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Bugtin aramizda eserleri ile yasayan 23 sanatcimizi stikranla aniyoruz...

We commemorate with gratitude our 23 artists who live among us through their works...
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THE IMMORTAL TRACES of IMOGA

ON STUDIOS WHICH COMPRISE the CORNERSTONE of a MUSEUM,
and the ARTISTS WHO GIVE THEM LIFE

When one looks at the dictionary definitions, the words pioneering and leadership
are seen as synonymous. With their vision and actions, the pioneer who takes
to the fore among the existing group also exhibits leadership with extraordinary
skills. According to experts, knowing how to listen, being natural, concordant,
passionate, transparent and responsible, as well as having the ability to execute
that which is actually difficult in an ostensibly easy and clear manner, along with
the ability to delegate such execution, and working in an orderly fashion as a
team, are among the principal qualities of leadership. Stleyman Saim Tekean,
who discussed printmaking, established studios and embraced artists who
learned and produced printmaking in the 1970’s when there was a majority of
oil paint on canvas, is precisely this kind of a pioneer and leader.

Slleyman Saim Tekcan is an artist whose passion for learning, teaching and
imparting, as a mixture of his personality and his education, has never dissipated
since his years as a student. While sharing his printmaking techniques with his
artist friends and continuing to produce at the same time, he persists in his
belief that there is a purpose equally as valuable as producing art. And that
is ensuring that works of art are disseminated beyond the possession of a
particular segment, and into each and every home.

Stleyman Saim Tekcan established his first studio in the beginning of the 1970's.
While this studio successfully carried out its commitment, an additional studio
was opened. The achievements of the second studio increased further with
the participation of a growing number of artists. When the time came and even
greater expansion became necessary, the studio made its final stop before
becoming a museum, with a move to the Camiica House of Art.

The Camlica House of Art was quite distinct from the previous studios, as it
served as a studio, gallery, artist guesthouse and the primary home of the
Tekcan family. The proliferation of works produced at the Camiica House of
Art, which had made a very significant contribution to Istanbul's art life, and the
need to share these works with visitors, shifted this entity into IMOGA in 2004,
the Istanbul Museum of Graphic Arts.

It is as if there are nearly no artists who didn’t produce works at or participate
in conversations taking place in the setting of IMOGA studios. Stileyman Saim
Tekcan's remarks at the opening of IMOGA paying tribute to all of the artists
whose works comprise the museum’s collection were a testament to this.

“IMMORTAL TRACES of IMOGA” exhibit includes the print works of artists such
as Elif Naci, Nurullah Berk, ZUhtt Miridoglu, Eren Eylboglu, Veysel Erlstin,
Emin Bann, Ferruh Basaga, Cihat Burak, Avni Arbas, Turhan Selcuk, Neset
Glinal, Mehmet Pesen, Nedim Glnsur, Adnan Turani, Semih Balcioglu, Burhan
Dogangay, Erol Akyavas, Glndiz Golond, Ozer Kabas, Burhan Uygur, Gul
Derman, Kadri Ozaytan, and Mehmet Koyunoglu, who have produced art in the
studios and museum, and who are no longer with us.

Along with print works, the “IMMORTAL TRACES of IMOGA” exhibit which
includes photographs which attest to the studio years of the artists is both a
show of respect to the artists who hold an unparalleled place in Turkish art, and
an esteemed commemoration of Turkish Printmaking for the viewer.

Mine Klguk
Exhibit Curator and Museologist
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BIR MUZENIN TEMEL TASINI OLUSTURAN ATOLYELERE ve ONLARA
CAN VEREN SANATCILARA DAIR

S6zI0k anlamina bakildiginda éncl olmak ve liderlik kelimeleri birbirine es
anlamli olarak gérdldr. GorUsleriyle ve eylemleriyle var oldugu grubun énct,
sira dig yetenekleriyle liderlik de yapar. Uzmanlarin ortak gorusleriyle liderlik
dlcUtlerinin en basinda dinlemeyi bilmek, dogal, uyumlu, tutkulu, seffaf ve
sorumlu olmak, aslinda zor olani basit ve net bir bicimde yapabilmek ve
yaptirabilmek, takim olarak bir dizen iginde calismak gelir. Cogunlukla
tuval Ustlne yagl boya resim yapildigi 1970’li yillarda baski resmi anlatan,
atolyeler kuran, atolyelerde baskiresmi 6grenen ve Ureten sanatcilara
kucak acan Stleyman Saim Tekcan iste boyle bir éncti ve lider.

Slleyman Saim Tekcan dgrencilik yillarindan itibaren kisiligi ve aldigi egitimin
bir karisimi olarak 6grenmeye, 6gretmeye ve paylasmaya olan tutkusu hig
bitmeyen bir sanatcl. Bildigi baskiresim tekniklerini sanatci arkadaslari
ile paylasirken ve Uretmeye devam ederken, tUm bunlarin arkasinda en
az sanat Uretmek kadar degerli bir amac oldugunu séyliyor. O da sanat
eserlerinin belli bir alic kesimin elinden ¢ikip tUm evlere girebiimesine
olanak vermek.

Stleyman Saim Tekcan ilk atélyesini 1970l yillarin basinda kuruyor. Bu ilk
atdlye Uzerine diisen gorevi basaryla yerine getirirken daha fazla imkéna
sahip olan bir atélye daha aciliyor. Ikinci atolyenin basarisi gittikge ¢gogalan
sanatcilarlyla daha da artiyor. Gin gelip daha blydme ihtiyaci ortaya gikinca
atélye mizeden énceki son duragi olan Camlica Sanat Evi'ne tasiniyor.

Camlica Sanat Evi hem atdlye, galeri, sanatci misafirhanesi hem de
Tekcan ailesinin evi olarak hizmet verdigi igin dnceki atOlyelerden gok farkli.
Istanbul’'un sanat hayatina ¢ok énemli katkida bulunan Camlica Sanat
Evi'nde Uretilen islerin gogalmasi ve sanat eserlerini ziyaretcilerle paylasma
ihtiyaci bu olusumu 2004 yiinda IMOGAYa, yani Istanbul Museum of
Graphic Arts’a (Istanbul Grafik Sanatlar Mizesi) tasiyor.

IMOGA atélyelerinde is Uretmeyen ve Turkiye'nin sanat ortaminin
konusuldugu sohbetlere katilimayan sanatci neredeyse yok gibi. IMOGAnin
acilis konusmasinda Stleyman Saim Tekcan’in mizenin koleksiyonunu
olusturan tiim sanatcilara tesekkir etmesi de bu durumun baska bir kaniti
zaten.

“IMOGANIN OLUMSUZ IZLERI” adli sergi atdlyelerde ve miizede (iretim
yapmis ve bugln aramizda olmayan Elif Naci, Nurullah Berk, Zihtl
Maridoglu, Eren Eylboglu, Veysel Ertstin, Emin Barin, Ferruh Basagda,
Cihat Burak, Avni Arbas, Turhan Selcuk, Neset Gunal, Mehmet Pesen,
Nedim Glnsur, Adnan Turani, Semih Balcioglu, Burhan Dogangay, Erol
Akyavas, Glindiz Golonu, Ozer Kabas, Burhan Uygur, Gll Derman, Kadri
Ozaytan, Mehmet Koyunoglu’'nun baski resimlerine yer veriyor.

Baskiresimlerin yani sira atOlye vyillarnna tanikik eden fotograflarla
“IMOGANIN OLUMSUZ IZLERI” sergisi Turk sanatinda yadsinamayacak
bir yere sahip olan sanatgilara hem bir saygi durusu hem de ziyaretcilere
Tark Baski Resmi hakkinda ¢ok degerli bir bellek niteliginde.

Mine Kicuk
Sergi Klratort ve Mizebilimci
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Stileyman Saim Tekcan, Ismail Avci
IMOGA 2017

The First Studios are Formed...

Place: Istanbul Museum of Graphic Arts
Participants: Stleyman Saim Tekcan, ismail Avcl, Mine Kiicilk, Eda Tekcan, Ali Alamasl

Mine Kiiglk: Master Stleyman, the forming of these studios which make
up the foundation of the educational mission of the Istanbul Museum of
Graphic Arts was an extraordinary situation for the 1970’s. What was the
contribution of your own education in making this decision, and how was
this entity initiated?

Slleyman Saim Tekcan: We had fundamental training in forming and
managing a studio in addition to instruction on painting, sculpture and
printmaking at the Gazi Education Institute. Ismail and I, as people who
have been part of the same struggle for the span of our friendship of nearly
50 years, have been exposed to and have hosted many people in our roles
as educators.

ismail Avci: Yes, that's the main reason for the development of these
studios. Had it not been for the instruction we had at the teacher training
schools, had this training not matured at the Gazi Education Institute, my
opinion is that these studios would have not come to the level which they
have reached today. The fact that the educational program of the Gazi
Education Institute has matured in different dimensions both educationally
and artistically has had a very lasting effect on us, and we have all learned
to share our knowledge. Stleyman Saim Tekcan showed the most obvious
yield of this training among all of the students.

Our colleagues with backgrounds from the Gazi Education Institute have
also done similar work, and my personal opinion is that this approach is a
testimony to Gazi Education Institute’s maturity and modernity.

Slleyman Saim Tekcan: Very successful and significant artists came to our
studios both at Kadikdy Aralik Sokak, and to Sogutlticesme, where we later
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ilk Atolyeler Kuruluyor...

Yer: istanbul Grafik Sanatlar Miizesi
Katilimcilar: Stleyman Saim Tekcan, ismail Avcl, Mine Kiiclik, Eda Tekcan, Ali Alamasli

Mine Kicik: Sileyman Hocam, istanbul Grafik Sanatlar Miizesi'nin
temelini olusturan egitim misyonu agir basan bu atélyelerin kurulmasi
1970’1 yillar icin siradisi bir durumdu. Bu karari almanizda egitiminizin
katkisi ne oldu ve bu olusum sizin icin nasil basladi?

Slleyman Saim Tekcan: Gazi Egitim Enstitlisti merkezinde resim, heykel
ve baskiya yonelik egitimlerin yani sira bir atélyenin kurulmasi ve yonetimesi
konusunda da temel egitimler aldik. ismail ve ben 50 yila varan arkadasligimiz
sUresinde asagl yukarl ayni seyler icin micadele eden insanlar olarak
ve egitimei kimliklerimizle bircok insanla muhatap olduk ve onlari egitimci
kimligimiz ile agirladik.

ismail Avcr: Evet bu atélyelerin gelismesinin ana sebebi odur. Eger bizim
dgretmen okullarinda aldigimiz egitim olmasaydi, Gazi Egitim Enstitisi’nde
bu egitimimiz olgunlasmasaydi bu atélyelerin bugtn geldigi seviyeye gelme
olasiligr yoktu, kanaatim odur. Gazi E@itim Enstitlisti egitim programinin
egitsel ve sanatsal agidan farkl boyutlarda olgunlasmis olmasi bizler
Uzerinde ¢ok kalici etkiler yapti, hepimiz bilgilerimizi paylasmayi 6grendik.
En belirgin sekilde bunun meyvesini veren 6grencilerin basinda Stleyman
Saim Tekcan vardi. Gazi Egitim Enstittst kokenli baska arkadaglarmiz da
benzer calismalar yapti, bu yaklasim Gazi Egitim Enstittsi’nin ¢ok olgun,
¢ok ¢cagdas olusunun belgesidir, yani kisisel kanaatim budur.

