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A Cowboy in the City
Sehirde Bir Kovboy

Selami Gindogdu



| would like to paint a mural, | don't have a wall to paint it on and they wouldn’t allow it anyway.

Duvar resmi yapmak isterim, boyayacak duvarim olmadl, izin de vermezler.

Selami






Selami Gundogdu was born in
1966 in Guvender village, Kocaeli
city, Turkey. He spent his time as
a youth in the fields and moun-
tains of his village both shepherd-
ing and farming.

During his elementary school
years, his classmates introduced
him to the comic books, that he
would from then on, always keep
with him while he was shepherd-
ing. These comics inspired him to
draw. Over time, he has painted a
wide variety of faces, figures and
stories on various materials.

Selami generally focuses on
the village life he witnessed and
the stories he heard from the el-
derly of his village. In addition to
his two-dimensional works on
different surfaces, he uses ex-
traordinary materials and meth-
ods such as embossing with
stones or burning with sunlight
reflected by a magnifying glass
on tree barks and broken
branches. His art has no other
guide but himself and his comic
books.

In 2008, Selami moved from
Guvender village to the city cen-
ter of Izmit, where he started
working as a garbage collector in
the municipality sanitation de-
partment. He continues to draw
on a wide variety of materials in-
cluding the tools and clothing he
works with.

Selami Gundogdu’s recent en-
counter with a fine arts student in
the neighbourhood where he has
been working for the last 12

years gave rise to this booklet.

1966’da Kocaeli’'nin  Kandira
ilcesi Guvender Koyu’'nde
dinyaya gelen Selami GuUndog-
du, cocukluk ve genclik yillarini
kdylerde, tarlalarda, daglarda
cobanlik ve ciftcilik yaparak
gecirdi.

llkokul yillarinda sinif
arkadaslar araciligiyla tanistigr ve
cobanlik yaparken yanindan
ayirmadigi ¢izgi romanlardan il-
ham alarak cizim yapmaya
basladl ve zamanla farkll yuzeyler
Uzerine ¢gesitli malzemelerle yuU-
zler, figurler ve hikayeler resmetti.

Yasadigl kdy yasantisini, tanik
oldugu cevreyi ve kdyun yasca
buyuklerinden dinledigi hikayeleri
calismalarina konu alan Selami,
bunlarn resmetmek icin iki boyutlu
calismalarinin yani sira, taglarla
kabartma heykeller yapti ve
blyUtegle yansitilan gines 1sin-
lariyla agac¢ kabuklarinin ve
kinlmigs dallarin yGzeylerini yakma
gibi sira disi malzeme yontemler
kullandi.  Calismalarinda kendin-
den ve c¢izgi romanlarindan baska
yol gdstereni yoktu.

2008 yilinda Guvender
Koyl’'nden Izmit'e tasindi. izmit
Belediyesi Temizlik igleri Birim-
i'nde ¢Op iscisi olarak calismaya
basladi ve o gunden bugune isin-
den kalan zamanda is arac
gereclerinin de arasinda bulun-
dugu cok c¢esitli malzemeler Uzer-
ine cizim yapmay! surdurtyor. Se-
lami Gundogdu’nun 12 yildir
hizmet verdigi mahallede bir glzel
sanatlar égrencisi ile yolunun ke-
sismesi bu kitapc¢igin hazirlanisina

olanak saglad..



On Art Brut
Isil Ezgi Celik

Cultural Art

Art has many mean-
ings, artistic creation
has many faces. For
art is closely tied to
the place and time it is
created in, artistic ac-
tivity in different parts
of the world and in dif-
ferent historical peri-
ods never mean the
same thing. The hu-
man changes in rela-
tion to its surround-
ings, art changes in
relation to human, and
human changes again

in relation to art.

Looking at the art-
works that people left
behind tens of thou-
sands years ago, it is
easy to say that art is
a human activity as
ancient as the primi-
tive religions, if not
even the most ancient
of all. What underlies
this artistic activity is
the human tendency
to create meaning and

to give meaning to the

world. Every human
activity, from religion to
science, is a product
of the will to make
sense of human exis-
tence. In this sense,
Nietzsche argues that
man is above all an
artist. In other words,
human-beings are
artistic beings, and
everything they do is
fundamentally artistic.
So let alone consider-
ing themselves as
artists, how is it that
when it comes to this
fundamental human
activity, many people
express that they do
not understand any-
thing about art, or that
they are not interested
in art or even that they

do not like art?

The meaning is not
absolute for it is histor-
ically and culturally
produced between
people who share a
certain social space.
Anything that means
one thing or another in
a certain culture at a

specific time in the his-

tory may mean noth-
ing or something en-
tirely different in an-
other period of the his-
tory and / or in anoth-

er culture.

From tens of thou-
sands of years old
cave paintings to to-
day's multimedia
works, art has ac-
quired different faces
and meanings
throughout the history
in different cultures of
the world with the
changing human sur-
roundings. However,
the Western under-
standing of art was
recognised worldwide
along with the West-
ern thought regime
that has become more
and more global after
the industrial revolu-
tion and although it
was generally con-
sumed by a limited
community of elites, it
dominated the world’s
other art conceptions
and ended up mo-
nopolising art globally.

Even today, when

many people claim
that they do not un-
derstand anything
from art, they do not
actually refer to artistic
activity in general, but
to the Western tradi-
tion of art, which is
globally perceived as
the most, and some-
times even the only,

legitimate form of art.

The Other of the
West,

Beyond the Culture
In the first quarter of
the 20th century, the
Western art tradition
which was shaped by
the Renaissance, was
the dominant art un-
derstanding that gov-
erned the debates on
art and influenced the
artistic production/
consumption in Eu-
rope and in the world.
From art to philoso-
phy, in all the disci-
plines the destruction
caused by the 1st
World War led to the
questioning of the
modernist values that

the industrial revolu-



tion had brought. Nat-
urally, the European
art world was also
turning its dominant
values upside down
during this period, and
the prominent art
movement of the peri-
od, surrealism, was
glorifying the irrational
in the face of the kind
of rationalism that was
brought about by

modernism.

In the world where the
modernist mind
brought destruction
and misery, the surre-
alists who took the
side of the uncon-
scious, dreams and
madness were in-
spired by the creative
works of children, trib-
al people and psychi-
atric patients who
were left outside the
concept of the West-
ern modernist mind
and were considering
these works as the
essence of the artistic
activity. At that period
of time, French painter

Jean Dubuffet was in

search of a new un-
derstanding of art with
the prominent surreal-
ist names of the era
such as Andre Breton
and Paul Klee. In-
spired by the surreal-
ists' search for au-
thentic artistic action
outside of the Western
mind, Dubuffet intro-
duced the concept of
I'Art Brut, in the trau-
matic atmosphere of
the post-World War ||
where Dbelief in mod-
ernism and rationality
was shaken once
again and this time

even more radically.

Though Art Brut was
originated from Eu-
rope, it was not a
Westerner. It emerged
as a different art un-
derstanding that op-
posed a kind of West-
ern art which had cut
art from its people and
made it the entertain-
ment of a relatively
small elitist communi-
ty. The culture which,
in the most general

sense, acts like an ex-

ternal memory that
records human expe-
riences, also shapes
humans’ ways of liv-
ing and thinking, and
so the way human ex-
perience the world. By
passing down the col-
lective memory of a
community from one
generation to another,
it transmits the values
of that community’s
culture to individuals
and educates individ-
uals with the norms of
the culture in question.
Dubuffet thought that
the culture, and espe-
cially a culture’s un-
derstanding of art that
is passed down from
generation to genera-
tion through educa-
tion, was limiting the
artistic creativity. So,
art Brut which was
Dubuffet's attempt to
free art from the nor-
mative frameworks of
the dominant Western
culture and culture in
general, was concep-
tualised as a form of
creation that exists

beyond all cultures,

including and particu-
larly the Western cul-

ture.

