidir. Orada dyle dikili dururken, yurttas-6znenin ona
baglanmasini besleyen o duygulanim sahnesini de ayakta tutar.

ok

Seymen’in sanat pratiginde tekerriir eden temalardan biri de Cocugun kutsallastirilmis imgesidir. Sanatcinin
onceki calismalari, tUremeci fitirizmin, militarist milliyetciligin ve insaniyetperverligin [humanitarianism]
duygusallastirici [sentimentalising] politik araci olan bu Cocuk imgesinin, duygusal-ideolojik yogunlugunu
tahliye etmek icin cesitli miidahalelerde bulunmustu. Ornegin, Sadakat'ta (2011) temsil edilen baglanma sahnesi,
devasa bir yumurta etrafinda toplanmis dort cocugu gosterir bize. Bu eser, sanatcinin “gelecek mefhumunun
sorgulanmayan degerinin simgesi olan ve ayni zamanda heteronormativitenin fetisist takintisini da isaret eden
Cocugun her yere yayilarak vicuda gelis halini” (Edelman 2004: 3-4, 21) ifsa ettigi en kuvvetli rneklerden
biridir. Lee Edelman’in anti-Cocuk queer elestirisi, Cocugun fantazmatik imgesini “her politik gérisin nihai
motivasyonunun rakipsiz simgesi” ve “sosyal 6zneyi gerceklestirmek icin kimlik ile gelecegin evliligi tizerinden
Sembolik bir hakimiyete erisebilme fantezisi” olarak tanimlar. Bu elestiri, her tiirden muhalif queer siyasetini,
tremeci fltirizminin kutsadigi mahremiyet degerlerinin ve normatif baglanma bicimlerinin karsisinda bir yere
konumlar. Seymen’in Cocuk imgesiyle kurdugu yikici iliski, onun (daha) iyi bir hayatin normatif tahayyili icindeki
duygulandirici islevini sagaltmayi reddeder. Ornegin, Aile Dederleri 1'de Seymen, Odipal aile birimini itinayla
dekore edilmis bir yemek masasinin arkasina yerlestirir. Bu ic aile lyesinin bedenlerine ve yiizlerine erisimimiz
kisitlidir: figirlerin ylzlerini goremeyisimiz, aileyi sahsiyetinden yoksun birakir. Yemek masasinin dekorasyonu,
sinif atlamanin itici gliciiniin bir simgesi olarak sunulmustur. Seymen’in mizanseni, izleyiciyi, masa sislerinin
arkasina kasten sakladigi aile tyelerindense, ailenin servetinin temasasina bakmaya zorlar. Eserin baslig
“aile degerleri”ne atifta bulunurken, eser, masanin dekoruna daha fazla deger atfeder ve ailenin temsilinin /
sahsiyetinin degerini disirir. Deger ve goriintrligiin bu ironik ekonomisi ile birlikte Seymen, Aileyi sinif ve miilk
iliskilerinin kesistigi bir yere konumlandirir. Aile diisiincesinin icine gomiili Gremeci fiitlirizm, sinif atlama ve
sinif imtiyazi ile birbirine baglanir. Uc Kiz Kardes'te (2017), Aile Degerleri 1"de karsimiza cikan dikey aile sahnesi
yerini, beraberlikleri kollarinda ve boyunlarindaki bir tomar micevher ile vurgulanmis Ulctizler olarak sunulan
Uc kiz kardese birakir. Resimdeki micevherat hiikmeden ve bunaltan bir gorinirlige sahiptir. Kiz kardesler
micevherati adeta akrabaligin bir yiiki, prangasi, gibi tasimaktadirlar. Servet ve miilk, Seymen’in islerinde aileye
baglanmanin ve akraba iliskilerinin agir bir yiiki haline gelir.

Evhamli Konak / The Worrying Mansion, 2013
Kagit izerine murekkepli kalem / Ink pen on paper
70 x 50 cm

Ozel koleksiyon / Private collection




Seymen’in baglanma dramiyla iliskilenisi, Fransiz-Amerikan oyuncu Lili Damita'nin (1904-1994) Biiyiicinin
| Karisi adli bes parcadan olusan serigrafik portresinde, derin ve cinsiyetli bir boyut kazanir. Sanatcinin, izleyicisine
| dogrudan kisisel bir 6zdesim araci sunmaktan kacinan pratiginin kavramsal cercevesi icerisindeki gayrisahsi

yaklasim goz 6niinde bulunduruldugunda, bir karakter olarak Damita’nin Homo Fragilis'tekivarligimerak uyandirici
\ bir istisnadir. Sessiz sinema ve erken dénem Hollywood stari olarak bilinen Damita’'nin kisa bir kariyeri olmustu.
‘ Unli oyuncu Erol Flynn ile evliliginden sonra beyazperdeye veda etti ve emekli oldu. Damita, erken emekliligine
| ragmen, sektordeki gorinirligund strdiirdi. Bu gorindrlik, Erol Flynn ile olan calkantili evliligi, bunu takip

eden bosanma ve sonrasindaki stirtiismeler, ve oglu Sean Flynn’in trajik bir bicimde ortadan kaybolusuyla ilgiliydi.

Damita’nin calkantili ve talihsiz hayatinin ana-akim medyadaki temsili ve bu temsilde Damita'nin goriinmezligi,

sessizligi ve pasifliginin, Seymen’in bu figiire olan ilgisini percinlemis olmasi hayli muhtemel. Eril bakis altinda

nesnelestirilen Damita’nin, hayli bilinen sadece iki tane basin aciklamasi var. “Evlilik de bir kariyerdir. Tam zaman
ister. Asik oldugumda, kariyere veda edilmeli” diyor Damita. Baska bir réportajda, “amacim dinyanin en iyi
oyuncusu olmak degil, diinyanin en yakisikli ogluna sahip olmak” der. Seymen’in portresi, Damita'nin, evlilige
ve annelige yonelen (ve trajik bir bicimde sonlanan) bu tutkulu bagindan, bu bagin beraberinde getirdigi goniill
boyun egisten, ve kendi trajik hayat hikayesinin temsilinde faillikten yoksun birakilmis pasifliginden ilham alir.
Damita’'nin dolasimda olan ve “bilinen” imaji, oynadigi filmlerinden cikan mindr bir star imgesi, Erol Flynn'in
otobiyografisinde anlatilan dengesiz bir es imgesi, ve cogunlukla erkekler tarafindan yazilmis dlim ilanlari
vasitasiyla beliren bir yas tutan anne imgesinden ibarettir. Seymen, eserinde Damita’'nin kimliginin sessiz,
derinliksiz, medya ile dolayimlanarak nesnelestirilmis statiisiinii vurguluyor. Bu serigrafik portre, Damita’nin bir
sinema stari olarak sunuldugu bir fotografini kullaniyor. Serigrafik temsil adeta bir film seridi islevini g&riyor
ve bes parcali imajin, bir cift hiinerli erkek elinin tuttugu bir yilan imaji ile kesintiye ugratilmasi bu portreye
sinematik bir hareket kazandiriyor. Damita imgesi Ustiinde beliren bu fallik gélge, izleyiciye bu portrenin, ve belki
de Damita’nin hayatinin erisebildigimiz/bildigimiz versiyonunun, ataerkil bir medya nesnesi ve fallik projeksiyonun
bir golgesi oldugunu hatirlatir. Blydciiniin Karisi, Damita’nin yokluguna ve sessizligine, ve belki de en 6nemlisi
onun zalim iyimserlik dramini konu alir. Bu sahnede baglanma arzusu baglanani siirekli olarak cezbeder, hayal
kirikligina ugratir ve goriinmez kilar. Blyticiiniin Karisi'ndaki Damita, Yurtsever'deki erkek bedeni, Sadakat'taki
cocuklar ve Serve Ex Machina'daki tuzaga dismis beden arasinda derin bir akrabalik vardir: bu bedenler, bizi
“6znenin ideolojinin kurdugu tuzaklar karsisindaki aymazUliinin son derece kesin oldugu ... [bir] kendi-istegiyle-
boyunegmeler diinyasi”na davet ederler (Ozgiiven 2012).