Silleyman Saim Tekcan: Hem Kadikdy Aralk Sokak'taki hem de daha
sonra tasindigimiz Ségutlicesme’deki atdlyemize cok basarill ve dnemli
sanatcilar geldi. Bu sanatcilarin hepsi okulda bir 6grencinin sinifa ilk defa girip

Umit Dogan, lsmail Ava,, Eda Tekcan
Mine Kliglik, Stileyman Saim Tekcan, All Alamasli
IMOGA 2017
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Veysel Ertistiin, Stileyman Saim Tekcan, lsmail Avci
Séglitlicesme 1979

moved. With regard to printmaking in the studio, all of these artists felt like
an unfamiliar student in class for the first time; because all of them had come
here as students.

Ismail Aver: We should also point out that these artists were all older than us.

Slileyman Saim Tekcan: We taught these artist-students technique and we
learned a lot from them. Color, aesthetics, composition, world art... The studio
training here was a mutual give and take.

ismail Aver: The training emphasis of this studio is what brought the artists
together. It's not easy to find another such example. Perhaps it's a bit
pretentious to say that an artist coming from any other background couldn’t
achieve this organization that Stleyman is carrying out, but believe me, it
would be incredibly difficult. The main source
of success is the teacher schools and Gazi
Education Institute.

Slleyman Saim Tekcan: Maybe we can say
the Village Institutes. What we refer to as a
collective culture of give and take, there is no
precedent anywhere else in the world of such
a culture. It’s not possible to see the laying of
the foundation of a museum taking place in
such a studio anywhere in the world. | say this
with complete sincerity.

ismail Avci: In order to underscore the
importance of Gazi Education Institute, I'd like
to emphasize once again that had Stleyman
Saim Tekcan studied not at Gazi Education
Institute but at any other educational facility,
he would certainly not have achieved this
result, I'm saying it with complete conviction.

Suleyman Saim Tekcan: We have to mention sharing once again at this point,
because sharing is a very important cultural structure.  When many of our
friends at the academy said, “Are you a fool? Do your own work and don’t get
involved with these guys, art is something that satisfies someone’s own ego,”
we always countered that sharing was much more important.

Ismail Aver: We still defend that. The consideration of this program in and of
itself is in a sense a means of sharing with future generations. At our age, and
our age is on record, we're in our 70’s, our desire to give something to others,
to show and impart unto others, the thought that different people should
benefit from here, in places where we are constantly present, is the product
of a certain kind of comprehension and outlook. | would also like to add that
Slleyman Saim Tekcan is a talented artist apart from his spirit of sharing; |
should certainly add the fact that he pioneered the establishment of several
faculties, that he was the founding dean at that stage, that he selected the
faculty and personnel, while also pointing out deficiencies at state institutions,
making interventions to have them rectified.
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yabancilik cekmesi gibi atdlyede baskiresim konusunda Oyle yabancilik
hissediyorlardi; clinkU hepsi buraya égrenci olarak gelmisti.

ismail Avcr: Belirtelim ki, bu sanatgilarin hepsi bizden yas olarak biy(ikti.

Slleyman Saim Tekcan: Bu sanat¢i dgrencilere teknik dgrettik ve biz
de onlardan gok sey 6grendik. Rengi, estetigi, kompozisyonu, dinya
sanatini... Karsllikli bir alisveristi buradaki atolye egitimi.

ismail Avcri: Bu atdlyenin egitim agirlikii olusu sanatgilan bir araya
getirmistir. Baska bir drnegi pek kolay olamaz. Bagska bir kaynaktan
gelen herhangi bir sanatgi Suleyman’in yaptigi bu organizasyonu
yapamaz dersek belki cok iddiall olur ama inanin zor yapar. Basarinin ana
kaynag@i 6gretmen okullandir ve Gazi Egitim
Enstittsd’dur.

Slleyman Saim Tekcan: Belki de sadece Koy
Enstitiileri diyebiliriz. Imece kiiltlir(i dedigimiz
boylesine bir kiltlr 6rnegi dinyada yoktur.
Boyle bir atolyede, bir mizenin temellerini
olusturma 6rnegini  dinyada gdérmeniz
mUmkin degil. Bunu tim samimiyetimle
sOylhyorum.

ismail Avcr: Gazi Egitim Enstitlisti’nin
dnemini vurgulamak igin bir kez daha altini
cizmek isterim ki ayni Stleyman Saim
Tekcan, Gazi Egitim Enstitisi’'nde degil
de baska bir egitim kurumunda okusaydi
kesinlikle bu sonuca ulasamazdi, o kadar
kesin soyltyorum.

Sileyman Saim Tekcan: Paylasimdan bu noktada yeniden sézetmemiz
lazim; ¢cUnkU paylasim ¢ok énemli bir kilttr yapisidir. Akademi’de birgok
arkadasin burasi igin, “Ya sen enayimisin? Kendi isini yap birak bu
adamlarla ugrasma, sanat insanin kendi egoizmini tatmin eden bir seydir,”
dedigi zaman biz hep paylasimin cok daha énemli oldugunu savunduk.

Ismail Aver: Hala onu savunuyoruz. Bu programin disinlimesi bile
gelecek kusaklarla bir paylasimdir. Bizim bu yaslarda, yasimiz belli
kayitlarda; yetmislerimizi devirdik, devamli olarak héala bulundugumuz
mekanlarda baskasina bir sey verelim, gosterelim, baska insanlar da
buradan nasibini alsin dustncesi ile gayret etmemiz bir kavrayis ve
anlayisin Grinddur. Sdleyman Saim Tekcan'in bu paylasimei yaklasiminin
disinda yetenekli bir sanatci oldugunu, birkag tane fakultenin kurulusunda
onder olusunu, kurulus asamasinda dekan olusunu, kadrolarin secimini
yapmasini ve devlet kurumlarindaki eksiklikleri gdstererek dizeltmek icin
mudahale ettigini de mutlaka eklemek isterim.

Sinasi Barutcu, Cihat Burak, Sahap Balcioglu
Mealik Aksel, Stileyman Saim Tekcn, Elif Naci
Veysel Ertistiin , Mehmet Kabas, lsmail Avci
Ségdtlicesme 1980
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Stileyman Saim Tekcan, GlindUz Golbn(i
IMOGA 2010

Mine Kicuk: While in the 1970’s there was more oil painting or watercolor
on canvas, how is it that you became curious about printmaking
techniques?

Slleyman Saim Tekcan: | was invited by our master Sinasi Barutcu, who is
now deceased, to establish original printmaking studios at the school which
was known at the time as Ataturk Education Institute. After that point, print
studios developed there. There may have been some previous examples,
but fully equipped studios which were a need in Turkey didn't yet exist at
that time. For example, our studio at Gazi Education Institute, the studio
formed by Mustafa Aslier at Tatbiki and thereafter, for the first time one of
the much better equipped studios was established at the Atattirk Education
Institute as a result of this. During the years when it was formed at the
Atatlrk Education Institute, although our work was geared more towards
students, our teachers also participated in the training. Along with our
teachers, we gained a lot of experience within that period. Many samples
were produced with lithography and silkscreen, and we can even say that
these can be considered the first of their kind in the area of silkscreen in an
artistic dimension. Lithography and etchings were being produced at the
time at Tatbiki Fine Arts, however the work done both on the student and
teaching levels at Atatirk Education Institute were very significant works
which still exist in our current collections. Later, the thought of establishing
a professional studio outside of school brought us to such a point that we
opened our first studio at a location we rented at Aralik Sokak with ismail
Avcl. Although it was a small place, we established our first silkscreen studio
here. However, the economic and academic conditions at the time required
us to move the studio from Arallk Sokak to Ségutlliicesme after a while.

Mine Kiigik: Master Siileyman, many significant names passed through
the studios, isn’t that so?

Slleyman Saim Tekcan: Yes, they did. For example, the first product was
a print made with our master Nurullah Berk. In fact, prior to that, we started
with our master Gundutiz Goléna. The figurative paintings that he produced
at our studio were printed with silkscreen for the first time. We might say
that the valuable prints in our collection today started that way; because
our master Gunduz was actually a graphic arts teacher. Perhaps Nurullah
Berk coming to the studio may have been because of Master Giindiz. Ours
was not only a technical and artistic studio; we carried out some marketing
work in order to sustain it. For example, we would print miniatures and in
that process experienced masters in the field assisted us. In addition, | was
training several of my students in this regard. For example, one of these
students is Yalcin Giimis. After relocating to Ségutlicesme Master ismall
Avcl truly devoted a lot of time and joined us. Not so much in the early
years after the studio was formed, but later Master Veysel Ertstiin from Gazi
Education Institute, who was both ismail Avcr's and my instructor, joined
us. With his participation, the works of etching gained another dimension.
With that work, the number of those both visiting the studio and those
who wanted to come and work at the studio increased. Meanwhile after
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Mine Kiguk: 1970’li yillarda daha ¢ok tuval tizerine yagli boya ya da sulu
boya yapillirken, siz bu baskiresim teknigine nasil merak sardiniz?

Slleyman Saim Tekcan: O zamanki ismi Atatlrk Egitim Enstitist olan o
okula baskiresim atdlyeleri kurmak tzere rahmetli Sinasi Barutcu Hocamizin
davetiyle geldim. Zaten ondan sonra baski atOlyeleri orada gelisti. Daha
once bazi drnekler belki gortlimis olabilir ama Turkiye'de olmasi gerektigi
gibi donanimlii baski atdlyeleri o zamanlar heniiz yoktu. Omegin, bizim
Gazi Egitim Enstitiisi’ndeki atlyemiz, Tatbiki'de Mustafa Aslier'in kurdugu
atélye ve sonrasinda ilk defa cok daha donanimli atélyelerden biri Atatlrk
Egitim Enstitisi’'nde bu sayede kuruldu. Atatirk Egitim Enstitisi’nde
kuruldugu yillarda biz bu atélyelerde calismalar daha gok dgrencilere yonelik
yaplyor olsak da orada gdrevli hocalarmiz da bu calismalara katiyorlardi.
Bu hocalarimizla birlikte bu zaman dilimi igerisinde ¢ok tecribeler edindik.
Litografi ve elek baski ile bircok ¢rnekler yapild, ki bunlara elek baski alaninda
sanatsal boyutta yapilan ilk drnekler diyebiliriz. Litografi, gravir o zaman
Tatbiki GUzel Sanatlar’da yapiliyordu ancak Atatirk Egitim Enstitisi’nde
hem 6grenci diizeyinde hem &gretim Uyesi diizeyinde yapilan calismalar, hala
gunUmuzde ve bizim koleksiyonumuzda mevcut olan dnemli calismalar oldu.
Daha sonra okul disinda profesyonel atélye kuruimasiyla ilgili dtistinceler bizi
dyle bir noktaya getirdi ki ilk atdlyemizi Aralik Sokak’ta ismail Avel ile birlikte
kiraladigimiz bir dilkkanda actik. KigUk bir yer olmakla beraber ilk elek baski
atélyesini bu diikkanda kurduk. Fakat o dénemdeki ekonomik ve akademik
sartlar, atélyenin bir stire sonra Aralik Sokak’tan Ségutlicesme’deki atdlyeye
tasinmasini gerekli hale getirdi.