However, the human-
being itself is cultural
and therefore the
meaning is necessarily
constructed within a
culture, So, no human
act can be expected
to remain outside of
the culture. Therefore,
Art Brut works neces-
sarily bear the traces
of the cultures they are
related to. What dis-
tinguishes Art Brut
works from others is
that they have a
meaning that tran-
scends the culture, a
meaning which goes

beyond the cult

Art Brut
Whoever
looks at the
works of IR-
REGULARS,
like we do,
would have a
completely
different idea
of the homo-

logue art of



the muse-
ums, gal-
leries and art
spaces - let’'s
call it cultural
art. This pro-
duction will
not seem to
be any more
representa-
tive of the
artistic activi-
ty in general,
but merely
an activity of
a very partic-
ular clan: a
clan of ca-
reerist intel-
lectuals.
(Dubuffet,
1949)

Dubuffet argued that
authentic creativity
could only be found in
the raw artworks that
were created by the
outsiders of art circles
and even of the social
realm, namely, [IR-
REGULARS: people
who impulsively create
and as such whose
works are raw and not

processed via cultural

education thus are un-
restrained by their cul-

ture.

The creators of original
works, which he called
Art Brut, were not ed-
ucated in art. They
were the others to cul-
tural art and even to
their own culture. They
had been pushed to,
or had escaped from,
the social circles
where culture was
shared. According to
Dubuffet, the distance
of the creators of Art
Brut to the general
understanding of art
and even to the soci-
ety opens a liberating
space that frees them
from the determination
of the social norms
and allows them to
create original works
in every sense. Both
the otherness and the
loneliness that is part
of their creation, the
fact that these works
were expressions of a
soliloquy instead of
being produced for an

audience, added to

these works a hard-to-
find sincerity and in-

tensity.

We mean by
[Art Brut] the
WOrks pro-
duced by
persons who
are un-
scathed by
artistic cul-
ture; in which
mimicry, un-
like in works
of intellectu-
als, does not
really take
part so that
there the au-
thors take
everything
(subjects,
choice of
materials
used, medi-
ums of
transposi
t i o n ,
rhythms, way
of writing,
etc.) from
their own
depths, not
from the
cliches of

classical art

or fashion-
able art.
There we
witness an
artistic oper-
ation which
is completely
pure, raw,
totally rein-
vented in its
all stages
only accord-
ing to cre-
ator’s own
drives. Thus,
an art where
only the in-
vention is
manifested,
not the con-
stants of cul-
tural art of
t h e
chameleon
and of the
monkey.
(Dubuffet,
1949)

While many of us think
that we do not under-
stand anything from
art, we distance our-
selves from art, the
creators of Art Brut

produce freely in pur-



suit of a commonly
shared urge to create.
For this reason, their
artistic language is ex-
tremely extraordinary
and original. Neverthe-
less, these highly orig-
inal works carry a
deep trace of humani-
ty beyond cultures and
even history. The drive
to create, which is a
common human orien-
tation, appears rawly
and intensely in these
works. What makes
them shareable be-
yond culture is their
stark manifestation of
a common creative
drive that has been
repressed and con-
strained by culture. In
other words, Art Brut
works talk to us
through their shared
desire to create, and
tell us how familiar and
close the ‘other’ is.
Expressing works that
transcend the ways of
thinking, life and cre-
ation shaped by cul-
tures, Art Brut shows
us that even when

viewed from within the

society we live in,
there exists another
thought and another
world, and that the
creative impulse finds
its own unique outlet
no matter how re-
strained it is. Beyond
all kinds of values,
these works that bring
us closer and connect
us with each other,
open the doors to a
free creation and
common life by re-in-
troducing us the exis-
tence as a plurality of

subjectivities.

Art Brut in Turkey

Art Brut is not pro-
duced by professional
artists; it is created by
others to this ‘cultural
art’, to the society and
even to the culture. It
is conceptualised as
work that is ex-
traordinary in its con-
tent, conception and
techniques therefore
that has an intense
subjective language
due to the otherness
of its creator. It is pos-

sible to encounter this

kind of creation any-
where on earth. Nev-
ertheless, it has so far
only been recognised
and attracted the at-
tention of the audi-
ence in Western Eu-
rope, North America
and Japan, and de-
spite its physical prox-
imity to Europe, it is
not yet widely known
in Turkey. In this
sense, Kelimat Sanat,
the first Art Brut mu-
seum of Turkey, which
has been active in Is-
tanbul since 2019, is
an important agent
that will increase the
visibility of Art Brut in
this region. The
founders of Kelimat
Sanat, Huseyin
Emiroglu and Adnan
Alahmad, are spread-
ing the word of Art
Brut by bringing us
works that are some-
what outside of the
Western artistic tradi-
tion and by promoting
their unique concept
of Art Brut.

Although there are Art
Brut works from vari-
ous regions of the
world and through
varying periods of his-
tory, there is almost no
creator from Turkey
represented in the
more well known Art
Brut collections and
museums. One reason
for this is certainly the
otherness and the
solitary nature of the
creators. Their artistic
production is extreme-
ly difficult to discover
and preserve, and as
such has been com-
pletely overlooked in
the parts of the world
where this kind of cre-
ation is not widely

recognised.

This book is the prod-
uct of the desire to un-
ravel the works of an
Art Brut creator in Tur-
key and let them meet
a broader audience. It
brings to light the life
story and the art of the
garbage worker Sela-
mi Gundogdu and his

encounter with a fine



arts student who has
discovered Art Brut
through his creations.
The following pages
bear witness to the
encounter of a creator
and his audience as
an alternative to the
corruption this strange
and fragile kind of cre-
ation faces in the art

market.
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A Cowboy in the
City

Hilal Akcan

According to Selami,
the meaning of his life
is to be useful to other
people. In other
words, for him, the
more a person bene-
fits others the more his
life worths living. The
strong bond between
Selami and the act of
painting comes from
his belief in a harmo-
nious collective exis-
tence. Selami is grate-
ful for each object,
colour and sound he
encounters in the
world. According to
him, everything in life
has a reason and a
payoff, and therefore

we all have a duty.

Selami's drawings are
stylistically inspired by
comic books and they
convey the values, the
morals and the ideas
that he thinks are im-
portant in life. His

works isn’t limited to
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these comic book like
drawings; it expands
to the every aspect of
his life. Because draw-
ing is one of Selami's
daily needs like drink-
ing water, eating,
walking, and sleeping.
Since he doesn’t dif-
ferentiate his drawing
from his other daily ac-
tivities, he doesn't
think that his drawings
have an artistic value,
and this fact is reflect-
ed on his choice of
materials. He uses
surfaces freely and
draws on the objects
he encounters during
the day like his
clothes, work tools
and waste materials.
In case someone is
interested in his
works, Selami gives

them away as gift.

Selami spent his
childhood and youth in
a village, and the dark
stories told by his el-
ders and other re-
spected people in the
village at that time

deeply affected his life.