ok

Seymen, Homo Fragilis'te imtiyaz olgusu ve imtiyazli 6znellikle de iliskilenir. Bu iliskilenme hali, sinif, irk, cinsiyet,
cinsellik ve saglamlik/sakatlik gibi monolitik, birbirini dislayan kimlik kategorileriyle kolayca hizalanmaz. Esas olan,
bu kategorilerin birbirini belirledigi kesisim noktalaridir. Bu sergide, her biri bir imtiyaz senaryosunu sahneleyen
iki isimsiz baski var. Baskilardan birinde, goriinimi orta sinif zevkini animsatan bir oturma odasinin ortasinda
asili bir halat agin icinde tuzaga diismis bir adam gériiriz. Diger baskinin arka planinda, kiyida hizalanan anonim
bir insan kalabaligr gériiniirken, bir kadin yataginda saadet icinde bir aile albimiine bakmaktadir. Birinci baski,
orta sinif konforu ve giivenliginin sembolik olarak diizenlenmis uzaminda imtiyazli 6zneyi bogar ve hapsederken,
diger baski imtiyaz sahibi 6zneye yakininda onu bekleyen tehlikeden korunmus bir mekan bagislar. Bu iki esere
birlikte bakildiginda ve eserler birlikte yorumlandiginda, icerisi ile disarisinin (ya da iceriye almanin ve disariya
atmanin), ve yakinlik ile mesafenin cift tarafli ekonomisi, bu iki baskinin icinde gtvenlikli ve imtiyazli hicbir yer
birakmaz. Diyalektik bir birliktelik icinde olan bu iki baski, glivenlik ve imtiyazin kendisini degil, sadece onlara olan
duygusal yatirimlarin izini sirmeye imkan verir. Seymen bu yatirimlarin huzurunu kacirir.

Biyiiciiniin Karisi / Sorcerer’s Wife, 2016 (detay / detail)
Kagit Uzerine serigrafi, 5 parca / Silkscreen on paper, 5 pieces
74 x 53.5 cm -herbiri / each

ed. 21+ 2AP.






Hayalet Organ / Phantom Limb, 2017
Tuval tzerine yagliboya / Oil on canvas
?39,5cm

Benzer bicimde, Hayalet Organ'da (2016), bezemeli dis ylzeyi orta sinif zevkini animsatan antika igne kutusu,
bir giivenlik/himaye haznesinin imgesi olarak ele alinabilir. Ancak bu hazneden disari ¢cikan parmak, resimdeki
sinifli giivenlik/himaye sahnesinin metaforik potansiyelini besler ve karmasiklastirir. Glvenlik nesnesi imtiyazin
metaforik bir tecessiimiine dontisir. Disari cikan parmak, kendi glivenlik alanindan disari cikmaktadir. Bu,
organin siginaginin riske acik “dis”ina ctkmak demektir. Burada, Seymen’in imtiyaz kavramiyla iliskilenisi, riske
acik olma halinin oyunbaz bir bicimde sahnelenisi lizerinden isliyor. Eger igne kutusu, saglam bedene ait imtiyazin
bir haznesi ise organin hazne disinda kalan ciplak varligi soz konusu imtiyaz sahnesini riske atar.

Konfor Alani A(2016) dogal tarih mizelerinde sunulan teshir dolaplarina gomiilii bakisi miilk edinir. Taksonominin
soémiirgeci bakisi, nesnelestirir, kategorize eder, dogaya ve yaratiklarina bir diizen bahseder. Teshir dolabi ve hatta
kurumsal bir yapi olarak miize, toplamanin ve givende tutmanin mekanlaridir. Dogaya bakma yetkisi, elbette
beyaz somirgecinin imtiyazli bakisindan gelir. Konfor Alani A'da, bécek-yaratigin kendisi bir teshir dolabina
donusir ve heteronormativitenin kutsallastirilmis nesnesi olan Cocuk bu yaratigin agirladigi esas teshir nesnesi
olur. Uremeci fiitlirizminin imtiyazli gostereni, ilerlemeci modernizmin kendi sémiirgeci bakisinin ve imtiyazli
bakis acisinin nesnesi haline gelir. Cocuk imgesi, dehset verici bir baskalik nesnesine doniisen teshir nesnesinin,
bir yaratigin, statlistine indirgenir. Parodik bir yaklasimla terse cevrilen bakis orta sinf ailenin kutsallastirilmis
bedeninidarbir oyunalanina hapseder. Buters bakis, irk ve sinif temelliimtiyazlara, ve sinif atlayarak erisilebilecek
iyi bir hayatin tahayyiliine yonelik, iyimser bir tavirla kurulan baglari séker. Riske maruz kalmayan hayat, hayat
degildir. Risksiz arzu, arzu degildir. Seymen’in diinyasi, glvenlik, imtiyaz ve hakimiyet/egemenlik mefhumlarina
dair Uretilen yanilsamalari ve mitleri bozar; homo fragilis'in bu mitlerle kurdugu iyimser baglari soker.

Homo Fragilis'teki en gorinir tematik ve kavramsal motiflerinden biri de konukseverlik [hospitality] etrafinda
gelisir. Seymen nasilaile, sinif, ve cinsiyet/cinselligin ideolojik islevleriyle, bakis iliskileriyle ve imtiyazli 6znelliklerle
iliskilenirken sanat pratigini bir tir duygusal bag-sokiim metodu ve hiper-gézlemci bir aksan araciligiyla icra
ediyorsa, konukseverlik ile olan elestirel iliskisinde de benzer bir yaklasimi benimser. Géndilli (2015), Misafir
(2017) ve dért parcali serigrafik baski serisi Bir Cennet lcin Eskizler (2013), izleyiciyi, davet etme, mevzilenme/
yerlesme, beraber yasama ve sémiirgelestirme akitlerinin miizakere edildigi, konukseverligin sinirlarina dogru
ceker. Baska bir deyisle, bu eserler, ben ile dtekinin, icerisi ile disarisinin, ev sahibi ile misafirin, somirgeci ile
somdrdlenin bir araya getirildigi cesitli karsilasma senaryolari iretir ve bu karsilasmalari sahneler.

Gaondilld (2015), boslukta salinan bir kapi tokmag! imgesi sunar. Adeta sokilmus bir nesne olarak resmedilen
tokmagin resimdeki statiisl, konukseverlik etiginin sinirlarina dair felsefi bir soyutlamaya davet eder bizi.
E§er Seymen’in Homo Fragilis'teki genel giindemi badlanmanin duygulandirici [affective] operasyonlarini
kesfetmek ve bu duygusal baglanma haline eslik eden, 6znenin yapisal kirilganliginin inkari olarak tartistigimiz
zalim iyimserlik senaryolarina (ve hayata baglanma fikrinin sagaltimina) midahele etmek ise, Gonulli'deki
kapi tokmagi Derridaci konukseverlik paradoksunun bir metaforu haline gelir. Burada konukseverlik etigin ta
kendisidir ve konukseverlikteki etik celiski ev/ben’in egemenliginin imkansizligina isaret eden bir celiskidir.
Derrida bu imkansizligi soyle ele aliyor:

Bana birine acilabilirmisim, ya da, ne kadar comert olursam olayim, ve cémert olmak gayem
olsa bile, bir konugu agirlayabilirmisim gibi gelmiyor. “Bu ev bana ait, ben evimdeyim, evime hos
geldiniz” deyip bunu teyit etmeden, ve “kendinizi evinizde gibi hissedin” imasi olmadan konuk
agirlayamam. Dahasi, ancak benim evimin evde-olma haline ve benim kendim olma halime
saygl duyarak konukseverlik kurallarini gozetmeniz sartiyla, sizi agirlayabilirim. Konukseverlik



yasasinda neredeyse bir kendini kisittama ya da kendiyle catisma aksiyomu vardir. Konukseverlik,
egemenligin ve birinin kendi evinde kendisi olmasinin yeniden dogrulanmasidir. Konukseverlik,
sunuldugu andan itibaren, daha en bastan, kendini sinirlar; kendi kendisinin esigi olarak sonsuza
kadar esikte kalir. Esigin ta kendisi haline gelir (Derrida 2000: 14).

Goniilli, konukseverligi egemenlik ve miilkiyet arasindaki paradoksal bir iliski olarak ele alirken, Misafir (2017)
izleyiciyi konuk ve ev sahibi arasindaki kiskirtici bir karsilasma sahnesine maruz birakir. Duvara monte edilmis
bir koldan sergi mekanina adeta girisen cerceve, izleyiciye bir adim atar. Eserde bir yabanci/6teki islevini géren
misafir imgesi, bizi ev sahibi olarak isaretler. Figliriin durusu ve omzunun acikligindan firlayan tiyler, Misafir'i
bir magduriyetin ve hatta kutsanmis bir cileciligin sahnesi haline getirir. Gonulli'niin konukseverlik ile kurdugu
kavramsal iliskide oldugu gibi, Misafir de benlige, kimlige, milkiyete ve ulusa eklenen egemenlik mitinin
mesruiyetinin sorgulandigi, konukseverligin o etik esigine odaklanir. Misafir'in cercevesinin ileriye dogru attigi
adim vasitasiyla, yabanci ya da gécmen ya da milkslz bir miltecinin imgesi olarak ele alinabilecek bu figlr,
izleyicinin konukseverlik yasalarini ve kosullarini sinar adeta.