Mine Kiguk: Sileyman Hocam, atdlyelerden ¢ok 6nemli isimler geldi
gecti, degil mi?

Slleyman Saim Tekcan: Evet, dyle oldu. Mesela ilk calisma Nurullah Berk
Hoca'yla birlikte yapilan bir baskiydi. Hatta ondan éncesinde Glindiiz Golonu
Hoca'yla basladik. Kendisinin atélyemizde yaptigi figlratif resimleri elek baski
ile ilk defa basildi. Bugtn koleksiyonumuzda olan degerli baskilar belki dyle
basladi diyebiliriz; ¢clinkii Gindiz Hoca aslinda baski sanatlar hocasiydi.
Belki Nurullah Berk'in atdlyeye gelmesi Glndlz Hoca sebebiyle olabilir.
Atodlyemiz sadece teknik ve sanatsal calismalar yapan bir atélye degildi onu
yasatmak icin bazi piyasa isleri de yapiyorduk. Mesela minyatdr basiyorduk
ve onlarin yapilmasli sirasinda bu konuda deneyimli ustalarimiz bize yardm
ediyorlardi, ayrica birkag tane 6grencimi bu konuda yetistiriyordum. Mesela
bu 6grencilerden bir tanesi de Yalgin GUmus'tlr. Sogutiligesme’ye gectikten
sonra Ismail Avcl Hocamiz da gergekten ok fazla zaman ayirarak bizimle
beraber oldu. Atélyenin kuruldugu ilk yillar degil ama sonrasinda da aramiza
Gazi Egitim Enstitlisi’nden hem Iismail Aver'nin hem de benim hocam olan
Veysel Ertstin Hoca katildi. Onun katimasi ile gravir dalinda calismalar
daha baska bir boyut kazand. iste o calismalarla birlikte atélyeyi hem ziyaret
edenler hem de atblyeye gelip galismak isteyenlerin sayisi artti. Bu sirada

GUnd(iz Gélénd
Yunus Emre, Elek Baski / Yunus Emre, Screenprint
70x50 cm, 1977

Nurullah Berk
Aycicekleri, Elek Baski/ Sunflowers, Screenprint
70x50 cm, 1977
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Ismail Avei, Sahap Balcioglu, Mehmet Pesen, Elif Naci
Stleyman Saim Tekcan
Camilca 1984

Tekcanlann evinde bir aksam yemedi

A dinner at the house of Tekcan’s

Elif Naci, Selda Balcioglu, Stleyman Saim Tekcan
Zihtd Muridoglu, Kadikéy 1981

a compulsory academic break, | became an instructor at the academy
upon invitation. Most of the masters at the Academy wanted to work with
printmaking techniques at the studio and began to produce using these
techniques.

Mine Kiguk: Did the studios at S6gutliicesme and Aralik Sokak operate
simultaneously? Or did you move to Ségutlicesme after closing the
studio at Aralik Sokak?

Slleyman Saim Tekcan: My students didn't leave the studio at Aralk
Sokak, they produced more commercial works there with graphic arts
techniques. Sogutllicesme became the place where the actual large-scale
artistic work was done. In later years, these works were moved to Camlica
from Sogutllicesme, to the Camlica House of Art which was conceived in an
art house format, where many artists continued to produce intensely. In the
meantime, Ali had just begun working at our studio, where he was learning
technique. From those days on, he joined the works produced at the
studios as a master for nearly 40 years, and it's important to acknowledge
his valuable contribution here.

Mine Kiiglk: Master ismail, what to these studios mean to you?

ismail Aver: The idea of establishing a studio belonged entirely to Stleyman
Saim Tekcan. And he proposed that we work together. We were educated
at the same institution and were working at the same place. \We started for
the first time in 1975 at Aralk Sokak, but the actual artistic development
took place at Ségutllicesme. The works of distinguished artists could only
be viewed at exhibits, and a very limited number of people were able to
purchase them. SUleyman was of the belief that through print techniques
more work should be produced and distributed more broadly throughout
the public. By establishing studios at the Atattrk Education Institute, he had
ensured the impact of print works in a state institution already. | recall all
of the artists whose works appeared in the exhibits as they were working
together, and the way they interacted when they shared meals together, |
hope all of those masters rest peacefully. We had very close relations with
all of them, not just rubbing shoulders but we worked face to face, eye to
eye, but all of this joint work was organized by SlUleyman Saim Tekcan. He
organized it, but there was a convergence of ideas as well.

Mine KucUlk: Beyond producing together, the studios were a place where
art was discussed and shared, were they not?

ismail Avcr: The studios, especially the studio in Ségiitlicesme, beyond
being just a studio where printmaking was done, were in a position of
serving as cultural centers where people would congregate and have
discussions. There, | was most impressed, most drawn to, and had a
meeting of the minds with Sahap Balcioglu. He would come to the studio
very often and was close friends with Elif Naci, and was the elder brother
of Semih Bey. Despite the fact that Sahap Bey was older than us, we had
a very close friendship.
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ben mecburi bir akademik aradan sonra bir davet Uzerine Akademi’de
hoca oldum. Akademi’deki hocalarin cogu baskiresim teknikleri ile atdlyede
calismay! talep ettiler ve bu teknikler ile Gretime basladilar.

Mine Kucik: Ségutlicesme ve Aralik Sokak’taki atdlyeler es zamanli
mi devam etti? Yoksa Arallk Sokak'taki atélye kapandiktan sonra mi
Ségutlicesme’ye gectiniz?

Slileyman Saim Tekcan: Aralik Sokaktaki at6lyeyi 6grencilerim birakmadilar,
orada daha ticari igleri baskiresim teknikleriyle yaptilar. Ségutlicesme asill
blylk capl sanatsal galismalarin yapildigi yer oldu. Daha sonraki yillarda
bu calismalar Ségutlicesme’den Camlica Sanat Evi adiyla bir sanat evi
formati igerisinde kurgulanan Camlica’ya tasindi ve bircok sanatci burada
yogun olarak Uretime devam etti. Bu arada atlyemizde Ali calismaya yeni
baslamisti, teknik 6greniyordu. Kendisi o glnlerden
itibaren 40 yila yaklasan sure¢ igerisinde atdlyelerde
yapllan calismalara usta olarak katildi, kendisinin degerli
emegini de burada belirtmemiz gerekiyor.

Mine Kiiglk: ismail Hocam sizin icin bu atdlyeler ne
ifade ediyor?

ismail Avel: Atélye kurma fikri tamamen Silleyman Saim
Tekcan’'indi. Birlikte galismamizi da o teklif etti. Biz ayni
kurumda egitim aldik ve ayni yerde gérev yapiyorduk.
Ik kez 1975 yilinda Aralik Sokak’ta basladik ama
esas sanatsal gelisme Sogutlligesme’de oldu. Seckin
sanatcllarin eserleri sadece sergilerde gorullyordu, az
sayida insan bunlar satin alabiliyordu. Suleyman baski
teknikleriyle daha fazla Uretilerek sanatin halka daha ¢ok
yayllmasi gerektigini dUstinUyordu. Kendisi zaten Atatlrk
Egitim Enstitlist’'nde atdlyeleri kurarak baskiresmin bir
devlet kurumunda etkinligini saglamisti. Sergide yer alacak sanatcilarin hepsi
beraber calisirken, yemek yerken davranislar gozimun éninden geciyor,
bu hocalarin hepsine rahmet diliyorum. Kendileriyle cok yakin iliskilerimiz
oldu, dirsek temasi degil yUz yize, gdz goze birlikte calisidi ama bu bitin
birlikte calisma organizasyonunu Stleyman Saim Tekcan programliyordu.
Programliyordu ama fikir birligi de vardi.

Mine Kuglk: Atolyeler birlikte calismanin tesinde sanatin konusuldugu,
birlikte paylasildigi bir yerdi, degil mi?

Ismail Avct: Atolyeler, dzellikle Ségitlicesme’deki atdlye, sadece baskiresim
yapllan bir atdlye olmaktan ziyade toplanilan, sohbet edilen kiltir merkezi
konumundaydi. Orada benim en ¢ok etkilendigim, ¢ok yakinlastigim, fikri
yakinlik kurdugum Sahap Balcioglu idi. Kendisi atélyeye ¢cok sik gelirdi, hem
Elif Naci ile dosttu, hem Semih Bey'in agabeysiydi. Sahap Bey bizden yasca
blyUk olmasina ragmen kendisi ile yakin dostlugumuz vardi.

Elif Naci, Stileyman Saim Tekcan
Ségdtlicesme 1981
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Zihtd Mdridoglu
Sbylesi, Elek Baski / Interview, Screenprint
50x70 cm, 1983

Elif Naci
Nattirmort, Elek Baski/ Naturemort, Screenprint
50x70 cm, 1981

Slleyman Saim Tekcan: In addition, Sahap Balcioglu was a good author,
and he wrote about the studio. When ismail shared his recollection, | was
reminded once again, that place was a Turkish Art platform.

Ismail Aver: It was a very important meeting point. There was a pastry shop
across from the studio run by a family from Kastamonu, | recall that when
Cihat (Burak) Bey was working he would have bitter ayran brought over from
the pastry shop. | remember his free behavior, chatting with his fans, while
Ali and | completed our compositions while taking part in their conversation
every once in a while.

Slleyman Saim Tekcan: What should Turkish Painting be was the issue that
was most debated. Masters Elif Naci, Nurullah Berk, former masters from
the Academy, the D Group, the Yeniler Group...When they got together
they would tease each other saying, “you’ve taken over the Museum”. Avni
Arbas, Erol Akyavas, Burhan Uygur, Turhan Selcuk and Cihat Burak later
joined the discourse over what Turkish Painting should be. The issue of
painting associated with Turkish culture was also discussed. For example,
the brick wall paintings in Erol Akyavas’s art and his references to Islamic
Art, his use of calligraphic items, which we see later in Dogancay works as
well; we can say that the debates on an academic level which took place in
this studio had an impact on the art of painting. The emergence of Turkish
Painting, its gaining of character, names like Bedri Rahmi-Eren Eylbogiu
being influenced by Turkish culture were among the things discussed at the
studio. Elif Naci’'s opinions in this regard were very significant; we remember
him saying “l don’t use calligraphy, somehow it can’t find its place in
painting, somehow painting and calligraphy can’t meet.” We can say that
the influence of Anatolian culture and civilization reflecting on my paintings
as well as the paintings of Erol Akyavas, Ergin inan and those of many other
artists is a result of the conversations at the studio. The biggest factor in this
was Master Veysel producing paintings and etchings inspired by Hittite Art.

ismail Avcr: The conversations at the studio in Ségitlicesme became
constant. Sometimes artists would come on their own, and sometimes
Slleyman would organize their visits. For example, | recall one day. The long
and narrow studio wouldn’t get warm enough, we were trying to warm up
with a diesel oil stove. While Master Veysel, Ali and | were working, Mahmut
Cuda, Elif Naci, Mehmet Kabas who was one of the founders and owner at
the time of Urart Art Gallery and his director Glilnar Hanim came; it was a
good conversation.