Most of these stories
take place in a tomb
on the Gultekke hill of
the village. It is told
that people have been
abducted to this tomb
by supernatural forces
and these people ap-
pear frequently in Se-
lami's drawings. Se-
lami thinks that he
protects himself from
the jinns, fairies and
other supernatural be-
ings that surround
these stories by paint-
ing them and by
dressing like a cow-
boy. He believes that
he is stronger in cow-
boy clothes, and he
writes lyrics for cow-
boys:

"Cowboy

Leather hat, leather
vest

An angel of Wild-West
One on one with the
bandits

He'll have a duel.”

In his stories and
drawings, Selami is
always trying to un-
derstand people.

There is definitely

good people in his
stories that are ex-
pressed by manifold
mediums, but there is
no bad people at all.
Instead of bad people,
there are people who
are deceived and who
makes mistakes. In his
drawing, he tries to
explain people his
troubles by critically
interpreting the daily
events that makes him
angry and uncomfort-

able.

Selami says that he
can't get along well
with people. He is a
loner who doesn't
have many friends. He
says that lonely people
are free. Loneliness is
freedom, according to
him. The shepherd
that he depicts on his
work glove is alone
and free. He reminds
that cowboys are also
lonely. When asked:
“How does it feel to be
free?”, “I don't know,"
says Selami, "I'm
afraid to know some-

thing, because | know



that the more | know,

the less free | will be.”

When he migrated
from the village to the
city, he had difficulty in
adapting to the mod-
ern world, to the city,
and the city people. In
the city he was forced
to take off his cowboy
hat, boots and vest.
He was left unprotect-
ed. He tried to live like
city people and do
what they did. First, he
found himself as a
worker and then as a
father. But no matter
how much he tried to
look like the city peo-
ple and despite of the
fact that he took on
the burdens of the city
people, in the end he
built a secluded life
surrounded by his

drawings.

When he moved to the
city, Selami showed
his comic books to
some publishing

houses and newspa-
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pers. He wanted his
thoughts and the val-
ues he conveys in his
stories to reach peo-
ple. Although he did
not receive any re-
sponse from any pub-
lishing house or
newspaper, Selami
went on writing and
drawing. In his works,
he started telling the
stories based on the
events that he experi-
enced and observed
daily in his family or in
his surroundings. In
the city, he made his
drawings mostly on
primary school writing
notebooks that he got
his hands on. For this
reason, there are
notes and school as-
signments on the back
pages of these draw-
ings. Selami's work
materials, like these
school notebooks,
gain other meanings
when Selami draws on
them. Selami unwit-
tingly transforms

everyday items and

gives them new mean-
ings and value. Simi-
larly, his drawings on
trees almost redefine
nature in the field of
art and art in the field
of nature. These
works, that disappear
as the tree bark is re-
newed, celebrate the
transience of the hu-
man trace, unlike
Western art, which
seeks immortality. The
drawings he made on
work gloves, which
are erased as he
works, also explains
how artistic production
and work are insepa-
rable for Selami and
perhaps for people in
general. Selami's artis-
tic production is inter-
twined with his work,
as if one overflows
from the other. Even if
Selami doesn't notice
this.

Selami's works are a
way of resisting to
demons, evil spirits

and to the modern

world, a fruit that an
outsider gives at the
borders of a city, a
narrative justifying that
another life is always
possible under all cir-
cumstances. Selami
has been working in
the same neighbour-
hood since 2008. His
existence and cre-
ations, that some
people haven’t noticed
at all for years, that
some people have no-
ticed but didn’t care,
or perhaps laughed
away at, open the
doors of a completely
different world for
those who see and

look closely at them.
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Life passes by like a dream. Although it is difficult, it still comes to an end.

Hayat bir riya gibi gelip geciyor. Zor olsa da gelip geciyor.
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| was alone in the village, | was alone in the city. Solitude doesn’t mean living physically far from people but living according to one's own rules. No one
should submit to someone else’s rules. Animals neither, when | was young we used to use oxen to harvest what but we never asked them if they were

ok with it. Everyone should live according to rules that make them feel secure.

Kéyde de yalnizdim, sehirde de. Ailem olsa bile, yalnizlikta huzur buluyorum. Yalnizlik insanlardan uzak yasamak degil de kendi kurallarina gére
yasamak. Kimse baskasinin kurallari altinda yasamamali. Hayvanlar bile, kliclikken 6klzler sayesinde bugdaylari saman yapardik ama hayatlarindan

memnunlar mi diye hic sormadik onlara. Herkes kendine gliven veren kurallar icinde yasamall.

J'étais seul au village, j'étais seul en ville. La solitude ne signifie pas vivre physiquement loin des personnes mais vivre selon ses propres regles. Per-
sonne ne devrait se soumettre aux regles de quelqu'un d'autre. Les animaux non plus, quand j'étais jeune, nous utilisions des bceufs pour récolter le

blé mais nous ne leur demandions jamais s'ils étaient d'accord avec ¢a. Tout le monde devrait vivre selon des regles qui le font se sentir bien.
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| sincerely wanted to be a comic book writer, but there are many things | don't know. In my childhood and youth, comics and photo-novels were writ-
ten and drawn, but times have changed very quickly. Less people are interested in comic books. If | draw comic book now, only older generations like

ours would read it. New generations find everything on the Internet.

Cizgi romanci olmayi géndlden istedim ama benim bilmedigim cok sey var. Cocuklugumda, gencligimde ¢izgi romanlar, fotoromanlar yazilip ciziliyordu
ama zaman ¢ok hizll dedisti. Cizgi romanlara olan ilgi azaldi. Simdi ¢izgi roman cizsem, yalnizca bizimki gibi eski kusaklar okur. Yeni kusaklar her seyi in-

ternette buluyor.

Je voulais sincerement étre auteur de bandes dessinées, mais il y a beaucoup de choses que je ne connais pas. Dans mon enfance et ma jeunesse,
des bandes dessinées et des romans-photos ont été écrits et dessinés, mais les temps ont changé. Moins de personnes s'intéressent au papier. Si je
dessine une bande dessinée maintenant, seules les générations plus &gées comme la notre la liraient. Les nouvelles générations trouvent tout sur In-

ternet.

20
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Ham Sanat Ustiine
Isil Ezgi Celik

Kiltiirel Sanat

Sanatin pek ¢ok anlami, sanatsal yaratimin pek ¢ok
yUzU var. Bunun bir nedeni sanatin yaratildigi yer ve
zamana bagl olusu. Dolayisiya yerylGzunun farkl
yerlerinde farkll tarinsel donemlerde sanatsal ak-
tivite ayni seyi ifade etmedi, etmez. insan yasam
kosullariyla birlikte, sanat insanla birlikte degisip
dénusltyor, beraberinde insani degistirip

donusturtyor.

Insanlann geride biraktigi onbinlerce vyillk eserlere
bakildiginda sanatin en az ilksel dinler, hatta onlar-
dan bile kadim belki de en kadim insan aktivitesi
oldugu gorullr. En genel anlamiyla bu sanatsal ak-
tivitenin temelinde insanin anlam yaratma, dunyaya
anlam verme eqilimi yatar. Dinden bilime her tur in-
san aktivitesi insanin varligini anlamlandirma is-
tencinin bir Grunuddr. Bu anlamda Nietzsche, in-
sanin her seyden once sanatc¢i oldugunu ileri surer.
Yani insan sanatsal bir varliktir, yapip ettigi her seyin
temelinde sanat yatar. Peki naslil oluyor da, bu en
temel insan aktivitesi s6z konusu oldugunda birgok
insan birakin kendisine sanatci gozuyle bakmayi,
sanattan bir sey anlamadigini, sanatla ilgilen-
medigini, hatta sanattan hoslanmadigini ifade ediy-

or?