Sanatcinin imtiyaz kavramiyla ve bu kavramin celiskileriyle iliskilenisini belgeleyen, ve kurdugu diyalektik ikilik
ile birbirlerinin imtiyaz anlatilarini adeta bozan iki isimsiz baskiya yukarida kisaca dedinmistim. Buna paralel
olarak, Seymen’in Bir Cennet icin Eskizler (2013) serisinde icra ettigi ssmiirgecilik parodisi, Géniillii ve Misafir'de
irdelenen konukseverlik etigiyle (kasten) celisir. Bu seri 19.ylizyil ansiklopedilerinden alinmis graviirlerin dért adet
kolaj baskisindan olusur. Dért evreli bir karsilasma senaryosu vasitasiyla, cizgisel olarak ilerleyen bir sémirgecilik
anlatisini taklit eden Bir Cennet lcin Eskizler, ssmiirgecinin bakisi, akli ve duygulanim diinyasina dair kaba bir
spekiilasyon sunar. Nova Atlantis bize bakir bir peyzaj imgesi gosterir ve sémirgecinin yabanci toprak vizyonunu
miilk edinir: burada somiirgecinin bakisi, toprakla, onu bos ve issiz bir yer sayarak, iliskilenir. Uzak Bir Tehdit
somirgecinin, yerlestigi topragin yabani yerlilerini fark ettigi ani sahneler. Somiirgecinin nesnelestiren yansitmali
bakisini miilk edinen bu resim, somirilen topragin yabaniligini ve bu topragin yerli sakinlerinin vahsiligini,
yirtici hayvanlarin (somirgeciden uzak bir késede) birbiriyle didismesini géstererek temsil eder. Kendi domestik
celiskilerine gémiilmis, kiyidaki bu potansiyel tehdit, somirgecinin géziinde kendiyle o kadar mesguldir ki
kimseyi tehdit edemez. Serden Korkma ise sémirgecinin somirilen ile birlikte yasama diisiincesini resmeder.
Yeni insa ettigi uygarlik mimarisi ile cevrili sémirgeci, yabani yerlileri ve onlarin celiskilerini ayni topragin uzak
bir parcasinda, kendisinden ayrilmis bir yerde tutar. Serinin son parcasi Parlak Bir Gelecek somiirgecinin sézde
zaferini sahneler: burada yerliler sahsiyetten yoksun, zafer sahnesinden cok uzakta glicbela secilebilen figlrler
olarak belirir.

Seymen belki de bizi somirgecinin asla tahayyll edemeyecedi bir senaryoyu hayal etmeye tesvik eder: Misafir'de
karsimiza cikan, memleketinin tehlikeli celiskilerinden firar etmis miltecinin, Géndilli'deki kapi tokmagini
kavradigl ve sémiirgecinin konukseverlik yasalarini sinadigi bir senaryo. Bir Cennet icin Eskizler'in Homo

alana tasiyor.

Anlamin cok katmanli operasyonu, kavramsal derinlik ve elestirel titizlik Seymen’in estetik evreninin olmazsa
olmaz unsurlaridir. Sanatcinin islerinde soylemsel entelekt, Ozgiiven'in de belirttigi gibi, “sanki dnce acikca
dile getirilip sonra derine gémilmistir... sadece tetikte izleyici tarafindan kazilip ¢ikarilmayi beklerler” (2012).
Ancak, mirekkepli kalemle Uretilmis cizimlerin, sanatcinin pratiginin 6nemli bir parcasi haline gelmesiyle
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birlikte, liretim, emek ve zanaat Seymen’in sanatinda siyaseten aracsal bir deger kazanmistir. Ozgiiven, Serva
Ex Machina’'nin da dahil oldugu 6nceki cizimlerini yorumlarken, sanatcinin pratiginin “siddet dolu sdylemsellik
ile zarif bir bezekeiligin” arasindaki “gerilimli iliskiden” beslendigini 6ne siirer (2012). Homo Fragilis'te “zarif
bezekcilik” sadece Seymen'in “siddet dolu sdyleminin” titiz zanaatkarligini gostermekle kalmaz, emege ve
zanaata dair ikircikli bir methiye sunar izleyicisine. Bu methiye, ayni zamanda giiniimiiz kapitalizminin icinde
emedgin gorinmezligi, ya da gérinirliginin aldatici deger ekonomisi ve onun zalim istismarinin sahnelenisi
zerinden icra edilir.

[simsiz (2017) bir evrak cantasindan disari dogru cikan, elinde kasik tutan bir kolu gésterir. Bu eser, adeta bir
devlet memurunun metaforu olarak dniimiize cikar. Blrokratik gérevleri tarafindan yutulmus memur, hayatta
kalmaya ve hayatini kazanmaya calisir. Bu hayat, devletin memura yasamasi icin temin ettigi neyse ona razi
olup kanaat ederek sirdirilen bir hayattir. Eser, memurun devletle kurdugu bagi hem (kolun kasi§i tutarken
sergiledigi kararlilik ile temsil edilen) direnise, hem de (cantanin derinliklerine yerlesmis/gémiilmis bedenin geri
kalani ile ima edilen) riayet haline yerlestirerek, memur imgesini bir modern cileci imgesi olarak kurgular. Kutsal
[slem (2015) ise sanatcinin odagini, emek ve deger ekonomisi meselesine tasir. Meta ile metanin iretiminde
harcanan emedgin gdériinmezligi arasindaki kopuklugu sahneleyen eser, izleyicisine zalim bir giizellik sunar; arti
degeri neyin olusturdugunu ve tiiketicinin tiikettigi liksln arkasinda ne oldugunu sorar.

Isimsiz ve Kutsal islem, kapitalizmi isleten emek ekonomisi ve deger Uretimini sorunsallastirirken, Perpetuum
Mobile (2016) iretim ve tiketim olgularinin fantazmatik boyutlarini ele alir. Eserin baslii, resmettigi nesneyi
belirler: eser, kapitalizmin deger ekonomisini parodilestirmek icin, izleyicisine fizik biliminin ideal makinesi olan
devri daim makinesinin imgesini sunar. Termodinamigin hem birinci hem de ikinci yasasiyla (enerjinin korunumu
yasasl ve maksimum entropi yasasi) celisen perpetuum mobile imkansiz bir makinedir. Sadece bilimsel bir
hipotezin tecessiimii olan bu makine, bir enerji kaynagi olmadan calisir ve hicbir entropik kuvvet olmaksizin, terse
cevrilebilir izole bir sistem icinde, bir sonsuz déngi halinde isler. O halde, siirekli hareket halinde bir makine olan
perpetuum mobile kapitalist fantezinin limitinin bir metaforu olarak gordlebilir: emegin olmadigi sonsuz bir tiretim
ve tiiketim dongisii, ya da 6liimiin olmadigi bir hayat. Kutsal islem’deki anlatinin dikey kompozisyonuna benzer
bir sekilde, Perpetuum Mobile'in Ust yarisi bir tabagin Ustiinde sunulmus Liiks bir tiiketim nesnesini sergiler.
Alt yarida ise miicevherat yapiminda metal dékiimii icin kullanilan bir kuyumcu diizenegi resmedilir. isimsiz ve
Kutsal islem’de emegi icra eden “insan eli” bu makinede gériinmez. Perpetuum Mobile, emegin herhangi bir
deger ekonomisinden yoksun birakilisinin ve dlimiin yadsinisinin en radikal 6rnegini sahneler. Eser, Kapital'e
baglanma halinin, bir baska deyisle minimum emek ile maksimum degeri Gretme buyruguna baglanma halinin,
barindirdigr inkar mekanizmasini hatirlatiyor; ve dolayisiyla zalim iyimserligin baska bir manzarasini sunuyor
bizlere.