Sileyman Saim Tekcan: And let’s not forget, Master Sinasi Barutgu would
stop by the studio very often, and he was a master who was quite respected
by the artists at the studio. Master Sinasi was one of the founding masters
of Turkish photographic art, and he was an instructor at Tatbiki and Gazi.

Ismail Aver: Two names whom Atattirk sent abroad to get their art education
during the period of the Republic in 1926 would come there. One was Sinasi
Barutcu and the other was Malik Aksel. The other artists were younger than
these two masters. At the same time, Mahmut Cuda and various gallery
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Slleyman Saim Tekcan: Ayrica Sahap Balcioglu iyi bir yazardi ve atélyeyle
ilgili yazilar yazardi. ismail hatirlatinca benim de yine aklima geldi, oras bir
Tdrk Sanati platformuydu.

ismail Avcr: Cok dnemli bir bulusma noktasiydi. Ségitlicesme’deki
atdlyenin karsisinda bir pastane vardi “Kastamonulu”. Cihat (Burak)
Bey'in calisirken pastaneden eksi ayran getirtmesini hatirliyorum. Onun
dzglrce davranislarini, sevenleriyle beraber sohbet ederken bizim Ali ile
kompozisyonlarini bitirdigimizi ve arada onlarin sohbetine katildigimizi
hatirliyorum.

Slileyman Saim Tekcan: Turk Resmi ne olmalidir konusu en fazla tartisilan
konuydu. Elif Naci, Nurullah Berk hocalar, Akademi’nin eski hocalari, yani D
Grubu, Yeniler Grubu... Bir araya geldikleri zaman birbirlerine satasiyorlardi,
“Muzeyi siz ele gegirdiniz” diye. Turk Sanati ne olmalidir konusunda yapilan
konusmalara daha sonralar Avni Arbas, Erol Akyavas, Burhan Uygur, Turhan
Selguk, Cihat Burak da katildi. Tdrk kultdrd ile iliskilendirilen resim Uzerine
de konusuldu. Oregin Erol Akyavas'in resimlerindeki tugla gérsellerinin
Islam Sanat’'na géndermeleri ve kaligrafik 6geleri kullanimasi ki daha
sonra bunu Dogancay’da da goriyoruz, bu atélyede yapilan akademik
dUzeydeki tartismalarin baslicalariydi. Turk Resmi’nin olusmasi, karakter
kazanmasi, Bedri Rahmi-Eren Eyuboglu gibi isimlerin Turk kalturinden
esinlenmis olmalari atdlyede konusulan seylerdi. Elif Naci’nin bu konudaki
dustnceleri cok 6nemliydi; “Ben kaligrafiyi kullaniyorum, bir tarl resmin
icinde yerini bulmuyor, bir tirll resim ve kaligrafi bulusamiyor,” deyisini
hatirliyoruz. Erol Akyavas, Ergin inan, ben ve bircok sanatginin Anadolu
KUltrG ve uygarligindan esintilerin resimlerine aksetmesinde atélyedeki
sohbetlerin tesiri oldugunu sdyleyebiliiz. Bunda en buyik etken Veysel
Hoca’nin Hitit Sanati’'ndan esinlenen resimler ve gravirler yapmasiydi.

ismail Avcr: Sogutllicesme’de sohbetler stirekli olmaya basladi. Bazen
sanatcllar kendileri geliyordu bazen Slleyman onlarin gelisini organize
ediyordu. Mesela bir guind hatiriyorum. Dar uzun atélye isinmiyordu bir
tarll, mazotlu bir soba ile 1Isinmaya calisiyorduk. Veysel Hoca, ben ve Ali
calisirken, Mahmut Cuda, Elif Naci, Urart Sanat Galerisi'nin o zamanki
kurucularindan Mehmet Kabas ve yéneticisi Gllnar Hanim geldi, guzel bir
sohbet olmustu.

Slleyman Saim Tekcan: Bu arada unutmayalm Sinasi Barutcu Hocamiz
¢ok sik atélyeye ugruyordu ve kendisi atdlyede calisan sanatgilarn gok
saygl duydugu bir hocaydi. Sinasi Hoca Turk fotograf sanatinin kurucu
hocalarindan biriydi, Tatbiki’de ve Gazi’de hocalik yapiyordu.

ismail Avcr: 1926'da Cumhuriyet ddnemiyle beraber Atatlirk’tin sanat
egitimi icin yurtdisina gonderdigi iki isim geliyordu oraya. Biri Sinasi Barutcu
biri de Malik Aksel. Diger sanatcilar bu iki hocamizdan gencti. Bu arada
Mahmut Cuda ve cesitli galericiler de atélyeye geliyordu, bunu da &ézellikle

Elif Naci, Stileyman Saim Tekcan, Z(ihtt Mridoglu
Ségitlicesme, 1982

Avni Arbas, Ismail Avel, Mehmet Kabas
Stileyman Saim Tekcan, Melis Tuncay, Elif Naci
Sbgitlicesme, 1981
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Nedim Glinsur, Stileyman Saim Tekcan
Séditlicesme, 1983

Avni Arbas, Elif Naci
Ségditlicesme, 1981

owners also came to the studio, and | want to point this out especially
to demonstrate that the studio had an impact on the art environment in
Istanbul. Our dialogue with the owner of Urart Art Gallery, Mehmet Kabas,
had developed very well. He would come to the studio and exhibit pieces
produced at the studio in his gallery. We had a friend who is now deceased,
Zeki Cakaloz, who was an art history teacher and painter. He would come
very often as well and write about the studio.

Slleyman Saim Tekcan: Urart Art Gallery sponsored us as well. Because
they purchased many of the pieces produced at the studio, our artists were
materially comfortable. For example, with the money he earned from the
works he sold, Zihtt Miridoglu was able to have bronze sculptures cast to
an extent that he wouldn’t have otherwise been able to in a lifetime.

Ismail Aver: That is to say that the studio, beyond being a place where just
printmaking was produced, became a place which contributed to the artistic
community.

Mine Kuiguk: Meanwhile silkscreen, lithography, etching, but mostly
silkscreen was being produced at the studio?

ismail Avcr: Yes, silkscreen was dominant. While working on etching,
Slleyman’s and my now deceased master, Master Veysel, both encouraged
us with his warmth and was imparting a habit of work discipline upon the
other artists. Despite his age, he was always working, may he rest in
divine light. Due to his not monotonous but stable work discipline, I'm of
the opinion that he made a significant contribution to the development of
the studio.

Mine Kiguk: | think art writer Hamit Kinaytiirk was often your guest?

Ismail Aver: Sahap Balcioglu established relations with the press in the first
degree. Hamit Kinayturk visited every 15 days or so, if not every week. He
would write both about the artists and about the studio.

Slleyman Saim Tekcan: Many pieces were written about the studio.
Hamit Bey's magazine, Sanat Cevresi [Art Scene], was one which took
on the important works in Turkish Art in that period. That magazine made
an important contribution not only to painting and sculpture, but also to
the introduction of original printmaking. As, in those years, in Europe,
printmaking was an artistic product which the middle class, the cultured
classes were able to purchase. In Turkey, many people had the opportunity
to own the works of famous artists for the first time, as a result of the
products of this studio.

ismail Avcr: Ali would assist some artists technically when they produced
prints. We of course always took part. | remember for example the first
pieces of the deceased Mehmet Pesen and Avni Arbas produced at the
studio. They didn’t even have the courage to start.

Slleyman Saim Tekcan: Artists thought, if we take an oil painting to the
studio an original print will be created from it, but they understood that this
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atdlyenin Istanbul sanat ortamina etki yaptigini belirtmek icin séylemek
istiyorum. Urart Sanat Galerisi sahibi Mehmet Kabas ile diyalogumuz ¢ok
saglikl gelismisti. Kendisi atolyeye geliyor, atdlyede Uretilen sanat eserlerini
galerisinde sergiliyordu. Rahmetli Zeki Cakaloz diye bir dostumuz vardi,
kendisi sanat tarihi hocasi bir ressamdi. O da ¢ok sik geliyordu atélyeye ve
hakkinda yazilar yaziyordu.

Slileyman Saim Tekcan: Urart Sanat Galerisi bize sponsorluk da yapiyordu.
Atblyedeki calismalarin bircogunu satin aldigi icin sanatcilarimiz maddi olarak
rahatliyordu. Ornegin, Z{iht(i Miridoglu sattigi eserlerden kazandigi paralarla
hayatinda yaptiramayacagi sayida bronz heykel doktmleri yaptirdl.

ismail Avcr: Yani atélye sadece baskiresim resim yapilan bir mekan olma
durumundan ziyade sanat camiasina katkisi olan bir olusum haline geldi.

Mine Kiclk: Bu sirada atélyede elek baski, litografi, gravir ama agirlikl
elek baski mi yapiliyordu?

ismail Avcr: Evet, elek baski baskindi. Graviir yaparken
Slleyman’la ikimizin hocas rahmetli Veysel Hocamizin
sevecen davranisi hem bizi yureklendiriyordu hem de
diger sanatcilara bir is disiplini aliskanligi veriyordu. O |
yasina ragmen devamli calisiyordu, nur iginde yatsin.
Monoton degil ama c¢ok istikrarl calisma disiplini
sayesinde atdlyenin gelismesinde dnemli katkisi oldugu
kanaatindeyim.

Mine Kiglk: Saniyorum sanat yazarn Hamit Kinaytirk
sikga misafiriniz oluyordu?

ismail Avci: Basinla iliskiyi birinci derecede Sahap
Balcioglu kuruyordu. Hamit Kinaytirk ise her hafta
gelmese de 15 giinde bir geliyordu. Hem sanatcilarla ilgili
hem atdlyeyle ilgili yazilar yaziyordu.

Slleyman Saim Tekcan: Birgok yazilar yazidi atélye ile ilgili. Hamit Bey’in
dergisi, Sanat Cevresi, 0 dénemde Turk Sanat’'nin énemli islerini yUklenen
bir dergiydi. Sadece resim, heykel degil 6zgin baski resmin tantimasinda
0 derginin 6nemli katkisi oldu. Zira o yillarda Avrupa’da baskiresim genellikle
orta sinifin, Kaltrld siniflarin satin alabildigi sanatsal bir Grindd. Turkiye'de
bircok insan ilk kez bu atblyenin Uretimiyle, Unll sanatcilarin islerine sahip
olma imkanina kavustu.

Ismail Avcr: Bazi sanatclann baskiresim yapmasina Ali teknik anlamda
yardime! oluyordu. Bizim strekli katkimiz oluyordu tabii. Rahmetli Mehmet
Pesen’in ve Avni Arbas’in atdlyedeki ilk calismalarini hatirlyorum mesela.
Cesaret bile edemiyorlardi baglamaya.

Slileyman Saim Tekcan: Sanatcilar zannediyordu ki, atélyeye biz resmimizi
alir goturirsek orada baskiresim yapilacak ama isin Oyle olmadigini anladilar.