Hicbir seyin anlami mutlak degildir, cunkld anlam
tarihsel ve kultUrel olarak belirli bir sosyal alani pay-
lagan insanlar arasinda Uretilir. Tarihin bir done-
minde belli bir klltdr icerisinde su ya da bu anlama
gelen herhangi bir sey, tarinin baska bir doneminde
ve/veya baska bir kultdr icerisinde hicbir sey ifade
etmeyebilir ya da bambaska bir sey ifade edebilir.
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Onbinlerce yilllk magara resimlerinden gunumuzun
multimedya calismalarina kadar, sanat da tarih
icinde degisen yasam kosullariyla dunyanin farkli
farkll kUltdrlerinde kedine farkll yuzler, farkli anlamlar
edindi. Endustri devrimiyle giderek kuresellesen
Bati dlsunce rejimiyle birlikte Batili sanat anlayisi
da dinya capinda tanindi ve sinirl bir topluluk
tarafindan Uretilip tUketilmesine ragmen yeryuzunin
diger sanat anlayislar Uzerinde UstUnlUk kurarak
kUresel anlamda sanati blyUk olctude tekeline aldl.
Bugun dahi, bir cok insan sanattan bir sey anla-
madigini ileri surerken aslinda sanatsal aktiviteyi
deqil, sanatsal aktivitenin en, hatta zaman zaman
tek, mesru bicimi olarak algilanan Batill sanat ge-

lenegini kast eder.

Batinin Otekisi, Kiiltiiriin Otesi

Ronesansla bigcimlenen Batill sanat gelenegi
20.yUzyin ilk ceyreginde Avrupa’da ve dinyada
sanat tartismalarini ve sanatsal Uretimi etkisi altinda
tutan hakim sanat anlayisiydi. Ancak, 1. Dunya
Savas’'nin yol actigi yikim dinyada ve Ozellikle
Avrupa’da endustri devrimiyle gelen modernist
degerlerin sanattan felsefeye mumkudn her alanda
sorgulanmasina yol actl. Haliyle, bu ddénemde
Avrupa sanat dunyasi da hakim degerlerini
basasagl ediyor, donemin one cikan sanat akimi
gercekUstuculik modernizmin beraberinde getirdigi
akilcilik karsisinda akil digi olani yGceltiyordu. Mod-
ernist aklin yikim ve sefalet getirdigi dunyada biling
disinin, ruyalarin, deliligin safina gecen
gercekustuculer geleneksel Batinin modernist akil
kavraminin disinda birakilan cocuklarin, kabile in-
sanlarinin ve psikiyatrik hastalarin yaratici calis-
malarindan ilham aliyor, bunlar sanatsal edimin 6zu

olarak go6rtyordu. Ayni dénemde Fransiz ressam



Jean Dubuffet, Andre Breton ve Paul Klee gibi
dénemin dne cikan gercekustucu isimleriyle birlikte
yeni bir sanat anlayisi arayisi icerisindeydi.
GercekustUculerin otantik sanatsal edimi Bati ak-
linin disinda aramasindan esinlenen Dubuffet,
modernizme ve akilciliga olan inancin bir kez daha
ve bu kez kokunden sarsildigi 2. Dunya Savagl
sonrasinin sarsici atmosferinde I'’Art Brut, Turkce

karsiligr ile Ham Sanat, kavramini ortaya atti.

Ham Sanat, Avrupa’dan c¢iksa da Batili olmayan,
aksine sanati insanlarindan koparip gorece kuguk
elitist bir toplulugun eglencesi yapan Batili sanata
karsi ¢cikan bir sanat anlayigl, bir 6teki sanat olarak
ortaya ciktl. En genel anamiyla harici bir hafiza gibi
is gorerek insan deneyimlerini kaydeden kultGr ayni
zamanda onun yasayis, dusunuglerini yani yine
deneyimlerini bicimlendirir. Bir toplulugun kollektif
hafizasini nesilden nesile aktararak bireylere o
toplulugun degerlerini  6zUmsetir, bireyleri sz
konusu toplulugun normlaryla egitir. Dubuffet belli
bir kdltaran ve ozellikle egitim yoluyla nesilden ne-
sile aktarlan belli bir kultire dair sanat anlayisinin
sanatsal yaraticiigr sinirlandirdigini - dastnuyordu.
Dubuffet’nin sanati hakim Bati kllturintn ve genel
olarak kultGrin normatif gergevesinden kurtarma
girisimi olan Ham Sanat, Bati kultirt de dahil, hatta
basta olmak Uzere, tim kultUrlerin &tesinde var
olan bir yaratim bigimi olarak kavramsallastiriidi. Ne
var Ki, insan kudlturel bir varlik oldugu ve dolayisiyla
anlam zorunlu olarak bir kultUr igerisinde kurgu-
landigl icin herhangi bir insan ediminin  kultdrdn
disinda kalmasi beklenemez. Dolayisiyla Ham
Sanat eserleri de zorunlu olarak iligkili olduklar

kultGrlerin izlerini belli bir dlgtide tasirlar. Ham Sanat
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eserlerini diger sanat eserlerinden ayiran kulturun

Otesinde, kulturl asan bir anlamlarinin olmasidir.

Ham Sanat

Kim ki, tipki bizim yaptigimiz gibi, AYKIRI-
LARIN eserlerine yakindan bakar, muzel-
erde, galerilerde, sanat alanlarinda
sergilenen ve hepsi birbirine benzeyen
sanat eserlerini- hadi bunlara kuolturel
sanat diyelim - artik tamamen farkli bir
gOzle gorecektir. Bu eserler ona artik
sanatsal aktivitenin temsili degil de son
derece munferit bir guruhun: Kkariyer
pesinde kosan entellektieller giruhunun
bir aktivitesi gibi goértnecektir. (Dubuffet,
1949:para-1)

Dubuffet kultur tarafindan sinirlandinimamig 6zgun
yaraticiigin ancak sanat ¢evrelerinin ve hatta sosyal
alanin disinda kalmis otekilerin, yani AYKIRILARIN,
kUlturel egitim tarafindan igslenmemis ham bir
yaratma durtUsuyle ortaya cikardiklari eserler ola-
bilecegini savundu. Boylece Ham Sanat adini
verdigi 6zgun eserlerin yaraticilan sanat egitimi al-
mamis hatta kultGrun paylasildigi sosyal cevrelerin
disina itiimis ya da kagmis olan kulturtin ve 6zellikle
sanat kulturanun Otekileri oldu. Dubuffet’'ye gore
Ham Sanat yaraticilarinin genel gecer sanat an-
layisina ve hatta topluma olan uzakligr onlari
toplumsal normun belirleyiciliginden kurtaran
Ozgurlestirici bir alan acip her anlamda 6zgun eser-
ler yaratmalarina olanak sagliyordu. Otekilik ve be-
raberinde getirdigi yalnizlasma gibi eserlerin  bir
seyirci icin Uretiimek yerine yaraticinin kendi ken-

disiyle diyalogunun bir sonucu olarak uretiimis ol-



masl da bu eserlere esine zor rastlanir bir

samimiyet ve yogunluk katiyordu.