*kk

Bu tartisma, Seymen’in sanat pratiginin sagaltmayan iliskiselligini analiz etmeye calisti. Sanat¢i Homo Fragilis'te
derin alegorileri diz bir duygulanim ile resmediyor. Seymen’in diinyasinda tim baglanma halleri miilkiyet
iliskilerine donusir. Sanatci, izleyiciyi, kendi ifadesiyle “irade sahibi nesnelerin/esyalarin irade sahibi 6zneler/
insanlar ile miicadele ettigi” metaforik bir teshir dolabina davet eder. Homo Fragilis'te farkliligin sinirlari ve
kimligin ayrimlari, konukseverligin ve egemenligin yasalarinin bu esya-6zne miicadelesi araciligiyla sinandigi
alanlarda karsimiza cikar.

Homo Fragilis, 6znelligin kapitalizm ve miilkiyet iliskileri tarafindan belirlenen duygulanim diinyasini sinayan,
deger ve baglanma ekonomileri iizerine icra edilen bir meditasyon olarak ele alinabilir. Mahremiyet iliskilerini
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farkli 6lceklerde ve uzamlarda viicuda getirip elestiren Homo Fragilis, kimligi ve aidiyeti kuran zalim iyimserlige
yoneltilen elestirel bir miidahaledir. Zulim, homo fragilis'in cifte acmaza diistiigl yerde baslar: kirilgan 6zne,
“bir yandan vaat ettikleri tatmini engelleyen fantezilere baglanirken, diger yandan bu fantezilerin temsil ettigi
iyimserlik vaadinin kendisine de baglanir” (Berlant 2011: 53). Zalim iyimserlikte, “6zne ya da cemaat kiymetli
baglarini emanet nesnelere cevirir ki bu emanet nesneler 6zne tarafindan dolastirildikca, ve iliskisel, karsilikli, ve
biriktirici bir hissiyatin eslik ettigi enerjinin de yardimiyla, 6zneye bir egemenlik duygusu bahseder” (43). Berlant,
baglanmanin bu zalim duygulanim diinyasindan ve bu baglarin kamusal tanziminden sapmak icin, cagdas sanatin
yeni soylemsel imkanlar barindirdigini 6ne sirer. Burada, Berlant zalim iyimserlik sahnelerini uretildikleri
dramatik baglamdan koparan, onarim ya da sagaltim sunmayi reddeden ve yeni iliskilenme formlari kesfeden bir
sanat pratigi tahayyil eder. Seymen’in sanati da 6znesini, bu diinyada var olma, hayatta kalma, ya da bu diinyaya
atilmis olma, dramindan kurtarmaya, onu sagaltmaya yeltenmez. Duygusal bir atalet tasiyan ve sagaltici bir islevi
olmayan Seymen’in tehditkar nesneleri, sanatcinin izleyicisine hediyesidir.

Berlant'in dislincesinde, neoliberal kapitalizm icinde sirekli olarak yayilan glivencesizlik ve siyasi ctkmaz hissi
“turlerin azalmasi” [waning of genres] ve etkisini yitirmesi ile sonuclandi. Eski tirler artik neoliberal kapitalizmin
yeni duygulanim evreninin ihtiyaclarini karsilayamazlar. Bu yeni duygulanim evreni, olumlayici kimlik politikalari
ya da konvansiyonel protesto estetiginin dtesine gecen yeni pedagojik ve elestirel paradigmalari gerekli kilar. Homo
Fragilis'te de kendini gdsteren, Seymen’in sanat pratigindeki kirilmalar ve degisen odaklar, Berlant'in bahsettigi
bu yeni estetik paradigma arayisiyla iliskilendirebilecegimiz nitelikte bir etik/estetik arayisini barindiriyor: Cagdas
toplum icinde insa edilen 6znelligin duygusal dokusuna miidahele eden ve bizden diinyaya baglanmanin normatif
yollarini birakmamizi talep eden, bag-soken zalim bir iliskisel queer estetik...

Ingilizceden ceviren: Ciineyt Cakirlar & Giilkan ‘Noir’
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The non-ameliorative art: Erinc Seymen’s unsettled

scenes of cruel optimism | cineyt cakirtar

In an earlier study of Erinc Seymen’s art practice, | examined the critical framework in which the
artist reflects on the intersections between the hegemonic cultures of militarism, nationalism,
masculinity and heteronormativity (Cakirlar 2012; 2015). My discussion in that study had addressed
Seymen’s earlier artworks including Alliance (2009) and the cross-media performance pieces Portrait
of a Pasha (2009) and Performance for a Poem-2 (2007). The geographic specificity in the artist's
subversive engagement with the national politics of gender/sexuality had inevitably made my analysis
prioritise a critical focus on the geopolitics of queer epistemologies. My core question had been how
to locate a globally circulating contemporary artwork and its queer aesthetic without avoiding the
regional and the transnational operations of its production and ideological situation. | had suggested
that these artworks facilitated “dynamic scales of interpretation in queer critique” (2015: 85): the
queerness in Seymen’s earlier aesthetic strategies of appropriation worked on and against the local-
global distinctions, and it contested the national/regional as the default marker of its method and its
performativity.

However, since the ink drawings arrived as the definitive medium of production in his show The Seed
and The Bullet (2012), Seymen’s conceptual and allegorical focus became more pronounced, which
made his work significantly resistant to the ethnographic address of the global art world or any mode
of its contemporary identity politics. This distance from various markers of identity, | would contend,
also signifies a new departure from the significant author-functions of the contemporary art scene
in Turkey, whose art practices predominantly “pursued the decisive strategy of scuffling with all
dimensions of its geography-culture” (Kosova, 2009: 2). While the ensemble of works in Homo Fragilis
clearly demonstrates a continuity in the artist’s increasingly conceptual focus, these works also show
a further swerve towards a more allegorical universe where Seymen abstracts culture, identity, and
geography.

The origins of the word Homo Fragilis date back to the Christian mystic and ascetic St. Hildegard von
Bingen (1098-1178) whose vision of divine mandate sees the frailty of man from within its mortality
and corruption: "0 homo fragilis, et cinis cineris et putredo putredinis, dic et scribe que vides et audis
[o frail man, ash of ash, filth of filth, tell and write the things you see and hear]” [Mews 2014: 78).
Isn’t the negation of this fragility, with or without salvation, the motor of civilisation and of modernist
progress? Within the intellectual landscape of his works, Seymen moves the question of the sinful
mortal precariousness of the human subject to the capitalist operation of desire which sublimates the
fragility to various imperatives of sociality. Here, the desire of homo fragilis is regulated by the capitalist
and patriarchal norms of sociality that secure the privileged location of family and private property. It
obscures the messy operations of labour and accumulation of wealth to maintain the ladders of class
privilege and the affective economy of upward class mobility, reproductive futurism and economic-
moral-social progress. There is a paradox of sovereignty in this formulation of desire: while this desire
makes the subject fundamentally precarious and dependant on others, it also empowers the same
subject to cultivate ways of negating mortality and to generate illusions of sovereign self/life.

These illusions and negations permeate the subject’s affective environment. Lauren Berlant argues
that the attachments to the ideas of a good/better life (especially those imagined within the new
neoliberal forms of perpetual crisis and precarity), and the attachments to the very dynamic of that

upwardly mobile normative pull, involve affective relations of a cruel optimism. “The optimism is cruel
Berlant argues, “when the object/scene that ignites a sense of possibility actually makes it impossible
to attain the expansive transformation for which a person or a people risks striving; and doubly, it is
cruelinsofar as the very pleasures of being inside a relation have become sustaining regardless of the
content of the relation, such that a person or a world finds itself bound to a situation of profound threat
that is, at the same time, profoundly confirming” (2011:2). What makes homo fragilis keep attached to
this double bind of cruel optimism which does not necessarily guarantee a good life but fundamentally
provide the subject with a habitable fantasy of a good life in various forms and shapes, in various
scales? This rhetorical question addresses the affective and the aesthetic realms in which the subject
desires to sustain these attachments [no matter what), and inhabit their affectivity despite their “cruel
promise of reciprocity and belonging” (21). From the sacrosanct image and value of the authentic self
to the Child and the Family as the phantasmatic objects of reproductive futurism, from the ideas of
private property and upward class mobility to the fantasies of nation and empire, the objects homo
fragilis attaches to do indeed bear many clusters of promises (i.e. promises of happiness, power,
privilege, wealth, etc.] that keep the scene of optimism going. These objects are what anchor our
subjectivity and the idea of good life. Cruel optimism, then, is about the fear of losing that anchor, i.e.
the anchor that keeps the scene of desire going.