Stileyman Saim Tekcan, lsmail Avi, Al Alamasth
Gl Derman, Veysel Eristtin
Séditlicesme, 1983
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Mehmet Pesen
Kurbagaldere, Elek Baski/ Kurbagalidere, Screenprint
70x50 cm, 1982

|

Cihat Burak
Elek Baski / Screenprint, 70x50 cm, 1981
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was not how it works. For example, when Neset Glnal brought one of his
canvasses and said, “can you make reproductions of this for me?” we told
him that’s not how it is. Our method here is this: artists draw on the foil or
metal before them in an appropriate manner and prepare their own plate,
we provide support and technical services for the print. All of the prints
made in that period are works which were produced from their hand made
drawings, with their own color. We would remove the plate and they would
produce the color. When the work began to emerge and prints were made
with the first color to, up to the fifteenth color, | can’t begin to express to you
the excitement of the artists with the application of each color. When the
print was finished, they would sigh in relief. In fact, many of them began to
experience an aesthetic satisfaction they were unable to derive even from
canvas. Mehmet Pesen was an artist who worked with great pace and
tempo; he would experience a different exhilaration with the application of
each color. The excitement of the other artists was no less than Mehmet's.

Mine Kucuk: Ali Bey, you were also one of the closest witnesses to this
excitement, right?

Ali Alamasli: Yes, that’s true. For me, those were very exciting, very
productive years.

Ismail Avcr: Over the years, Ali became an expert in this field.

Slleyman Saim Tekcan: Ali is one of those who witnessed the period from
the foundation of the studios through today. Many artists worked with Ali
for the application process.

Ismail Aver: Because there are intermediate stages in the phase of transfer
to paper, artists weren’t able to imagine the result. They would either draw
or paint, because that's what they were accustomed to doing on canvas.
When the silkscreen was multicolored, especially, its color cohesion would
necessitate being printed in several layers. Ali would assist them in the
technical application process from start to finish. After the decision was
made about trial prints, the number determined to be printed would be
produced. In general, for each edition, 50 prints were made and signed by
the artists.

Slleyman Saim Tekcan: Here, there is a period of Ali's ascent from
apprenticeship to the level of expert. Umit was present as well for the
application process of many of the artists who are now deceased. How
many years has it been since you've been working with us, Ali?

Ali Alamasli: It's been at least 40 years, Master. Umit has been with us for
20 years.

Sulleyman Saim Tekcan: Was Cihat Burak the first artist you made a print with?

Ali Alamasli: Yes, the first was Cihat Burak. In fact, we printed 100 black
and whites.

Mine Kiguk: Was it always easy to work with artists?

Slleyman Saim Tekcan: Of course, it wasn't always that easy. Gul Derman
was an artist who knew prints, an artist who printed lithography in Salzburg
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Mesela Neset Gunal bir tuvalini getirip “Bundan bana c¢ogaltir misiniz?”
dediginde igleyisin Oyle olmadigini sdyledik. Bizim buradaki usulimiz sdyle;
sanatcilar uygun sekilde énline koyulan folyoyu veya metali giziyor, kendi
kalibini haziriyordu, sonra biz baskiya destek ve teknik hizmet veriyorduk.
Yapilan tim o dénemin baskilan, sanatgilarin kendi €li ile ¢izdidi, her rengini
kendilerinin yaptigi islerdir. Biz kaliplarini ¢ekiyorduk onlar yine renklerini
olusturuyorlardi. Is clkmaya baslayinca birinci renkten 15. renge kadar baskilar
yapilirken sanatcilarin her renk koyuldugundaki heyecanlar tarif edilemezdi.
En son baskiresim bittiginde “ooh” diyorlardi. Hatta bircogu tuvallerinde bile
elde edemedigi estetik zevKkleri elde ediyorlardi. Mehmet Pesen muhtesem
bir hiz ve tempoda calisan bir sanatciyd, her renk koyuldugunda baska bir
heyecan yasiyordu. Diger sanatgilarin heyecani da Mehmet'den daha az
degildi.

Mine Kuguk: Ali Bey siz de bu heyecanin en yakin taniklarindan birisiniz,
degil mi?

Ali Alamasli: Evet, dyle. Benim igin ¢ok heyecan verici,
verimli yillard.

ismail Avcr: Ali yillar icinde bu iste cok uzmanlagti.

Slleyman Saim Tekcan: Ali atdlyelerin kurulusundan
gunumuze kadar yasayan sahitlerinden biridir. Birgok
sanatcl ile Ali bir arada uygulamada bulundu.

ismail Avcr: Sanatglar kagida aktans safhasinda ara
kademeler oldugu icin sonunu hayal edemiyorlardi. Ya
giziyor ya boyuyorlard, tuval (zerinde 6yle alismiglardi g
cunkii. Ozellikle elek baski cok renkli olunca birkag
kademe oluyordu onlarin renk uyumu, farkll kademelerde
basiimalari gerekiyordu. Ali onlara teknik uygulamada
basindan sonuna kadar yardm ediyordu. Prova baskilari,
karar verildikten sonra kag tane Uretilecekse o kadar Uretilirdi. Genelde her
baskiresimden 50 tirgj alinir ve sonra sanatci tarafindan imzalaniral.

Slleyman Saim Tekcan: Burada Ali'nin ¢irakliktan ustaliga yikseldigi bir
streg var. Yine yasamayan sanatcilardan birgogunun baski uygulamalarinda
Umit de bulundu.Kag yil oldu Ali bizle galisali?

Ali Alamasli: En az 40 yil oluyor hocam. Umit de 20 yidir bizimle galisiyor.
Stileyman Saim Tekcan: ilk olarak Cihat Burak’la mi baski yapmistiniz?
Ali Alamasli: Evet, ilk Cihat Burak't. Hatta 100 tane siyah beyaz basmistik.
Mine Kiiglk: Sanatcilarla calismak her zaman kolay oldu mu?

Slileyman Saim Tekcan: Her zaman pek kolay olmuyordu tabii. Gl Derman
baskiyl bilen, Salzburg'da litografi basan bir sanat¢lydi onun icin bize daha
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Stileyman Saim Tekcan, Veysel Ertistin, GQI Derman
Ali Alamasl, Ismail Avci
Camica, 1985

and therefore she was able to adapt to us in an easier way, but many
artists had their first encounter with printmaking through us. Although we
came across difficulties from time to time, the point we are at today, the
works which comprise one of the most significant printmaking museums
in the world were initiated in those days.

Mine Kiiclik: Master Siileyman, will you please describe a bit more the
contributions of Master Veysel?

Slleyman Saim Tekcan: Master Veysel was one of our chief pillars at
the Gazi Education Institute. He was an instructor with a work discipline.
Among the things we learned from him were how to use our hands skillfully,
personal relations, or how to expose the result of a work of art. After he
retired, | visited him as he was leading a bit of a withdrawn life on his own
in Istanbul. | said, “Master, | need you, you shall come to us and continue
teaching.” Because he was managing an etching studio established in
Ankara by an American artist named Lingerin, and in fact, because he
was one of the masters who supported the artist, he truly knew etching
techniques very well. During that time, while artists like Orhan Peker, Bedri
Rahmi, Mustafa Pilevneli and Guindiz Géléni would go to that studio and
get lessons from that American artist, Master Veysel was once again the
regular fixture of that studio. Master Veysel was the person who added
dimension to etching at our studio; he became the person who imparted
the most detailed techniques of drypoint, aquatint, mezzotint, then etching
techniques which we call glossing, upon the artists at our studio. Most
importantly, at our studio, he produced the most etchings possible in his
lifetime. It can be said that the etchings he made are premier examples of
Turkish etching today. Despite being very distinguished, he is one of the
artists who unfortunately wasn'’t broadly publicized.

Ismail Avct: There were also other reasons why Master Veysel was invited.
Both to ensure his contribution to the studio, and to alleviate his loneliness.
He was an introverted and very humble person. He lived in Ankara. \When
he came to Istanbul he joined us as a teacher, and his contribution cannot
be denied, but our being beside him was a source of motivation for him
as well. We encouraged him to produce more. He would not have been
able to produce enough in a small studio he established in his own home.
While producing in the studio he was a pioneer for us as well, and | think
he ensured that the studio took on an additional character through him.

Mine Kiic¢lk: While there was such a productive setting in S6gutllicesme,
why did you decide to move to Gamlica?

Slleyman Saim Tekcan: Sogutlicesme was actually a place where we
worked with many artists for a long time, and it was easily accessible.
Because we were tenants there we began to encounter some difficulties,
for example the rent was increased. So, we felt it was time to buy our own
place. We bought the land in Camlica.
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kolay uyum sagliyordu ama bircok sanatgi baski sanati ile ilk defa bizle
tanistl. Arada bazi zorluklar yasanmis olsa da bugdn artik geldigimiz
noktada dunyanin 6nemli baskiresim muzelerinden birini olusturan
calismalar iste o gunlerde bagladi.

Mine Kiiclk: Siileyman Hocam, Veysel Hoca’nin katkilarindan biraz
daha bahseder misiniz?

Stleyman Saim Tekcan: Veysel Hoca bizim Gazi Egitim Enstitisd’nin
temel direklerinden biriydi. Is terbiyesi olan bir hocaydi. Biz ondan el
becerisini, insan iligkilerini veya bir eserin sonucunun nasil meydana
cikarlacagini égrendik.Emekli olduktan sonra Istanbul’a geldiginde
cekimser bir sekilde kendi hayatini yasarken ziyaretine gittim ben. “Hoca
sana ihtiyacim var, bize geleceksin ve hocaliga devam edeceksin,”
dedim. Lingerin diye Amerikall bir sanat¢inin Ankara’da kurdugu bir
gravlr atdlyesini yoneten, hatta ona destek veren hocalardan biri
olmasindan &turl gravir tekniklerini gercekten iyi bilen bir hocaydi. O
dénemde Orhan Pekerler, Bedri Rahmiler, Mustafa Pilevneliler, Glindiiz
Gulonuler de o atdlyeye gidip o Amerikall sanatcidan ders alirken, o
atolyenin demirbasi yine Veysel Hoca'ydi. Veysel Hoca gravirl bizim
atblyede boyutlandiran kisi oldu; tekniklerin en ince teferruatina kadar
kuru kazi, aquatint, mezzotint, ondan sonra parlatma dedigimiz gravir
tekniklerini bizim at6lyede sanatgilarla paylasan kisi oldu. En énemlisi
de kendisi hayatinda yapabilecegi en ¢cok sayida gravirl bizim atélyede
yaptl. Onun yaptidr gravirler bugin Tark gravirindeki iyi érneklerdir
diyebiliriz. Kendisi ¢cok degerli oldugu halde maalesef pek taninmayan
sanatcilardan biridir.

ismail Avcr: Veysel Hoca’nin davet edilmesinde baska sebeplerde vardi.
Hem atdlyeye katkisini saglamak hem de onun yalnizligini gidermek.
Kendisi ice donuk cok mdtevazl bir insandi. Ankara’da yasiyordu.
Istanbul’a gelince bizim aramiza hoca olarak geldi, 6gretici olarak katkis|
inkar edilemez fakat bizim onun yaninda olmamiz da ona motivasyon
oldu. Onun daha ¢ok Uretmesine destek olduk. Kendi evinde kendi
kuracagl ufak bir atélyede yeteri kadar Uretemezdi. Atdlyede Uretim
yaparken bize de dnderlik etti. Atolyeye ekstradan kimlik kazandirdi
diye dusundyorum.