Ham Sanat’la sanat kualtGrdndn boz-
madigl insanlar tarafindan Uretilmis; en-
tellektuellerin calismalarinda siklikla
goéruldugu gibi taklide yer veriimeyen
dolayisiyla yaraticinin her seyi (konuyu,
kullanilan malzeme secimini, donusturtcu
araclari, ritmi, yaz bigimini, vb.) klasik
sanatin ya da son moda sanatin
kliselerinden deqil bizzat kendi 6z derinlik-
lerinden c¢ekip cikardigi eserleri kast ediy-
oruz. Bu eserlerde tamamen saf, ham,
her evresinde yalnizca yaraticinin durtUler-
ine uygun olarak busbutun yeniden
kesfedilmis bir sanatsal faaliyete tanik
oluyoruz. Oyle bir sanat ki, onda eski
klltUrel sanatlarn degismezleri degil, yal-

niz ve yalniz yenilik ifade buluyor. (Dubuf-
fet, 1949)

Bircoklarimiz sanattan bir sey anlamadigimizi
dUslinerek sanata mesafe alirken, Dubuffet’nin de
ifade ettigi gibi Ham Sanat yaraticilari insana 6zgu
bir yaratma durtistnin pesinde dzgurce uretir. Bu
nedenle sanatsal dilleri son derece sira disi ve
6zgUndur. Yine de bu son derece 6zgun calismalar
kalturlerin hatta tarihin Otesinde insana dair derin
bir iz tagir.  Ortak bir insani yonelim olan yaratma
durtlsu bu eserlerde ham ve yogun bicimde ortaya
clkar. Onlar kultdrin 6tesinde paylagilabilir yapan,
kaltGr tarafindan baskilanmis ve sinirflanmig ortak bir
yaratim gudusunun ¢iplak disa vurumlarr oluglardir.
Yani Ham Sanat eserleri ifade ettikleri ortak yarat-

ma arzusu aracliligiyla bizimle konusur, ‘teki’nin ne
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kadar tanidik ve yakin oldugunu anlatir. Kalturlerin
bicimlendirdigi dusunus, yasam ve yaratim bicim-
lerini asan eserleri ifade eden Ham Sanat, bize
yasadigimiz toplum icinden bakildiginda bile baska
bir distince ve baska bir dunyanin var oldugunu,
yaratim itkisinin her ne kadar sinirlandirirsa sinir-
landinisin kendine 6zgun bir ¢ikis bulabildigini gos-
terir. Her tUr kaltUrel degerin 6tesinde bizi birbirim-
ize yakinlastiran ve baglayan bu eserler varolusu
dznelliklerin cogullugu olarak bize sunarak 6zgur bir

yaratimin ve ortak bir yasamin kapilarini acarlar.

Tirkiye’de Ham Sanat

Profesyonel sanatcilar tarafindan Gretilmemis, sanat
dlnyasinin ve hatta sosyal yasamin ve kultGrun
Otekileri tarafindan yaratimig, yaraticinin  otekiligi
dolayisiyla icerik ve teknik bakimindan sira disi ve
yine yaraticinin otekiligi dolayisiyla yogun &znel bir
dili olan eserler olarak kavramsallastinlan Ham
Sanat’la dunyanin her yerinde her dénemde
karsilasmak mumkin. Yine de bu yaratim bicimi
buguine kadar daha cok Bati Avrupa, Kuzey Ameri-
ka ve Japonya’da taniniyor ve seyircinin ilgisini
cekiyor; Avrupa’ya fiziki yakinligina ramen
Turkiye’de henuz genis c¢evrelerce taninmiyor. 2019
itibariyle Istanbul’da faaliyetlerini strdiren
Turkiye’'nin ilk Ham Sanat muzesi olan Kelimat
Sanat bu anlamda s6z konusu Uretim bigiminin
Turkiye’de gorunarlugunu arttiracak dnemli bir pro-
je. Kelimat’in kuruculan Huseyin Emiroglu ve Adnan
Alahmad Kelimat Sanat’a 6zgu bir Ham Sanat an-
layisiyla Batill sanat anlayisinin bir dlcide disinda
kalmis eserleri seyirci karsisina ¢ikararak bu yaratim
biciminin Turkiye’de taninmasina onculuk ediyor.
Yine de dunya capinda taninan baslica Ham Sanat

koleksiyon ve muzelerinde dunyanin cok cesitli yer


https://www.facebook.com/profile.php?id=100001262891804&__tn__=-%252525252525255DC*F
https://www.facebook.com/profile.php?id=100001262891804&__tn__=-%252525252525255DC*F

ve donemlerinden eserler bulunmasina ragmen
Turkiye’den herhangi bir yaraticinin eserleri ne sik-
likla rastlanilmiyor. Bunun bir nedeni yaraticilarin
Otekiligi ve munzeviligi, ve haliyle kesfedilmesi ve
korunmasi zaten son derece zor olan sanatsal Ure-
timlerinin bu yaratim alaninin genis capta tanin-

madigl cografyalarda tamamen gozden kagcmasi.

Bu baglamda bu kitap, Turkiye’'nin bir Ham Sanat
yaraticisinin - ¢alismalarini su Ustine c¢ikarma ve
seyirci ile bulusturma arzusunun UGrdnadur. Cop
iscisi Selami GUndogdu’nun yasam hikayesi ve
sanatini, ve bir glzel sanatlar égrencisi nin Selami

GUndogdu’nun eserleriyle birlikte Ham Sanat’i
kesfedisinin dykUsund anlatiyor. ilerleyen sayfalar
bu tuhaf ve kirlgan yaratim biciminin sanat
pazarinda karsl karslya oldugu yozlasmaya alter-
natif olarak bir yaratici ve seyircisinin bulusmasina

taniklik ediyor.
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Sehirde Bir Kovboy
Hilal Akcan

Selami icin yasaminin anlami kendinden baska in-
sanlara fayda saglamak. insan, dinyaya ne kadar
fayda saglarsa o kadar yasamis demek onun icin.
Resimle arasindaki siki bag da insanlarla uyum
icinde yasama arzusundan geliyor. Selami dunyada
karsilastigi her nesneye, renge, sese suUkrediyor.
Ona gbre hayatta her seyin bir karsiligi, bir sebebi

ve bu sebeple hepimizin bir gbrevi var.

Bicimsel olarak ¢izgi romanlardan esinlenerek
yarattigi calismalarinda hayatta onemli oldugunu
distindugu degerleri, ahlak anlayisini ve
dusuncelerini paylasan Selami’nin ¢gizimleri yalnizca
bu cizgi roman gorunumlt  calismalarla  sinirli
kalmiyor, yasaminin her alanina bulasiyor. CUnkuU
cizmek Selami’nin gunlik ihtiyaclarindan biri. Su
icmek, yemek yemek, yUrimek, uyumak gibi.
Cizmeyi gunlik yasamsal eylemlerinden farkli
gbrmediginden cizimlerinin sanatsal bir deger
tasidigini disunmuyor ve bu da malzeme segimine
yansiyor. Yuzeyleri 6zgurce kullaniyor ve gun igcinde
karsisina clkan esyalar Uzerine cizimler yapiyor:
Giysilerine, is aracglarina, karsilastigl atik
malzemelere...Olur da eserleri birinin ilgisini ¢ek-
erse onlarn hediye ediyor Selami, yoksa Uzerine
yapildigi malzeme eskiyince onunla birlikte cizimler
de c¢cOpu boyluyor, tabii eger zamanla silinip git-

memislerse.