Seymen'’s artworks in this show attempt to intervene into the double bind of what | would like to call
the cruel optimisms of homo fragilis. The pieces in this show attempt to make strange and to detach
from the affective landscapes of the upwardly mobile, progressive logic, and aesthetic, of attachments
to the promise of a good life that the contemporary capitalism promotes through the constructs of
self, family, class, and nation. The detachment Seymen performs vis-a-vis these signifiers of cruel
optimism does not necessarily enact the tired aesthetic formulas in which the dramatic affect of
transgression or hyperbolic re-enactment or parodic appropriation sets the scene. What is constitutive
of the artist's method in these artworks is the absence of affective intensity. A flat affect, a queer de-
dramatisation of attachment, is what Seymen’s aesthetic mood evolves around. “Exemplary of a cluster
of queer and independent docudramatic narratives emerging in the mid-1980s and continuing into the
present”, these moods of hyper-observant detachment, Berlant contends, makes a recessive action
“appear in styles of underperformed emotion, flat affect, or diffused yet animated gesture” (2015:
193). In flattened, underperformed affectivity, “worlds and events that would have been expected to be
captured by expressive suffering - featuring amplified subjectivity, violent and reparative relationality,
and assurance about what makes an event significant - appear with an asterisk of uncertainty”
[193). | associate Seymen’s art practice with a similarly non-ameliorative, non-redemptive, flat-and-
ambivalent-thus-intimidating, queer aesthetic-affective world where the constitutive attachments of
homo fragilis to the norms of a happy life loses their sentimentalising power.

*xk

The complex layers of metaphor and allegory, and the meticulous logic of abstraction and embodiment,
makes The Worrying Mansion (2013] the central piece of Homo Fragilis. While the perspective and the
mis-en-scéne in the artwork seem to dramatise the phallic spectacle of the architecture, the moss
on the exterior walls and the mess pouring out of the mansion’s windows unsettle the boundaries
of interiority and exteriority. In other words, the scene of moss and mess reveals an abandoned,
uninhabitable property. In his incisive reading of the artwork, Levent Sentiirk considers this as a
scene of abjection: the mansion is an embodiment of a “colonoscopic” apparatus that eats, swallows,
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digests and abjects its inhabitants (2015). | would argue that the abject anality in this work is a further
extension of the artist's core curiosities in his earlier work: the queer conflation of body and nation
in Patriot (2009) and Alliance (2009), and the embodied strategy of the “sodomitical sabotage” in his
portrait of Zeki Muren, titled Portrait of a Pasha (2009), are examples where the cruel attachment to
nation is located via a sadomasochistic erotic of subjection-as-submission (Cakirlar 2012, 2015). In
other words, the bodies of submission in Seymen’s world are proper embodiments of cruel optimism:
their primary desire is not to possess the object of desire but to maintain the very scene of desire
and to endure the drama of attachment. Seymen’s bodies and objects are situations. In this regard,
The Worrying Mansion is, as it were, a monument of cruel optimism. The flow of mess may be said to
violate its bodily integrity as private property or commodity. The flow of mess may be said to allegorise
a corrupt state apparatus or the very idea of nation-state. The mess may even be said to metaphorise
the psychic mess of homo fragilis and the excess in the desire to accumulate capital. Inhabitable
or not, corrupt or not, The Worrying Mansion is a site of attachment. Erect, it sustains the citizen-
subject’s affective scene of attachment.

*kk

One of the recurring themes in Seymen'’s art practice has been the sacralised image of the Child.
Seymen'’s earlier works performed various attempts to evacuate the affective-ideological intensity of
this image as a sentimentalising political instrument of reproductive futurism, militarist nationalism
or humanitarianism. The scene of attachment in Loyalty (2011, for example, presented four children
gathering around a giant egg. This is one of the most powerful examples where the artist exposes “the
pervasive invocation of the Child as the emblem of futurity’'s unquestioned value [which also] marks the
fetishistic fixation of heteronormativity” (Edelman 2004: 3-4, 21). Identifying the phantasmatic image
of the Child as “the preeminent emblem of the motivating end of every political vision”, and as “the
governing fantasy of achieving Symbolic closure through the marriage of identity to futurity in order
to realize the social subject” (13-4), Lee Edelman’s queer ethic locates any form of queer oppositional
politics against the intimate attachments of reproductive futurism. Seymen’s subversive engagement
with the Child refuses to ameliorate its affective instrumentality in the normative imaginary of a good
life. Similarly, in Family Values 1(2016), Seymen locates the Oedipal family unit behind a meticulously
decorated dining table. The limited access to the bodies and the faces of these three family members
de-personalises the scene of representation. The decoration of the dining table is brought forward as
the symbol of the aspirational force in upward class mobility. The mis-en-scéne forces the viewer to
acknowledge the spectacle of wealth rather than the family whose members the artist deliberately
hides behind that spectacle. While the title of the artwork refers to “family values”, the piece attaches
more value to the dining arrangement and it undervalues the presence/personality of the family.
With this ironic economy of value and visibility, Seymen locates Family in intersection with class and
property relations. The reproductive futurism embedded in the idea of family is conflated with the
upwardly mobile pull to class privilege. In Three Sisters (2017), the vertical family scene of Family
Values 1(2016) is replaced by the three siblings whose union as triplets is highlighted with the bundle
of jewellery they hold in their hands and wear around their necks. The jewellery has a subjugating
and suffocating presence in the picture. It is as though the sisters carry this jewellery as a burden of
kinship. Wealth and property, in Seymen’s work, becomes a burden of attachment to family and kinship
relations



In the five-piece serigraphic portrait of the French-American actress Lili Damita (1904-1994), titled
Sorcerer’'s Wife (2016), Seymen’s engagement with the drama of attachment gains a profoundly
gendered dimension. Given that Seymen’s art prioritises an impersonal mode within its conceptual
framework, marked by an approach that refrains from immediate identificatory anchors, the presence
of Damita as a persona in Homo Fragilis is an intriguing exception. As an actress of silent cinema
and early Hollywood, Damita had a short career. Following her marriage with the famous actor Erol
Flynn, she retired from the screen. Despite her early retirement, Damita retained her visibility in the
sector because of her turbulent marriage with Flynn followed by divorce, and the tragic disappearance
of her son, Sean Flynn. Seymen’s interest in this figure seems to come from her peculiar passivity in
the mainstream mediation of her conflicted life. Within this scene of objectification, there are only two
widely known public statements of Damita. “Marriage is a career itself. It requires full-time. When | do
fallin love the career must go,” she says. In another interview, she states that “[her] ambition is not
to become the greatest actress in the world but to have the handsomest son in the world”. Seymen’s
portrait is inspired by this wilful subjection in Damita’s tragically failed passionate attachments to
marriage and motherhood, as well as the curious absence of her agency in telling the story of her
tragic life. What is circulated and "known” is an image of the actress mediated by the films she
performed in, an image of an emotionally unstable wife mentioned in the autobiography of Erol Flynn,
and an image of a grieving mother discussed in the obituaries written mostly by men. Highlighting
the voiceless, flat, mediated status of Damita’s identity, Seymen’s serigraphic portrait mimics a film
strip and reproduces a photograph of Damita interrupted by a pair of skilful male hands holding a
snake. This phallic shadow appearing on Damita’s image reminds the viewer that the portrait, and
perhaps the version of Damita’s life we know of, is an object of patriarchal mediation, a shadow of
phallic projection. Sorcerer’s Wife is about the absence and the silence of Damita, her drama of cruel
optimism where attachments lure, disappoint and make the attached disappear. There is a deep
kinship between Damita in Sorcerer’s Wife, the male body in Patriot, the children of Loyalty, and the
trapped body of Serva Ex Machina: These are “worlds of willed submission ... [in which] the fallibility of
the subject to ideology’s trappings is final” (Ozgiiven 2012).
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In Homo Fragilis, Seymen also engages with the idea of privilege and the privileged subject. This
multi-layered conceptual engagement does not neatly align with the monolithic markers of class,
race, gender, sexuality, and dis/ability. It is intersectional. There are two untitled prints in this show,
which reveals two juxtaposed situations of privilege. In one of these prints, we see a man trapped in
a rope net hanging in the middle of what seems like a middle-class living room. In the other print, a
woman in her bed is happily looking at a family album while the background reveals an anonymous
crowd of people ashore. While the first print suffocates and immobilises the privileged subject in a
spatial setting emblematic of middle-class comfort and safety, the other print grants the owner of
privilege a momentary space intact from the awaiting danger she is near to. The reciprocal economy
of incorporation and excorporation, proximity and distance, in these two works — when viewed and
interpreted next to each other - leaves no space for safety and privilege. Within the dialectical co-
operation of these two works, there are only affective investments in the ideas of safety and privilege.