Mine Kigik: Ségutlicesme’de bu kadar verimli bir ortam varken
neden Camlica’ya tasinmaya karar verdiniz?

Sileyman Saim Tekcan: Sogutlicesme aslinda uzun slre birgok
sanatcl ile calistigimiz ulasiimasi kolay da bir yerdi. Orada kirada
oturdugumuz icin bazi zorluklar olusmaya basladi, mesela kira artirimi
s6z konusu oldu. Biz de artik kendi yerimizi almak zorunda hissettik.
Camlica’daki araziyi aldik.

Gl Derman
[stanbul, Elek Baski / Istanbul, Screenprint
70x50 cm, 1990
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A Studio is Established in Camlica...

Place: Camlica Stleyman Saim Tekcan’s home
Participants: Stleyman Saim Tekcan, Emel Tekcan, Eda Tekcan, Feriha BlyUkinal,
Mine Kiiguk

Mine Kuclk: How did the move from Ségutllicesme to Camlica take
place? Can you give us the details of the purchase of land in Camlica and
the formation of the studio, master?

Slleyman Saim Tekcan: First, we looked at many properties with Emel
Hanim. Ultimately, we found land in Camlica and embarked on the journey
with the thought that a house of art could be built there. After we bought
the land, we determined that there was another plot of land on the edge of
ours. We purchased that as well and combined the two lots. With the joining
of the land we created a project upon which the Camlica House of Art could
be built. One day | brought Cihat Burak to this property, it was completely
green and there were no houses on it. Cihat sat on the land and looked to
his right, then looked to his left, and we talked about the beauty of nature
here. Six months passed and one day | said, “Cihat abi, start drafting our
project.” Afterwards we got together once again and came to Camlica. He
said to me, “Bring me some butcher’s paper so | can get a draft going.” At
the time, butcher paper was used to draw projects. | think that Cihat Burak
drafted the Camlica House of Art project on that day. And Erkan Glngoéren
who was an instructor at the Academy edited the draft into a presentation
for the municipality. The Camlica House of Art was an exemplary project in
Turkey; it's quite significant that it was an art house project and that Cihat
Burak put his signature on it.

Feriha BlyUkunal: I'd like to intervene with your permission, because I'm
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Camlica’da Atélye Kuruluyor...
Yer: Camlica SUleyman Saim Tekcan'in evi

Katilimcilar; Stleyman Saim Tekcan, Emel Tekcan, Eda Tekcan, Feriha Blylkinal,
Mine Kicuk

Mine Kigik: Ségitlicesme’den Camlica’ya taginmaniz nasil oldu? Su
Camlica’da arazi alma isini, atdlyenin kurulusunu detayli anlatir misiniz
hocam?

Siileyman Saim Tekcan: ik 6nce Emel Hanim'la birgok araziye baktk. En
sonunda Camlica’da bir arsa bulduk, burada bir sanat evi olabilir dlistincesiyle
yola ciktik. Arsayl satin aldiktan sonra bu arsanin ucunda baska bir arsa
oldugunu gordilk. Onu da satin alarak iki arsay! birlestirdik. iste bu ki arsanin
birlesiminden Camlica Sanat Evi'ni yapabilecegimiz bir proje olusturduk. Bir
gun Cihat Burak’i aldm geldim bu arsaya, yemyesil bir arazi 6nde higbir ev
yok. Cihat oturdu arsanin icerisine saga bakti sola bakt, arada buradaki
guzel dogadan konustuk. Aradan alti ay gecti, bir giin,“Cihat abi artik bizim
projeyi ¢iz” dedim. Bunun Uzerine bir giin tekrar beraber Camiica’ya geldik.
Bana, “Su kasap ké&gitlarindan bana biraz getir karalayayim,” dedi. Kasap
kagitlan o zaman proje ¢izmek icin kullanilirdi. Cihat Burak Gamlica Sanat
Evinin projesini bence o gun ¢izdi. Projenin belediyeye sunum haline
gelmesini de Akademi’de hoca olan Erkan Glngéren yapti. Camlica Sanat
Evi Turkiye’de 6rnek bir projeydi, sanat evi projesiydi ve bu projenin de
imzasini Cihat Burak’in atmasi gok énemli bir sey.

Feriha Buyukinal: Merak ettigim icin araya girmek istiyorum izninizle.
CGamlica Sanat Evi kuruldu ve ben geldigim zaman asagida elek baski
atdlyesi, yukarda da gravir atdlyemiz vardi ve bu atdlyedeki teknik

Camica Sanat Evi Acilis
Camica House of Art Opening, 1984

Camica Sanat Evi/ Camiica House of Art , 1984
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ELif Naci, Stileyman Saim Tekcan
Elif Naci’nin Evi / House of Elif Naci
Kadikéy 1981

Cihat Burak, Emel Tekcan, Ali Alamasli
Camiica 1985

curious. The Camlica House of Art was established and when | came, we
had a silkscreen studio downstairs and an etching studio upstairs and the
technical equipment at this studio was more valuable than those which
were available at any educational institution. Stleyman, from where did you
procure the equipment and how did you bring them here, can you tell us?

Sileyman Saim Tekcan: During those times bringing machinery to Turkey
from abroad was prohibited. At the same time, it wasn’t possible for us to
find them in the appropriate lengths needed for the technique. When Emel
Hanim and | travelled abroad we would bring back suitcases filled with paint.
In fact, on a trip back from Munich once, the trunk of the car was filled only
with HahnemUhle paper and paint.

Feriha BliyUkunal: What about the machines, how were they procured?

Siuleyman Saim Tekcan: We made the printmaking machines here
ourselves. Upon this, many people wanted these machines and | had up to
ten or so machines made for these requests.

Feriha BiyUkinal: Those machines were quite industrial, we would turn
huge wheels with a gear using manpower.

Slleyman Saim Tekcan: There was a sample machine at the faculty, first we
took photographs of that machine and took them to a few machine shops.
The machine shops created models for us based on measurements from
the photos and drawings, and the first machines were created that way.

Feriha Buyukunal: In the meantime, you were travelling overseas and visiting
the etching/silkscreen studios, as well as producing there. Was the technical
apparatus you saw there and the ones you provided to us the same?

Stleyman Saim Tekcan: | examined German, French and Japanese
printmaking machines. The Japanese were the most sophisticated of all
those that we had seen. | took samples from the printmaking machines
they were selling in Europe. With the experience of the visits that | made to
the printmaking studios in Europe and the notes that | took during my work
at the Academy and private studios, | prepared a project for the National
Education Ministry for the establishment of printmaking studios at Fine Arts
High Schools and Education Faculties in Turkey.

Feriha Blyukdnal: | know these initiatives were very important for you.

Slleyman Saim Tekcan: With these projects, we initiated many etching and
lithography studios in many places. Meanwhile, there was a printmaking
machine which | had brought over from Germany during my years at the
academy, and we imported that as an example. The fact that there are
nearly 100 printmaking machines in Turkey today are a result of the work
we did back then.

Mine Kiclk: Master, let’s continue then with the more technical subjects
in our discussion. You have a technique which is cited with your own
name: the “Tekcan Technique”. Can you discuss this as well?

Slleyman Saim Tekcan: | can describe the Tekcan Technique in the following
way: Silkscreen is a technique which | had worked on for a long time, and for
that reason, | studied many places in the world where silkscreen is produced.
With a stencilling technique we learned from a French silkscreening book,
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donanim hicbir egitim kurumunda olmayacak kiymetteydi. Stleyman sen
onlari nereden tedarik edip, nasil bulup buraya kurdun, anlatir misin?

Slleyman Saim Tekcan: Turkiye'ye o zamanlar disaridan makine getirmek
yasaktl. Ayni sekilde teknige uygun boyalari da bulmamiz midmkin
olmuyordu. Emel Hanm’la yurtdisina gittigimizde bavullar dolusu boya
alip geliyorduk. Hatta bir keresinde Munih’ten gelirken arabanin arkas! sirf
Hahnemihle kagit ve boya doluydu.

Feriha Blyukinal: Peki ya makineler nasil temin edildi?

Slleyman Saim Tekcan: Baski makinelerini biz kendimiz burada yaptik.
Bunun Uzerine bircok kisi bu makinelerden istedi ve isteyenlere neredeyse
on kadar makine yaptirdim.

Feriha Blyikunal: O makineler bayagi bir sanayi isiydi, kocaman cark
seklinde kolu geviriyorduk insan gucu ile.

Slleyman Saim Tekcan: Fakultede drnek bir makine vardi, énce o drnek
makineden fotograflar cektik, birka¢ tane tornaciya gétirdik. Tornacilar
cekilen fotograflardan yapilan dlgimlerden, cizimlerden bize modeller
olusturdu ve ilk makineler dyle yapildi.

Feriha Blytkinal: Sen bu arada yurtdisina da gidip gravir/elek baski
atélyelerini geziyordun, hatta orada Uretiyordun da. Orada gérdigun teknik
donanimla senin burada bize sundugun teknik donanim ayni miydi?

Sileyman Saim Tekcan: Alman, Fransiz ve Japon baski makinelerini
inceledim. Japonlar bu konuda tim gdrdiklerimizden daha gelismisti.
Onlarin Avrupa’da satilan baski makinelerinden ornekler aldm. Benim
Avrupa’daki baskiresim atélyelerine yaptigim ziyaretler, Akademi ve 6zel
atolyelerde yaptigim calismalarda aldigim notlar Uzerine, Trkiye'de Guzel
Sanatlar Liseleri ve Egitim Fakulteleri’ndeki baski resim atélyelerinin
kurulmasi icin Milli Egitim Bakanligi'na proje hazirladim.

Feriha Buyukdnal: Biliyorum bu girisimler senin igin ¢cok énemliydi.

Slleyman Saim Tekcan: Bu projelerle birlikte bircok yerde gravir ve
litografi atOlyeleri baslatmis olduk. Bu arada yine Akademi’de oldugum
ylllarda Almanya’dan getirdigim bir baski makinesi vardi onu 6rnek olarak
ithal ettik. BugUn Turkiye'de neredeyse 100 tane baski makinesinin olmasi
0 zamanlar yapti@miz galismalarin sonucudur.

Mine Kiglk: Hocam o halde biraz daha teknik konulardan bahsetmeye
devam edelim. Kendi adinizla anilan bir tekniginiz var: “Tekcan Teknigi”
Onu da biraz anlatir misiniz?