Selami cocukluk ve genclik yillarini kdyde gecgirmis
ve 0 dénemde buyuklerinin ve kdyun sdzU dinlenen

kimselerinin anlattigi karanlik hikayeler hayatini de-
Koyden sehre goc¢ edince modern dunyaya, sehre,
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rinden etkilemis. Bu hikayelerin cogu koéyun Gul-
tekke tepesindeki bir tirbede geciyor. Doga Ustu
gUcler tarafindan bu tlrbeye kacinldigr anlatilan in-
sanlar Selami’nin cizimlerinde sik sik gorultyor. Se-
lami bu hikayeleri kusatan cinler, periler ve
dogaustu varliklardan korunmak icin onlari
resmediyor ve kovboy gibi giyiniyor. Kovboy giysileri
icinde daha guclu olduguna inaniyor, kovboylar igin
sarki sdzleri yaziyor Selami:

Kovboy

Deri sapka deri yelek

Vahsi Batili bir melek

Haydutlarla teke tek

Bir dUello edecek.

Yazip cizdigi hikayelerde hep insanlar anlamaya
calisiyor Selami. Onun farkll farkll araclarla anlattig
hikayelerinde mutlaka bir iyi insan var ama hi¢ kotu
insan yok. Kotl insanlar yerine aldanmis,

kandirimig insanlar ve onlarin hatalari var.

GUnluk yasaminda kizdigi, rahatsizik duydugu
olaylan cizimlerinde elestirel bir dille yorumlayarak
insanlara dert anlatmaya calisiyor Selami. insanlarla
anlasamadigini soyluyor. Pek arkadasl olmayan,
yalniz biri. Yalniz insanlarn 6zgur olduklarini sdyluy-
or, yalnizlik 6zgurlik O’na gore. Is eldiveninin Gzer-
ine tasvir ettigi coban yalniz ve &zgur. Yalnizigin
Ozgurluk oldugunu soylerken, kovboylarin da yalniz
olduklarini vurguluyor.  “Ozgir olmak nasil bir
his?” diye soruldugunda yine de “Bilmiyorum.”
diye yanithyor Selami, “Bir sey bilmekten korkuyo-
rum, cunku biliyorum ki bildikce daha az 6zglr ola-

cagim.” diyor.

sehir insanina uyum saglamakta zorlanmis. Sehirde



kovboy sapkasini, cizmelerini, yelegini cikartmak
zorunda kalmis. Baska bir deyisle korunmasiz
kalmis. Sehirli insanlar gibi yasamaya, onlarin yap-
tiklarini yapmaya calismis. Once isci sonra baba
olarak bulmus kendini. Ama her ne kadar sehirli in-
sanlar gibi gorunmeye c¢aligsa ve sehirli insanin
yukUnu Ustlense de sonunda yine kendine has bir

yasam kurmus cizimleriyle.

Selami, sehre goctigunde cizgi romanlarini bazi
yayinevlerine ve gazetelere goturmus.
Dusuncelerinin, hikayelerinde bahsettigi degerlerin
insanlara ulasmasini istemis. Yayinevi ve gazeteler-
den hicbir yanit almayan Selami calismalarina kendi
kendine devam etmig; ailesinde ve gevresinde
yasayip gozlemledigi olaylar hikayelerine aktarmis.
Sehirde cizimlerini cogunlukla eline gecen ilkokul
yazi defterleri Uzerine yapmis. Bu nedenle o
dénemki cizimlerinin arka sayfalarinda cesitli notlar,
okul 6devleri bulunuyor. Bu okul defterleri Se-
lami’nin is malzemeleri gibi Selami’nin gizimleriyle
birlikte baska baska anlamlar kazaniyor. Selami
farkinda olmadan gundelik esyalar dontsturtp on-
lara yeni anlamlar ve yeni bir deger veriyor. Benzer
bicimde agaclar Uzerine yaptigl cizimler de dogay!
sanat sanati da doganin alaninda yeniden tanimliy-
or adeta. Agac kabugunu yeniledikge yok olup gi-
den bu eserler 6liumsUzIUgu arayan Batili sanatin
aksine insan izinin geciciligini kutluyor. is eldivenleri
Ustlne yaptigl, Selami calistikca silinen cizimler de
sanatsal Uretimin ve calismanin birlikte nasil Se-
lami’nin ve belki de genel olarak insanin ayrimaz

parcalar oldugunu anlatiyor. Selami’nin  sanatsal
uretimi igiyle ic ice giriyor, biri digerinden tasiyor

adeta. Selami bunlarn farketmese de.
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Selami’nin resimleri cinlere, kotu ruhlara ve modern
dlnyaya bir direnme hali. Bir ‘Oteki’nin sehrin sinir-
larinda verdigi bir meyve, basgka bir yasamin her
zaman her kosulda mumkuin oldugunun bir anlatis.
Selami 2008 yilindan beri ayni mahallede calisiyor.
12 senedir kimilerinin hi¢ fark etmedigi, kimilerinin
fark edip 6nemsemedigi ya da gulimseyip gectigi
varligr ve yaratimlari onlar gorip yakindan bakanlar

icin bambagka bir dinyanin kapilarini araliyor.



Sur L’Art Brut
Isil Ezgi Celik

L’Art Culturel

L'art a de nombreuses significations et la création
artistique a de nombreux visages. Parce que l'art
est étroitement lié au lieu et au moment ou il est
crée, donc l'activité artistique dans différentes par-
ties du monde et a diverses périodes historiques
n'a jamais une seule signification. L'humain
change en relation a son environnement, ['art
change en relation a I'numain, et I'humain change

a nouveau en relation a I'art.

En observant les ceuvres d'art que nos ancétres
ont nous laissees il y a des dizaines de milliers
d'années, on peut aisément dire que l'art est une
activité humaine au moins aussi ancienne que les
religions primitives, et peut-&tre méme la plus anci-

enne de toutes les activités humaines.

Ce qui sous-tend cette activité artistique, c'est la
tendance humaine a créer du sens et a donner un
sens au monde. Toute activité humaine, de la reli-
gion a la science, est le produit de cette volonté de
donner un sens a I'existence humaine. En ce sens,
Nietzsche dit que I'homme est avant tout un
artiste. En d'autres termes, les étres humains sont
des étres artistiques et tout ce gu'ils font est fon-
damentalement artistique. Comment se fait-il alors,
qu'en ce qui concerne cette activité humaine fon-
damentale, beaucoup d’entre nous, laissons
tomber s’imaginer artistes,  affirment qu'ils ne

comprennent rien a l'art, qu'ils ne s'intéressent pas

a l'art ou méme qu'ils n'aiment pas l'art?
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Le sens n'est pas absolu car il est historiquement
et culturellement produit parmi des personnes qui
partagent un certain espace social. Ce qui signifie
une chose dans une certaine culture a un moment
précis de I'histoire peut ne rien signifier ou signifier
quelgue chose de totalement différent a une autre
periode de I'histoire et/ou dans une autre culture.
Des peintures rupestres vieilles de dizaines de mil-
liers d'années aux ceuvres multimédias d'aujour-
d'hui, I'art a acquis des visages et des significa-
tions différents dans différentes cultures du monde,
avec [|'évolution de I'environnement humain au

cours de I'histoire.

Le concept occidental de I'art a été reconnu dans
le monde entier avec le régime de pensée occi-
dentale qui s’est mondialisé apres la révolution in-
dustrielle. Et bien qu'il ait été produit et consommeé
par une communauté limitée d'élites en général, |l
a dominé les autres conceptions artistiques et a fini
par monopoliser 'art dans le monde. Encore au-
jourd'hui, quand les gens prétendent ne rien com-
prendre a I'art, ils ne se référent pas réellement a
I'activité artistique en tant que telle, mais a la tradi-
tion occidentale de I'art, qui est globalement
percue comme la plus légitime - et parfois méme

la seule - forme d'art.