Seymen disturbs these investments
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Similarly, the antique needle container in Phantom Limb (2016), the ornamental exterior of which
signifies an aspirational middle class taste, can also be considered as a receptacle of safety/safe-
keeping. The finger coming out of this receptacle, though, elevates and complicates the metaphoric
potential of the scene/situation of safety/safe-keeping here. The object of safety turns into a metaphoric
embodiment of privilege. The finger's coming out is a coming out of its comfort zone. This is a coming
out to the risky outside of the limb's shelter. Here, Seymen’s conceptual engagement with privilege
operates through a playful scene of exposure to risk. If the needle container is a receptacle of able-
bodied privilege, the limb’s bare presence risks the scene of privilege

Comfort Zone A (2016) appropriates the gaze embedded within the cabinets of curiosities displayed
in natural history museums. This colonial gaze of taxonomy objectifies, categorises, and grants order
to nature and its creatures. The display cabinet, or even the museum as an institutional dwelling, is a
space of safe containment. The entitlement to look at nature surely comes from the privileged look of
the white coloniser. In Comfort Zone A, the bug-creature itself turns into a cabinet of curiosities where
the main object of curiosity it accommodates, is the Child, the sacralised object of heteronormativity.
This privileged signifier of reproductive futurism becomes the object of progressive modernism'’s
own colonising gaze, its own privileged point of view. The Child becomes the creature, the terrifying
spectacle of alterity to be looked at. The parodic reversal of gaze, which confines the sacralised
embodiment of aspirational middle class family into a restricted room of play, subverts the optimistic
attachment to racial and class privilege, and the idea of an upwardly mobile, good life. Life without
exposure to risk is not life. Desire without risk is not desire. Seymen’s world subverts the illusions
and the myths of safety, privilege and sovereignty, and the optimistic attachments of homo fragilis to
these myths.

One of the most visible thematic and conceptual motifs in Homo Fragilis is developed around
hospitality. Affective detachment and hyper-observance in Seymen’s approach to the ideological
operations of family, class, and gender/sexuallty, and the relations of gaze, entitlement and privilege is
also significantly at work in his engagement with the scenes of hospitality. The Volunteer (2015), The
Guest (2017) and the four-part series of serigraphic prints titled Sketches for a Paradise (2013) pull the
viewer to the boundaries of hospitality, where the contract of invitation, emplacement, co-habitation
and/or colonisation is negotiated. In other words, these artworks animate the scenes of encounter
between self and other, inside and outside, host and guest, coloniser and colonised.

The Volunteer(2015) presents a free-floating image of a door knocker. The pictorial status of the knocker
as a detached object encourages its philosophical abstraction as an ethical boundary of hospitality.
If Seymen’s overall agenda in Homo Fragilis is to explore the affective operations of attachment, and
to intervene into its cruel optimism as a negation of the subject’s self-constitutive fragility, and an
amelioration of being-connected-to-Llife thereof, the door knocker of The Volunteer metaphorises the
Derridean paradox of hospitality, which is hospitality as ethics itself, or the impossibility of/within the
sovereignty of home/self. Derrida positions this impossibility as follows:

It does not seem to me that | am able to open up or offer hospitality, however generous,
even in order to be generous, without reaffirming, this is mine, | am at home, you
are welcome in my home, without any implication of “make yourself at home” but on

Konfor Alani A / Comfort Zone A, 2016
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condition that you observe the rules of hospitality by respecting the being-at-home of
my home, the being-itself of what | am. There is almost an axiom of self-limitation
or self-contradiction in the law of hospitality. As a reaffirmation of mastery and being
oneself in one’s own home, from the outset hospitality limits itself at its very beginning,
it remains forever on the threshold of itself... It becomes the threshold. (Derrida 2000:
14)

The Volunteer's focus on hospitality as a paradoxical relation of sovereignty and property is replaced
by the bare encounter The Guest (2017) incites the viewer to: the encounter between the guest and
the host. Protruding from a wall-mounted arm bracket, the frame of The Guest animates a forward
step that the portrait makes to the viewer. The installation of The Guest registers the address of the
stranger/other. The posture of the figure, and the quills protruding from the apertures of the shoulder
turns The Guest into a scene of victimhood, and perhaps, a saintly martyrdom. As in the conceptual
operation of The Volunteer, The Guest also focuses on the ethical threshold of hospitality which tests
the legitimacy of sovereignty in self, identity, property and nation. Within that forward movement of The
Guest's frame, the image of the foreigner, or the immigrant, or the dispossessed refugee, tests the
viewer’s laws and conditions of hospitality.

In parallel to the two untitled prints | briefly discussed above with regard to the artist’s juxtaposing
engagement with privilege-as-concept, Seymen’s parody of colonisation in the series Sketches for
a Paradise (2013) is deliberately contradicting with the hospitality explored in The Volunteer and
The Guest. The series contains four collage prints of engravings from the early 19th century world
encyclopaedias. Mimicking a linearly progressing scenario of colonisation through four scenes/stages
of encounter, Sketches for a Paradise offers a deliberately sketchy speculation on the coloniser’s gaze,
mind and affective world. Showing a bare landscape, Nova Atlantis appropriates the coloniser’s vision
of a foreign land: his gaze relates to the land by assuming it empty, un-inhabited. A Distant Threat
reveals a scene where the coloniser realises the land’s savage natives. Within the projective gaze of
the coloniser, the wildness of the land, and the savagery of these inhabitants, is depicted as distant
violent animals fighting each other. Overwhelmed by its own inner domestic conflicts, this potential
threat ashore, in the coloniser’s eye, is too busy to intimidate. Fear No Evil pictures the coloniser’s
idea of cohabiting with the colonised. Surrounded by the architecture of civilisation they built anew,
the colonisers keep the native savages and their conflicts segregated in a distant piece of the same
land. Finally, A Bright Future presents the spectacle of the coloniser’s victory, where the natives are
impersonal, barely distinguishable figures far away from the scene of victory.

In the end, perhaps, Seymen encourages us to try to imagine a scenario that the coloniser will never
imagine: a scenario where the refugee in The Guest, having escaped the conflicts of his homeland,
gets hold of that door knocker of The Volunteer and tests the coloniser’s laws of hospitality. The
presence of Sketches for a Paradise in Homo Fragilis makes the allegorical potentials of The Guest
and The Volunteer politically and historically messy.

*okok
The multi-layered operation of meaning, the conceptual depth and the critical rigor are the default

markers of Seymen's aesthetic universe. The discursive intellect, as Ozgiiven puts it aptly, is “buried
deep in [his] work ... only to be unearthed by the watchful viewer” (2012). However, since the ink
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drawings entered the scene of his artistic production, labour and craft gained a politically instrumental
value in Seymen’s art. Commenting on the artist’s earlier ink pieces including Serva Ex Machina,
Ozgiiven sees a co-operation between “brutal discourse and elegant embellishment” (2012). There
are three ink pieces in Homo Fragilis where the “elegant embellishment” not only expose Seymen’s
meticulous crafting of his “brutal discourse” but also perform an ambivalent eulogy to labour and craft
through a critical exploration of its romanticised absence, obscured presence and cruel exploitation
in contemporary capitalism.

Untitled (2017) shows an arm holding a spoon coming out of a briefcase. The work functions as a
metaphor of a civil servant’s life. Swallowed by his bureaucratic duties, the servant tries to survive
and to earn a life. It is a life of acceptance and contentment with what the state provides them to live
on. Locating the worker's attachment to state at the threshold of resistance (symbolised by the arm’s
determination in holding the spoon) and contentment (implied by the rest of the body settled/buried
in the depths of the briefcase), the piece treats the servant as a modern ascetic. Holy Process (2015),
however, moves the focus to the obscured conditions of labour. Exposing the disconnect between
commodity and the invisible labour behind its production, the piece gains a cruel beauty and reminds
its viewer of what generates the surplus-value and what is behind the luxury the consumer consumes.