Slleyman Saim Tekcan: Tekcan Teknigi'ni sdyle anlatabiliim, elek baski
benim Uzerinde cok calistigim bir teknikti ve bu sebeple diinyada elek baski
yapan birgok yeri inceledim. 1960’lardan itibaren en basit elek baski teknigi

[smail Avci, Tahir Salahov, Stleyman Saim Tekcan
Boris Ugarov, Emel Tekcan, Gul Derman

Veysel Ertistiin

Camiica 1985
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Stileyman Saim Tekcan, Adnan Turani, Elvan Tekcan
Camiica 1999

Eda Tekcan, Hamit Kinaytlrk, Elvan Tekcan
Camiica 2000

Eda Tekcan, Adnan Turani
IMOGA 2014

which was from the 1960’s onward one of the simplest silkscreen techniques
used, and with that technical knowledge, for the first time we had printed
cards of Trabzon folklore. At that time, even at the Gazi Education Institute,
these techniques weren’t being used in many places. With a single plate,
it was a technique that had a separate plate prepared for each color and
the product would be created with the colors being printed one by one. |
always thought of what | could do differently. | had five machines made and
in the plate upon each machine | placed mostly different colored transparent
paints. | thought that rather than mixing the paint in a jar to achieve a middle
tone, | could achieve the middle tone by bringing the prints together one on
top of the other and | did this successfully during the print stage. What we
refer to as the wet print technique was used for the first time, and it is the
one | discovered, and it is cited as the “Tekcan Technique”. Many artists from
Canada and Europe worked at our studio to learn the “Tekcan Technique”.

Feriha Blyukinal: There was a suite designated for foreign guests on the
second floor of the Camlica studio. Foreign artists who came in the summer
months would be hosted gloriously by the Stleyman and Emel Tekcan
couple. The Camlica House of Art was a true educational institution and we
can say that it carried out an honorary task as a summer academy in Turkey
for the first time.

Sileyman Saim Tekcan: For a long while the bottom two floors at the
Camlica House of Art were used as studios, the next floor was used as a
gallery, and next level was our residence with Emel Hanim. In the loft level
was a space where guests would stay. We hosted many guests there,
and one of those who most frequently stayed there was Adnan Turani,
and another was our friend Abdurrahman Kaplan. Ali was again the head
technician and together they produced many works there.

Feriha BlyUkunal: | want to return to the years when Stleyman opened this
building as a house of art. In the 1980’s there were only three educational
institutes in Istanbul. Tatbiki Fine Arts Academy (Marmara University School
of Fine Arts), the Istanbul University Fine Arts Academy, which in later years
the name became Mimar Sinan University, and Atattrk Education Faculty.
There was one printmaking machine at each of these institutions. At these
instutions the instructor-artists and famous students they trained wanted to
produce printmaking, but the accommodations were limited. | experienced
that as well. To get a reel of paper | would go to Sirkeci, | had carried the
necessary paper for kilos of printmaking myself, that is to say, it was hard to
find materials as well. Therefore, when Stleyman Saim Tekcan opened the
Camlica House of Art, which was a very modern facility, believe me, not only
artists from Istanbul, but artists from all over Turkey had a great desire for an
opportunity to work in the studio there.

Mine Kuicik: Feriha Hanim, how was it that you came to the Camlica studio?

Feriha Blyukinal: | was studying at Tatbiki Fine Arts. | was approaching
the end of a four-year education but printmaking classes were only given
for one year. There was only one 10x10 c¢m print | made on zinc and frankly
the pleasure of producing printmaking was cut short for me. Tatbiki Fine Arts
very close to the Camlica studio, the masters would go to the Camlica House
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dedigimiz kesme filim ile yapilan teknidi, bir Fransiz elek baski kitabindan
dgrendik ve bu teknik bilgi ile ik olarak Trabzon folkloruna ait kartlar
bastk. O zaman Gazi Egitim Enstittist dahil bircok yerde bile bu teknikler
kullanilmiyordu. Tek kalipla, her renk icin bir kalp hazirlanarak basilan bir
teknikti ve makinede renkler tek tek basilarak elde edilirdi. Ben hep farkli ne
yapabilirim diye dUstntyordum.Bes tane makine yaptirdim ve her makinenin
Uzerindeki kalloin icine degisik codu seffaf olan renkli boyalar koydum.
Boyay! bir kavanozda karistirp ara ton elde etmek yerine bu baskilan Ust
Uste getirdigim zaman ara tonlar elde edecegimi dustntyordum ve bunu
basariyla baski sirrasinda gerceklestirdim. Yas baski teknigi dedigimiz
dinyada ilk defa kullanilan teknik benim buldugum bu tekniktir ve “Tekcan
Teknigi” olarak anilir. Kanada’dan ve Avrupa’dan birgok sanat¢i “Tekcan
Teknigi’ni 6grenmek igin atélyemizde calist.

Feriha Buyukinal: Camica atdlyesinin ikinci katnda E
yabancl misafirler icin ayriimis bir stit vardi. Yaz aylarinda
gelen yabanci sanatcilan  Stleyman-Emel  Tekcan
mUkemmel bir sekilde agirlardi. Camlica Sanat Evi gergek
bir egitim kurumuydu ve bir ilk olarak Turkiye'de fahri
olarak yaz akademisi gorevini de yaptigini séyleyebiliriz.

Slleyman Saim Tekcan: GCamlica Sanat Evi'nde uzun b
sUre alttaki iki kat atdlye, onun Ustl galeri ve onun =
(izerindeki kat da bizim Emel Hanim’la yasam alanimizal. £S5
Cati kati dedigimiz bir yerde misafirder kaliyordu. Birgok [
sanatclyr agirladik orada, en ¢ok kalanlardan biri Adnan =%
Turani ve arkadasimiz Abdurrahman Kaplan'dir. Ali yine
ustabaslydi ve birlikte ¢ok is Urettiler.

Feriha Buyukinal: Stleyman’in burayl sanat evi olarak
actigr yillara geri donmek istiyorum. 1980’li yillarda
Istanbul’da sadece (¢ tane egitim kurumu vardi: Tatbiki Glizel Sanatlar
Akademisi (Marmara Universitesi Glizel Sanatlar Fakiiltesi), Istanbul Deviet
Guzel Sanatlar Akademisi (Mimar Sinan Glizel Sanatlar Universitesi) ve
AtatUrk Egitim Fakuitesi. Bu Gc¢ kurumda birer tane baski makinesi vardi.
Bu kurumlarda 6gretim gdreviisi hoca sanatcllar ve yetistirdikleri talebeleri

baski resim yapmak istiyordu ama imkanlar kisithydi, ben de yasadim. Bir
top kagit aimak icin Sirkeci’ye gidiyordum, kilolarca baski resim icin gerekli
kagitlan kendim tasimistim, yani malzeme bulmak da zordu. Dolayisiyla
Sileyman Saim Tekcan cok modern bir tesis olan Camiica Sanat Evi'ni actig
zaman, inanin sadece Istanbul degil tim Tirkiye'deki sanatcilar atélyede
calisabilmeyi ¢cok arzuluyorlardi.

Mine Kuguk: Feriha Hanim sizin Gamlica at6lyesine gelmeniz nasil oldu?

Feriha BuyukuUnal: Tatbiki Glizel Sanatlar’da okuyordum. Dért yillik egitimin
sonuna geliyordum ama baskiresim dersi sadece bir yil veriliyordu. Okulda

Adhnan Turani, Stleyman Saim Tekcan
Mustafa Témekce
Camica 1999
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Feriha BlyUkunal, Burhan Dogancay
GUl Derman, 1993

of Art and when they came back to the school they would describe it as if
they’d just been to the Louvre. | wanted so much to go there and do etching
but as | was thinking “it was difficult for my teachers to get in, how would |
ever go”, my friend GUl Derman had started working at the studio. Gul was
a very good friend of mine who produced etching and silkscreen in Salzburg.
| asked her, “please, | really want to work at the studio, can you introduce
me?” She would call Stleyman “the boss”. She said, “I'll talk to the boss.”
GuUl Derman was the most social, energetic, superhuman artist and one day
she said, “Come on, we're going.” took the etchings and watercolors | made
in school and with a bit of hesitation went to mest Stleyman Saim Tekcan,
whom Gl had described as a divine artist from afar.

Master Veysel had trained artists for years, but towards the end of his life he
was working with a greater passion at the peak of his eagerness to train even
more artists. | glanced to my left, to a small area where the tiles were, and this
beautiful, blonde, blue-eyed woman was painting the tiles; then | discover that
she is Stleyman’s wife Emel Tekcan. She's my age, and becomes my dear
friend. We would come to the studio with Giil; GUl produced silkscreen on
the lower floor and we were upstairs, “scraping, Mehmet, scraping” as Master
Veysel would say, scraping away at our zinc, trying to produce etchings.
Meanwhile there would be frequent knocks on the door, and each time, either
an instructor | knew from the university, an artist from Ankara, a journalist, or
Hamit Kinayttirk would appear. Those who came here became awe-struck,
fulfilled, learned something, then left. Gul would sing songs and folk music
from downstairs and if Stileyman came then the jokes would fly all over the
place; he would say, “come here, boss, bring me this, boss, do this boss,
to that, boss”, while Emel would always brew tea in the late afternoon, and
her dear mother Hacer teyze would always stop by to visit us, and give us
hugs and kisses. When the time approached 4:00 p.m., Eda would arrive
home from the Galatasaray Lise, and Elvan from Kadikdy Maarif Koleji, and we
would give our girls hugs, then drink tea. | would leave the studio with Master
Veysel and we would sing songs together as we walked to the bus stop,
where we parted. The studio setting remains in my memory as a place where
| was happy. Thirty years have passed but | still recall the Camlica House of
Art with the same fondness and longing.

Slleyman Saim Tekcan: The fact that Feriha Hanim lived an intermingled life
with the Camlica House of Art and came to a point where she could no longer
be disconnected from art, and subsequently managed galleries which hold a
very significant place for Turkish Art were all very important phases in her life.
If there is to be a text written about gallery directors in Turkey today, and if a
collective memory were to be compiled, Feriha’s place should be emphasized.
| had been producing silkscreen since my years at the Education Faculty and
| shared this knowledge with artists. \When | married Emel Hanim, she knew
sikscreen very well.  Emel Hanim and her elder sister Vacide Hanim were
important pattern masters at Vakko. Emel Hanim was at the fore in terms of
instructors here who corrected the errors in the works of many artists, and
trained them. Vacide Aksoy’s contributions to production in the studio were
significannt.
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sadece 10x10 cm bir ¢inko Uzerine yaptigim bir baski vardi ve agikgasi
baskiresim yapmanin tadi damagmda kalmist. Tatbiki Glzel Sanatlar
Camlica’daki atblyeye gok yakindi, hocalar Camlica Sanat Evi'ne geliyorlar
ve okula donduklerinde sanki Louvre’a gitmis gibi anlatiyorlardi. Benim de igim
gidiyordu orada gravir yapmak icin ama “Benim hocalarim giremiyor” ben
nasll girecegim diye distnirken arkadasim Gul Derman at6lyede galismaya
baslamist. GUl Salzburg'da gravir ve elek baski Greten cok degerli bir
arkadasimdi. Ona, “Ne olur ben atélyede ¢ok calismak istiyorum, beni tanistirir
misin?” dedim. “Ben bir konusurum patronla,” dedi. Stleyman patron derdi.
Dunyanin en sosyal, en enerjik, en insantstl sanatgistydi Gl Derman ve bir
gln bana,“Hadi yurt gidiyoruz,” dedi. Okulda yaptigim gravir ve suluboyalar
aldim ve GUI'lin bana uzaktan bir sanatc ilahi olarak anlattigr Stileyman Saim
Tekcan'in yanina gekinerek geldim.