L'Autre de I'Occident,

I’Au-dela de la Culture

Dans le premier quart du XXe siecle, la tradition
artistique occidentale, faconnée par la Renais-
sance, était la conception artistique dominante qui
régissait les débats sur l'art et influencait la pro-
duction artistique en Europe et dans le monde. De

I'art a la philosophie, dans toutes les disciplines les



destructions causeées par la Premiere Guerre Mon-
diale ont conduit a la remise en cause des valeurs
modernistes qu'avait apportées la révolution indus-
trielle. Naturellement, le monde de I'art européen
bouleversait également ses valeurs dominantes
pendant cette période, et le mouvement artistique
le plus dominant de I'époque, le surréalisme, glori-
fiait I'irrationnel face au rationalisme suscité par le
modernisme. Dans le monde ou l'esprit mod-
erniste a apporté la destruction et la misere, les
surréalistes ont pris le parti de I'inconscient, du
réve et de la folie. lls s'inspiraient des ceuvres crea-
tives d'enfants, de peuples indigenes et de pa-
tients psychiatriques laissés en dehors du concept
de l'esprit moderniste occidental et considéraient

ces ceuvres comme l'art le plus authentique.

A cette époque, le peintre francais Jean Dubuffet
était a la recherche d'une nouvelle compréhension
de l'art avec les grands noms surrealistes de
I'époque tels qu'André Breton et Paul Klee. Inspiré
par la recherche des surréalistes d'une action artis-
tique authentique en dehors de |'esprit occidental,
Dubuffet a introduit le concept de I'Art Brut, dans
son équivalent turc Ham Sanat, dans I'atmosphere
traumatique de l'apres-Seconde Guerre Mondiale
ou la croyance au modernisme et a la rationalité a
été secoué une fois de plus et cette fois encore
plus radicalement. Bien que I'Art Brut soit originaire
d'Europe, ce n'était pas un fan d’occident. Il est
apparu comme une conception artistique différente
qui s'opposait a l'art occidental qui avait coupé
I'art de son peuple et en faisait le divertissement

d'une communauté élitiste relativement petite.
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La culture qui, au sens le plus général, agit comme
une memoire externe qui enregistre les experi-
ences humaines, fagconne également les modes de
vie et de pensée des humains, et donc la maniere
dont les humains vivent le monde. En transmettant
la mémoire collective d'une communauté d'une
génération a l'autre, elle transmet les valeurs de la
culture d’'une communauté aux individus et
éduque les individus aux normes de la culture en
question. Dubuffet pensait que la culture, et en
particulier la compréhension de I'art par une cul-
ture qui se transmet de génération en génération
par I'éducation, limitait la créativité artistique. L'art
brut, qui était la tentative de Dubuffet de libérer I'art
des cadres normatifs de la culture occidentale
dominante et de la culture en général, a eté con-
ceptualisé comme une forme de création qui existe
au-dela de toutes les cultures, y compris et en par-

ticulier la culture occidentale.

Cependant, I'étre humain lui-méme est culturel et
donc le sens est nécessairement construit au sein
d'une culture. Ainsi, aucun acte humain ne peut
rester en dehors de la culture. Par conséquent, les
ceuvres d’Art Brut portent nécessairement les
traces des cultures auxquelles elles sont liees. Ce
qui distingue les ceuvres d'Art Brut des autres oeu-
vres, c'est qu'elles ont un sens qui transcende la

culture, un sens qui va au-dela de la culture.

L’Art Brut
Un qui entreprend, comme nous, de re-
garder les oeuvres de IRREGULIERS, il
sera conduit a prendre de I'art homo-

logué , I'art donc des museées, galeries,
salons - appelons le L”’ART CULTUREL -



une idée tout a fait différente de l'idee
qu’on en a couramment. Cette produc-
tion ne lui paraitra plus en effet représen-
tative de I'activité artistigue générale,
mais seulement de l'activité d’un clan
tres particulier: le clan des intellectuels de
carriere. (Dubuffet, 1949)

Dubuffet pensait que la créativité authentique ne
pouvait étre trouvée que dans les oceuvres d'art
brutes créées par les étrangers des cercles artis-
tiques et méme du domaine social, a savoir les IR-
REGULIERS, qui créent avec une impulsion a créer
et donc dont les ceuvres sont brutes et non
traitées par |'éducation culturelle ou restreintes par
la culture. Ainsi, les créateurs des oeuvres origi-
nales qu'il appelait Art Brut, n‘avait pas en général
une education artistique. lls étaient les étrangers
de la culture artistique et méme de la culture en
general car ils étaient poussés ou s’échappaient a
I'extérieur des cercles sociaux ou la culture était
partagée. Selon Dubuffet, I'éloignement des créa-
teurs de l'art brut de la compréhension générale
de l'art et méme de la société ouvre un espace
libérateur qui les libere de la détermination des
normes sociales et leur permet de créer des ceu-
vres originales dans tous les sens du terme. Avec
I'altérité et la solitude qui les accompagnent, le fait
que ces ceuvres soient |'expression d'un soliloque
au lieu d'étre produites pour un public spécifique
donne a ces ceuvres une sinceérité et une intensité

difficiles a trouver ailleurs.
Nous entendons par la des ouvrages

exéecutés par des personnes indemnes

de culture artistique, dans lesquels donc
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le mimétisme, contrairement a ce qui se
passe chez les intellectuels, ait peu ou
pas de part, de sorte que leurs auteurs y
tirent tout (sujets, choix des matériaux
Mmis en ceuvre, moyens de transposition,
rythmes, facons d’écriture, etc.) de leur
propre fond et non pas des poncifs de
I'art classique ou de l'art a la mode...
Nous y assistons a I'opération artistique
toute pure, brute, réinventée dans I'entier
de toutes ses phases par son auteur, a
partir seulement de ses propres impul-
sions. De I'art donc ou se manifeste la
seule fonction de [linvention, et non,
celles, constantes dans l'art culturel, du

caméléon et du singe. (Dubuffet, 1949)

Alors que beaucoup d'entre nous pensent que
nous ne comprenons rien a l'art, nous nous dis-
tancions de l'art. Comme I'a déclaré Dubuffet, les
créateurs d’Art Brut produisent librement, a la
poursuite d'une envie de créer commun chez
I'hnomme. Pour cette raison, leur langage artistique
est extraordinaire et original. Néanmoins, malgrée
leur originalité fondamentale, ces ceuvres portent
une trace profonde de I'humanité au-dela des cul-
tures et méme de I'histoire. La volonté de créer, qui
est une aspiration humaine commune, apparait de
maniere brute et intensément dans ces ceuvres.
Ce qui les rend partageables au-dela de la culture,
c'est leur manifestation brute d'une dynamique
créative commune qui a été réprimée et contrainte
par la culture. En d'autres termes, les ceuvres d’Art
Brut nous parlent a travers un désir partagé de
creéer, et nous disent a quel point «'autre» est fami-

lier et proche. Avec des ceuvres qui transcendent



les modes de pensée, de vie et de création fagcon-
nés par les cultures, I'Art Brut nous montre que
méme au sein de la société dans laquelle nous
vivons, il existe une autre pensée et un autre
monde, et que la pulsion créative trouve son pro-
pre exutoire, quand bien méme limité. Au-dela de
valeurs culturels, ces ceuvres qui nous rapprochent
et nous connectent les uns aux autres, ouvrent les
portes d'une création libre et d'une vie commune
en réintroduisant I'existence comme pluralité de

subjectivités.