While Untitledand Holy Process engage with labourandvalue productionina capitalist state, Perpetuum
Mobile (2016) moves to the phantasmatic register of capitalist production and consumption. The title
of the artwork anchors the pictorial scene: parodying the capitalist economy of value, the piece reveals
the ideal machine par excellence. Contradicting the first and the second law of thermodynamics
[the conservation of energy and the drive to maximum entropy), perpetuum mobile is an impossible
machine that, only hypothetically, works without an energy source and retains the reversibility in a
steady state process with no entropic force. Then, being a machine in perpetual motion, perpetuum
mobile can be seen as a metaphor for the extreme end of the capitalist fantasy: infinite production and
consumption without labour, or life without death. Resembling the composition of a vertical narrative
in Holy Process, the upper part of Perpetuum Mobile is a luxurious object of consumption standing on
a plate below which there is a silversmith setting used to cast metals in jewellery making. The human
hand of labour in Untitled and Holy Process is absent in this machine. Perpetuum Mobile enacts the
radical devalorisation of labour, and the radical negation of death. Registering the core attachment
to Capital, and its mandate of maximal value with minimal labour, it is the primal scene of cruel
optimism.

This discussion attempted to analyse the non-ameliorative relationality of Seymen’'s current
art practice. In Homo Fragilis, deep allegory is presented with flat affect. In Seymen’s world, all
attachments turn into property relations. The artist invites the viewer to a metaphorical cabinet of
curiosities, where, in his words, “both objects and humans are willed, and their wills compete against
each other”. In Homo Fragilis, boundaries of difference and distinctions of identity is located where
the laws of hospitality and sovereignty are tested, if not intimidated, through the contestation of willed
objects and willed subjects.

Homo Fragilis tests the affective currencies of subjectivity within contemporary capitalism. Seymen’s
art is a meditation on the economies of value and attachment. Operating in various scales and
spaces of intimate relations, Homo Fragilis is an intervention into the cruel optimism of identity and
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belonging. The cruelty starts when homo fragilis ends up within the double bind, that is “a binding to
fantasies that block the satisfactions they offer, and a binding to the promise of optimism as such that
fantasies have come to represent” (Berlant 2011: 53). In cruel optimism, “the subject or community
turns its treasured attachments into safety-deposit objects that make it possible to bear sovereignty
through its distribution, the energy of feeling relational, general, reciprocal and accumulative” [43).
Berlant points out that art has a potential to turn away from this cruel affective world of attachment
and its public distributions. Here, the theorist imagines an art that de-dramatises the scenes of cruel
optimism, refuses to provide reparation or amelioration, and invents new modes of relationality. In line
with this refusal, Seymen’s art does not redeem the drama of being in the world. This is the artist’s gift
to the viewer: a gift of intimidating objects with affective inertia.

In Berlant's thought, the perpetually propagating sense of precarity and political impasse in neoliberal
capitalism results in “waning of genres” (6]. Old genres no longer register the new affective universe of
neoliberal capitalism, which necessitates different paradigms of pedagogy and critique that go beyond
affirmative identity politics or the conventional aesthetics of protest, sabotage and transgression. The
recent shifts within Seymen’s art practice demonstrates this quest for a new aesthetic paradigm: a cruel
relational queer aesthetics that intervenes into the affective texture of subjectivity in contemporary
society and asks us to unlearn the normative ways of attaching to the world.
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Erinc Seymen’in Homo Fragilis’i | nicote o'Rourke

Orta sinif insanlar icin 6nceden tanimlanmis soyle bir hayat dongusi vardir: yliksek 6grenimde bir derece edin,
calismaya basla, evlen, bir ev satin al, cocuk yap, calismaya devam et, emekli ol ve cocuklarinin da ayni seyleri
yapisini seyret. Bu hikaye hetero beyaz adamlar tarafindan ve onlar icin yazilmistir clinkd iktidar yapilari ve
akip giden zaman sebebiyle en makbul sayilan ve en medeni yasam dénglsi budur, ve bu dyle uzun zamandir
siirmektedir ki artik gelenegin bir parcasina doniismiistiir. imtiyaz, iste budur. Erinc Seymen’in Homo Fragilis'inin
degindikleri, yazisiz kurallara ickin ve onlar yliziinden olusan zalimliklerdir.

Bu durum etkisiniyitirirken, sinifa dayali bu miizmin zihniyet, yliksek bir ahlaki pusula esliginde, zor kazanilmis ve
hak edilmis ikircikli basarilari ve serveti icerir. Zengin temizdir, fakir kirli. isini bilen iyi yasar, bilmeyen yasamaz.
Seymen'in yapitlari, bu manipulatif toplumsal ruha bir tepkidir. Sinif politikalarini, calisma hayatini, toplumsal
yapilari incelikle elestirir ve st orta sinifin suni rilya-hayatlariyla yiizlestirir ve diristligini sorgular. Bunu tst
orta sinifin simgeledigi seylere odaklanarak yapar; yani bu kiistah imtiyazin temsilcisi olan nesnelere. Yapitlar bir
yandan estetik olarak eski zamanlara aitken, icerigine, anlamina ve imalarina dair rahatsiz edici sakli duygulari
ortbas ederler; benzer bicimde, basmakalip st orta sinif idealinin tecessimii, muhtemelen toplumda yaygin
irkciligin ve cinsiyetciligin cirkin ve yikici sakli duygularini gozler 6niine seren takim elbiseli “iyi niyetli” beyaz bir
adam gibi gorindr.

Seymen'in sergiyle ayniadi tasiyan Homo Fragilis'inde, bir kadin figliri tanimlanamaz soyut bir uzamda siiziiliirken
bir erkek figlirli oturmakta ve onun sigarasini yakmaktadir. Kadin mantik disidir, erkek sabit ve sagduyuludur.
Onlari bir araya getiren seyler birbirlerini onayladiklarini belli eden nesnelerdir; sigara ve cakmak. Bunlar iki
ayri beden degildir, etkilesim halindedirler. Tepe taklak olmus bir kadin, sabit ve kendinden emin takim elbiseli
bir centilmenin yardimini aliyor, ataerkinin fabllarini gérsellestirmek icin bundan daha iyi bir yol ne olabilir ki?
Ve bunun icin sigaradan daha kullanisli bir nesne olabilir mi? Yikici kapitalizmin ve somirgeciligin en yiiksek
seviyesindeki endistriden ve bu sebeple de beyaz st orta sinifin semboli bir nesne.

Ayni sekilde, Aile Degerleri 1 (2015)'de, bu mikemmel cekirdek ailenin yiizleri értulidir fakat servetleri ve
iffetleri, misrifce teshir edilen yiyecekler, giysileri ve yapitin altar gibi cercevesi vasitasiyla, birbiri ardina
gosterilir. Bir kez daha nesneler hikaye anlatici kuvvettir. Bu kesinlikle servet sahibi ve kesinlikle Hiristiyan bir
ailenin teshiridir. Konfor Alani A (2016)'da kurgusal bir bocegin tepesindeki kapali cam kubbenin icinde bir oglan
cocugu oyun oynar. Seymen, burada st siniflarin barbarca entelektiielizmine dair yorumda bulunur. Ebedilik icin,
nasil olmussa 6ldiirme hakkina ve hayvanlari camdan evlerin icinde toplama miisaadesine sahip bir entelektiel
merak. Bir kez daha, zenginli§i gostermek icin (servette ve zihinde) kullanilan nesnelere odaklaniyor fakat ayni
zamanda sapkin olani da gozler éniine seriyor.

Seymen’in, bu ironilerin ve iki ylzliliklerin sembolleri olarak nesnelere meraki yapitlarin kendisinden cok dnce
baslayan siirecin bir parcasidir. Berlin’den Heybeliada'ya, bu zararli toplumsal ve kiltiirel sinif yaratimlarinin
ve bilincinin alameti ve driinleri olan nesneler bulur. Géndilli (2014), Berlin'de buldugu bir kapi tokmagidir. Kapi
tokmagi kamusal ile mahrem arasindaki ayrimin semboli ve bunun yaninda itaati ve sinirlari iceren bir etkilesim
baslatan nesnedir. ironi tam da kapi tokmaginin tistiinde tasvir edilen melek cocuk gériiniislii dekoratif karakterin
masumiyetinde yatar. Bu goriiniste masum nesne, bir statii gostergesi, bir ayrim imasinin aracidir. Géndilsiiz
(2017) Seymen’in Briiksel'de buldugu bir nesnenin resmidir. Bu, cocuk emeginin romantize edilmis bir tasviri,
dekoratiflestirilmis bir koyli cocugudur. Bir kez daha, sinif ve iktidar ve zalim ayrimlarin temsilcisi nesneler.
Resimde cocugun ayagi kirilmis, belli bir hayat tarzini ayricalikli kilmak ve korumak adina alt siniflara kiistahca

Kutsal islem / Holy Process, 2015 (detay,detaill, Kagit izerine miirekkepli kalem / Ink pen on paper, 90 x 60 cm
Istanbul Modern Sanat Miizesi Koleksiyonu / Istanbul Museum of Modern Art Collection




kot davranmanin bir tasdigi. Bir de Hayalet Organ (2016) var; Heybeliada'da bulunmus bir igne kutusu
icinden disari cikan bir parmak ile resmedilmis. Bu igne kutusu, Seymen’e gore, servetin nesneler
Gzerinden gosterildigi kiiciik teshirlere klasik bir érnek. Bu dekoratif nesne, kiiclik bir dikkanda, genc
bir cocugun elleriyle yontulmus olabilirdi. Omriince durmadan calisip durmus, calismasina engel olacak
bir is kazas yiiziinden yeterligini kaybetmis olabilirdi. Ust siniflar icin hayalet organ alt siniflardir;
varliklari hissedilen ama gériilmeyen ya da hayatlarinin bir kisminda, emeklerine ihtiyac duyulur, ancak
sadece ve sadece arzulanan nesneleri Ureten gereclerdir.

Tum bu yapitlarda 6te diinyaya ait bir nitelik, bir stirrealizm vardir. Baglamin gélgede kalan ve mesum
sakli duygulari daima kendilerini bir sekilde acik ederler. Fakat, Seymen’in nesneleri Evhamli Konak
(2013) ve Isimsiz (2017) gibi yapitlarinda daha da siirreal ve baskilanmis gériiniir. Tam da bu yapitlarda
nesneler, seyler, onlari cevreleyen ideolojiler kadar yozlasmistir. isimsiz'de klasik bir bavul tuhaf,
mekanik/ anaerobik varliklar ve kemiklerle doludur. Kasik tutan bir insan eli disari cikmak icin miicadele
eder. Ayni yabanci nesneler Evhamli Konak'taki genis evden disari akar. Oyle goriiniiyor ki bu nesneler
Seymen’in diger islerinde de isaret ettigi toplumsal ve kiltiirel zalimligin tortusudur. Tortu, bu zararli
sistemde rol oynayan veya onu temsil eden nesneleri ve milkiyeti ele gecirir.

Homo Fragilis kusurlu insanlik, saf disi birakilmasi gereken kati gelenekler, yiizeysel teshirler icin
doganin ve diger insanlarin umutlarinin istismari hakkindadir. Seymen’in yapiti Misafir (2017)' de mesele
edildigi gibi, sergi bizden kendimize bakmamizi talep eden bir ayna gibidir. Bizden toplumun kapisina
kanatli bir yaratik gibi usul usul ve mitevazi gelmemizi talep ediyor ayni zamanda. Ve bizden tam soyle
davranmamizi talep ediyor: kusurlu fakat esit bir misafir gibi.

Ingilizceden ceviren: Giilkan ‘Noir’

isimsiz / Untitled, 2017 (detay,detail), Kagit iizerine miirekkepli kalem / Ink pen on paper, 83.5 x 68.5 cm




Erinc Seymen’s Homo Fragilis | nicote 0'Rourke

There is a predefined life-cycle for people of the middle class which goes something like: get a degree in higher
education, start working, marry, buy a home, have children, keep working, retire and watch your children do the
same. This is a story written by and for straight white men; and, because of structures of power and time passing
it is the life cycle deemed most appropriate and most civilized, and now it is so long-standing that it is part of
tradition. This is what privilege is. The cruelties inherent to and caused by these unwritten rules are what Erinc
Seymen’s Homo Fragilis speaks to.

While this is becoming less so, the ingrained mentality regarding class usually involves equivocating success and
wealth with that which is hard-earned and deserved, with a high moral compass. The rich are clean, the poor,
dirty. Those who live well must have done well and do well. Those who do not have not and did not. Seymen’s
work is a reaction to this manipulative social psyche. He subtly critiques class politics, working life, and social
constructs, and confronts the fabricated dream-life of the upper middle class and questions its righteousness.
He does so by focusing on the things that are emblematic of this, the objects that are representative of this
unabashed privilege. While the works are aesthetically pristine they belie the uncomfortable undertones of their
content, meaning and implications—just as the embodiment of the stereotypical upper middle class ideal would
likely appear as a white, suit-wearing male “do-gooder” reveals the ugly and destructive undertones of racism
and sexism that run rampant in society.

In Seymen’s Homo Fragilis (2016), the name-sake of the exhibition, a female figure floats in an indescript abstract
space while a male figure sits and lights her cigarette. She is illogical, he is fixed and sensical. It is the objects, the
cigarette and the lighter, that bring them together, that make it clear that they acknowledge each other. These are
not two separate bodies, they interact. What better way to visualize the fables of patriarchy than a woman turned
upside down getting the help of a stable and assured gentleman in a suit. And, what better object to use than the
cigarette, an object from an industry at the highest levels of ruinous capitalism and colonialism and therefore the
epitome of upper middle class white status.

Likewise, in Family Values 1 (2015) the faces of this perfect nuclear family are obscured, but their wealth and
their purity is conveyed through the lavish display of food, their clothes, and the altar-like framing of the piece,
respectively. Again the objects are the story-telling force. This is a display of a decidedly wealthy and decidedly
Christian family. In Comfort Zone A (2016) a boy plays within a confined glass dome situated atop a fictional insect.
Seymen is commenting here on the barbaric intellectualism of the upper classes, an intellectual curiosity that
somehow sanctions the right to kill and collect animals in glass houses for perpetuity. Again, he is focusing on
the objects that are used to show richness (in wealth and in mind) but which simultaneously reveal the perverse.

Seymen’s interest in objects as emblems of these ironies and hypocrisies is part of a process that begins far
before the work. He finds objects, from Berlin to Heybeliada, that are tokens and products of this harmful social
and cultural class creation and consciousness. The Volunteer (2014) is a door knocker he found in Berlin. The
door knocker is a symbol of a divide between public and private, and also the object which begins a transaction
involving submission and borders. The innocence of the cherub-like decorative character depicted upon the door
knocker is wherein the irony lies. This seemingly innocuous object is a status marker, a means to imply a divide.
The Involuntary [2017) is a painting of an object Seymen found in Brussels. It is a romanticised depiction of child
labor, a peasant child made decorative. Again, objects related to class and power and representative of cruel
divides. In the painting the child’s foot has been broken off, a nod to the flippant mistreatment of the lower classes

Homo Fragilis, 2016, Isikli kutu / Lightbox, 42 x 54 cm, ed. 2 + 1 A.P.




in prioritizing and maintaining a certain lifestyle. Then there is Phantom Limb (2016), a small needle
box found on Heybeliada painted with a finger sticking out of it. This needle box, for Seymen, is a classic
example of small displays of wealth shown through objects. It could have been a young boy that chiseled
the decorative piece by hand in a tiny shop, who could have, during a lifetime of working tirelessly, lost
his ability to work because of an accident at work that left him unable to continue. The phantom limb for
the upper classes are the lower classes; their presence is felt but not seen or part of their lives, their
labor is needed but they are merely tools that produce wanted objects.

In all of these works there is an otherworldly quality, a surrealism. The underbelly and sinister
undertones of the context are always revealing themselves in some way. But, Seymen’s objects look
even more surreal and overcome in works like The Worrying Mansion (2013), and Untitled (2017). Itis in
these works that the objects, the things, become as corrupted as the ideologies that surround them. In
Untitled a classic suitcase is filled with strange mechanical/anaerobic-like beings and bones. A human
hand with a spoon struggles to stick out. The same alien objects pour out of a large house in the work
The Worrying Mansion. It seems this is the detritus of the social and cultural cruelty Seymen points to
in his other works, now taking over the objects and possessions that play a part in or represent that
harmful system.

Homo Fragilis is about flawed humanity, about the strict traditions that must be dismissed, about our
abuse of nature and other people in hopes for superficial displays. Summated by Seymen’s work The
Guest (2017), the exhibition is like a mirror asking us to look at ourselves. It also asks us to come gently
and humbly to society’s door like a winged creature, and act just like that: a guest who is flawed but
equal.

Evhamli Konak / The Worrying Mansion, 2013 (detay / detail)
Kagit tizerine miirekkepli kalem / Ink pen on paper

70 x50 cm

Ozel koleksiyon / Private collection
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