L’Art Brut en Turquie

L'Art Brut n'est pas produit par des artistes pro-
fessionnels mais par les étrangers du monde d’art,
de la société et méme de la culture. Il est concep-
tualis€ comme des oceuvres dont le contenu et la
technique sont extraordinaires et qui ont un lan-
gage subjectif intense di a l'altérité du créateur. |l
est possible de rencontrer ce genre de création
n'importe ou sur terre. Néanmoins, jusqu'a présent
il N’a été reconnu et a attiré I'attention du public
gu’en Europe Occidentale, en Amérique du Nord
et au Japon. Malgré la proximite geographique
avec |'Europe, il n'est pas encore largement connu
en Turquie. En ce sens, Kelimat Sanat, le premier
musée d'Art Brut de Turquie, en activité depuis
2019 a Istanbul, est un agent important pour ac-
croitre la visibilité de ce type de création en
Turquie. Les fondateurs de Kelimat, Huseyin
Emiroglu et Adnan Alahmad, font avancer la re-
connaissance de I'Art Brut en apportant des ceu-
vres quelgue peu en dehors de la tradition artis-
tigue occidentale et en promouvant une concep-
tion unique de I'Art Brut. Bien gu’il existe des ceu-

vres d’Art Brut provenant de diverses régions du
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monde et d’époques différentes, aucun créateur
de Turquie n’est représente dans les principales
collections et musées d’Art Brut reconnus mondi-
alement. L'une des raisons en est certainement
I'altérité et la solitude des créateurs. Leur produc-
tion artistigue étant déja extrémement difficile a
découvrir et a conserver, elle nen est que plus
méconnue dans les régions du monde ou ce do-

maine de la création n'est pas largement reconnu.

Ce livre est le fruit d'une volonté de déméler les
ceuvres d'un créateur d’Art Brut en Turquie et de
les laisser rencontrer leur public. Il met en lumiere
la vie et I'art de I'éboueur Selami Gundogdu et sa
rencontre avec une étudiante aux Beaux-Arts qui a
découvert I'Art Brut a travers ses dessins. Les
pages suivantes témoignent de la rencontre d'un
créateur et de son public comme une alternative a
la corruption a laquelle cette forme étrange et frag-

ile de création fait face sur le marché de |'art.



Un Cowboy En Ville
Hilal Akcan

Selon Selami, le sens de sa vie est d'étre utile aux
autres. En d'autres termes, pour lui, plus une per-
sonne est utile aux autres, plus sa vie a de la
valeur. Le lien étroit que Selami entretient avec
I'acte de peindre vient de sa croyance en une exis-
tence collective harmonieuse. Selami est recon-
naissant pour chaque objet, couleur et son qu'il
rencontre dans le monde. Selon lui, tout dans la vie
a une raison et une récompense, et donc nous

avons tous un devoir.

Les dessins de Selami s'inspirent stylistiquement
des bandes dessinées et transmet les valeurs, la
morale et les idées qu'il juge importantes dans la
vie. Son art ne se limite pas a ces dessins de type
bande dessinée ; il s'étend a tous les aspects de
sa vie. Parce que le dessin fait partie des besoins
quotidiens de Selami tout comme boire de I'eau,
manger, marcher et dormir. Parce qu’il ne différen-
cie pas l'acte de dessiner de ses autres activités
quotidiennes, I ne pense pas que ses dessins
aient une valeur artistique, et cela se reflete dans
ses choix des matériaux. Il utilise librement les sur-
faces et dessin sur les objets qu'il rencontre au
cours de la journée comme ses vétements, ses
outils de travail et les déchets. Au cas ou
quelqu'un s'intéresserait a ses ceuvres, Selami les

offre en cadeau.
Selami a passé son enfance et sa jeunesse dans

un village, et les histoires sombres racontées par

les vieux et d'autres personnes respectées du vil-
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lage a cette eépoque ont profondément affecté sa
vie. La plupart de ces histoires se déroulent dans
une tombe sur la colline Gultekke du village. On
raconte que des personnes ont été emportées
dans cette tombe par des forces surnaturelles et
Ces personnes apparaissent frequemment dans les
dessins de Selami. Selami pense qu'il se protéege
des djinns, fées et autres étres surnaturels qui en-
tourent ces histoires en les dessinant et en s'habil-
lant comme un cow-boy. Il se croit plus fort dans
des vétements de cow-boy, et il écrit des paroles
pour cow-boys

Cow-boy

Chapeau en cuir, gilet en cuir

Un ange du I'Ouest Sauvage

Un contre un avec les bandits

Il va avoir un duel.

Dans ses histoires et ses dessins, Selami essaie
toujours de comprendre les personnes. Il y a cer-
tainement de bonnes personnes dans ses histoires
qui sont exprimées par de nombreux mediums,
mais il 'y a pas de mauvaises personnes du tout.
Au lieu de mauvaises personnes, il y a des person-
nes qui se trompent et commettent des erreurs.
Dans ses dessins, Il essaie d'expliquer aux per-
sonnes ses problemes en interprétant de maniere
critique les événements quotidiens qui le mettent

en colere et mal a l'aise.

Selami dit qu'il ne peut pas bien s'entendre avec
les personnes. C'est un solitaire qui n'a pas beau-
coup d'amis. Il dit que les personnes seules sont
libres. La solitude, c'est la liberté, selon lui. Le
berger qu'il représente sur son gant de travail est

seul et libre. Il rappelle que les cow-boys sont aus-
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capitArt is an open art platform to depict the contradictions of capitalism and to play
around the concept of art as a commercial activity. As capitArt, we point fo the political
nature of artistic activity as what offers new perspectives and inspires a new thought
and another world. Hence, we want fo increase the visibility of the socio-political merit
of the works of Art Brut that is also known as Outsider Art. In this context, this book is
the product of the desire to unravel the works of the garbage worker and Art Brut
creator Selami Gundogdu and let them meet a broader audience .

capitArt, kapitalizmin geligkilerini ortaya koyan ve ticari bir aktivite olarak sanat
kavramiyla ugrasan herkese agik bir sanat platformudur. capitArt olarak sanatsal
aktivitenin yeni perspektifler sunan ve yeni bir dustince ile yeni bir diinyaya ilham kaynag
olan politik dogasini éner gikariyoruz. Bu nedenle Oteki Sanat olarak da bilinen Ham Sanat
eserlerinin sosyo-politik degerinin gorintirligiinii arttirmak istiyoruz. Bu anlamda, bu kitap
bir Ham Sanat yaraticisi olan ¢op isgisi Selami Glindogdu'nun ¢alismalarini su tstiine
¢ikarma ve seyircisi ile bulugturma arzusunun trinidiir.

capitArt est une open plateforme d'art pour illustrer les contradictions du capitalisme et
pour jouer avec le concept de |'art en tant qu'activité commerciale. Comme capitArt, nous
soulignons la nature politique de I'activité artistique en tant que ce qui of fre de nouvelles
perspectives et inspire une nouvelle pensée et un autre monde. Donc, nous voulons
augmenter la visibilité du mérite socio-politique des ceuvres d' Art Brut qui est également
connu sous le nom Qutsider Art. Dans ce sense-la, ce livre est le fruit d'une volonté de
déméler les ceuvres d'un éboueur et un créateur d'Art Brut Selami Glindogdu et de les
laisser rencontrer leur pulic.

www. capitart.com