Veysel Hoca vyillarca sanatc yetistirmis, ama émrinin sonuna yaklasmis
olmasina ragmen daha ¢ok insani yetistirmek icin tutku dolu calisiyor. Bir
bakiyorum sol tarafta ¢inilerin oldugu kictk bir alanda
dinya guzeli sarnsin mavi gozIi bir hanim ginileri boyuyor.
Sonra bir bakiyorum o kisi Stleyman’in esi Emel Tekcan
ckiyor. Benim yasitim, benim sevgili arkadasim oluyor.
Atdlyeye Gl ile geliyoruz, GUl alt katta elek baski yapiyor
biz yukarida Veysel Hoca’nin tabiriyle “kazi Mehmet kazi”
cinkomuzu kaziyoruz, gravir Uretmeye calisiyoruz. Bu
arada sk sk kapi calinir ve her kapi calindiginda buraya
mutlaka tanidigim Universiteden bir hoca, Ankara’dan bir
sanatcl, bir gazeteci ya da Hamit KinaytUrk gelirdi. Yani
burasl tekke gibiydi. Buraya gelen husu bulur, tatmin olur,
bir sey 6grenir Oyle cikardi. Gll asadida sarkilar, tlrkuler her
sey sOyler, Stleyman gelirse artik sakalar havada, “patron
gel, patron getir, patron sunu yap, patron bunu yap”
derdi, Emel aksamistl mutlaka cay demler, Emelcigimin
annesi Hacer teyze her zaman bize bir ugrar éper koklar.
Saat 16.00’ya dogru Eda Galatasaray Lisesi'nden, Elvan
Kadikdy Maarif Koleji'nden gelir, biz kizianmiza saniirdik,
sonra caylar icilirdi. Ben Veysel Hoca'yla atdlyeden beraber glkardim ve sarki
sOyleyerek otobUs duragina kadar gider ve orada ayrilirdik. Atélye ortami iste
bdyle mutlu oldugum bir yer olarak kaldi benim hafizamda. Aradan 30 il gecti
ama héala ayni sevgi ve 6zlemle ananm Camlica Sanat Evi'ni.

Slleyman Saim Tekcan: Feriha Hanm'in Camlica Sanat Evi'nde sanatla i¢
ice yasamas! ve sanattan artik kopmayacak bir noktaya gelmesi, sonrasinda
da Turk Sanati icin en ¢nemli galerilerin yoneticiligini yapmasi onun sanati
nasil tutkuyla sevdigini gdsterir.. Turkiye'de bugtn galericilerle ilgili bir yazi
yazilacak ve kalici bellek olusturulacaksa Feriha’nin yerini belitmek lazim.
Ben elek baskiyi Egitim Fakdltesi yillarindan beri yapiyordum ve bu bilgimi
sanatcilarla paylastm. Emel Hanim'la evlendigimde kendisi elek baskiyi cok
iyi bilen bir hanimdi.  Emel Hanim ve ablasi Vacide Hanim Vakko’'nun énemli
desen ustalanydi. Buradaki birgok sanatcinin desen iglerinin hatalarini diizeltip
onlara hocallk yapan kisilerin basinda Emel Hanim geliyor. Vacide Aksoy’un da
atblyedeki tretime 6nemli katkilar olmustur.

Ucler Aksoy, Vacide Aksoy, Elvan Tekcan
Stileyman Saim Tekcan, Emel Tekcan, 1979

31 e Imoga’nin Olimsiiz izleri



Turhan Selguk
Ddinyaska, Elek Baski / Dinyaska, Screenprint
70x50 cm, 1985

Stleyman Saim Tekcan, Suna Gdnen, Emel Tekcan
Semih Balcioglu, 1988

Semih Balcioglu
Elek Baski / Screenprint, 70x50 cm, 1984

Mine Klglk: Emel teyze, you became a very significant part of this joyful
setting. Can you tell us a little about what it was like, here? I’'m sure your
memories are abundant, and perhaps you can share one of your important
recollections with us.

Emel Tekcan: Indeed, the memories are abundant, and they were very
blissful years, as Feriha said. We met esteemed artists here, and we not
only produced art with them but had discussions on art as well. We listened
mutually to concerns and shared our joys; we became a big family. We have
lots of memories with all of those who came to the studio. I’'m someone who
loves art very much, and as SUleyman said, | started my career with art then
assisted in the studios.

Eda Tekcan: The days of the Camlica House of Art were times when my
mother personally worked here and produced with, and engaged with
the artists; when she hosted them. My father would go to the university or
would be elsewhere for his work, but my mother was always here, in a very
important position hosting the artists.

Emel Tekcan: We weren’t only producing art. We were also operating as a
gallery and doing sales.

Feriha Buyiklnal: Many buyers would come to the gallery. Of course, we
would be working downstairs and dear Emel would take care of the gallery.
She would host visitors and show them all of the works they were interested
in. Emel was incredibly hospitable towards the artists and provided them
with all of the information they wanted. We would talk about the studio
as much as possible, everywhere; but at the time, they didn’t know that
silkscreen, etching and other printmaking techniques, as well as the fact that
works produced with printmaking techniques would gain even more value in
the future. This was learned along the way.

Slleyman Saim Tekcan: It was very important that the Camlica studio
functioned as a gallery. Very significant exhibits were opened here, and even
its grand opening exhibit was comprised of the works a prominent mix of
artists. From Eren EyUboglu to Cihat Burak to Mustafa Pilevneli, whoever one
can think of would come to the exhibit openings. One of the most prestigious
exhibit openings which I've never forgotten was a printmaking exhibit which
consisted of the caricatures of Turhan Selcuk and Semih Balcioglu. Many
figures such as llhan Selcuk, Turhan Selcuk, Semih Balcioglu, Meng
Ertel and his wife, and many writers from Cumhuriyet newspaper came
for the opening. Later, Aziz Nesin, Mehmet Ali Aybar, Behice Boran and
businessmen like ishak Alaton came as well. | don’t think there were any
other exhibit openings like that in Turkey. Even the meadows around the
studio were full of people. Artists, viewers, art connoisseurs, writers, people
from every field...

Feriha Buyukinal: During one period, Sanat Cevresi [Art Scene] which
was prepared by Hamit Kinaytdrk, was the only art magazine. Then there
was Argos for some time, and Gergedan and Milliyet Sanat magazines.

Slleyman Saim Tekcan: Milliyet Sanat also gave us a lot of support.

Feriha BlyUkunal: Many artists produced work here, didn't they”? Like Ergin
Inan, Devrim Erbil and Mustafa Pilevneli...
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Mine Kiglk: Emel Teyze siz bu mutlu ortamin ¢ok dnemli bir parcasi
oldunuz. Biraz da siz anlatir misiniz, burada nasil bir ortam vardi? Eminim
aniniz ¢oktur, belki sizin icin dnemli bir aninizi paylasabilirsiniz bizimle.

Emel Tekcan: Anilar ¢ok fazla tabi ve cok mutlu yillardi Feriha’nin sdyledigi
gibi. Cok degerli sanatcilarla tanistik burada, o sanatgilarla sadece sanat
degil sanat sohbetleri de yaptik. Dertlerimizi dinledik, mutluluklarimizi
paylastik, kocaman bir aile olduk. Atdlye sakinlerimizin hepsiyle ¢ok
anilarimiz var. Ben sanati cok seven bir insanim, Stleyman’in dedigi gibi
sanatla basgladim meslek hayatima sonra atélyelerde yardimci oldum.

Eda Tekcan: Camlica Sanat Evi glnleri annemin bizzat burada calistidi
ve Urettigi, sanatglyla iletisime girdigi, sanatglyr agirladigi, misafir ettigi
zamanlardi. Babam Universiteye gidiyordu ya da isleri icin disarida
oluyordu ama annem hep burada o sanatgilara ev sahipligi yapan ¢ok
Onemli bir konumdaydi.

Emel Tekcan: Sadece sanat Uretilmiyordu. Hem galericilik, hem de satis
yaplyorduk.

Feriha Blyukunal: Galeriye ¢ok alici gelirdi. Biz asagida calisiyoruz
tabii ki galeriye sevgili Emel Tekcan bakardi. Onlari misafir ederdi,
gormek istedikleri batln eserleri gdsterirdi. Emel onlari inanimaz bir
misafirperverlikle agirlardi, istedikleri tim bilgileri verirdi. Biz de dilimiz
déndugunce her yerde atélyeyi anlatirdik; ama Tirkiye'de henlz elek
baski, gravir ve baska baski tekniklerini, baski tekniginden alinacak
sanat eserinin ileride tekrar deger kazanacagini bilmiyorlardi o tarihlerde,
giderek dgrenildi.

Slleyman Saim Tekcan: Camlica at®lyesinin galeri olarak galismasi ¢ok
6nemliydi. Burada onemli sergiler acildi, agilis sergisi bile muhtesem bir
karma sergiydi. Yani Eren EyUboglu’lardan, Cihat Burak’lardan, Mustafa
Pilevneli’lerden akliniza gelen sanat diinyasindan herkes o acilislara geliyordu.
Hic unutamadigm en gérkemli acilislardan biri Turhan Selguk ve Semih
Balcioglu'nun karkatirlerinden olusan baskiresim sergisiydi. ihan Selcuk,
Turhan Selguk, Semih Balcioglu, Mengl Ertel ve onun esi, Cumhuriyet
Gazetesi'nin bircok yazar agilis icin buraya geldi. Daha sonra o sergiyi
gérmek Uzere Aziz Nesin, Mehmet Ali Aybar, Behice Boran, ishak Alaton
gibi is adamlari da geldi. Turkiye’de 6yle bir acilis oldugunu distnmuyorum.
Atélyenin etrafindaki gayirlar dahil her yer doluydu. Hem sanatci, hem izleyici,
hem sanat alicis, hem sanat yazari, her alandan insan...

Feriha Blylkunal: Bir ara Hamit KinaytUrk’Un ¢ikardigi Sanat Cevresi tek
sanat dergisiydi. Sonra Argos vardi arada bir ¢ikan, Gergedan ve Milliyet
Sanat gibi dergiler ¢ikiyordu.

Slileyman Saim Tekcan: Milliyet Sanat da bize ¢ok destek verdi.

Feriha Blylkinal: Bircok sanatci burada cok is Uretti, degil mi? Ergin
inan, Devrim Erbil, Mustafa Pilevneli gibi...

Eren Eyiboglu
Serbetci, Elek Baski/ Tureng Saler, Screenprint
50x35 cm, 1980

Can G6kni, Gl Derman, Fertha Bliykiinal, Emel Tekcan,
Emel Vardar, Belma Tdremen, Hamit Kinaytirk, 1993

Cihat Burak
Tlketim Toplumu, Elek Baski
Consumption Society, Screenprint, 70x50 cm, 1981

33 e Imoga’nin Olimsiiz izleri



Burhan Uygur
Camiica 1982

Ali Alamsli, Adnan Turani
Camiica 1999

Burhan Dogancay
Camica 1991

Slleyman Saim Tekcan: Yes, both Ergin and Devrim produced here. In
fact, Devrim made his first prints here. In fact, my dear friend and one of
the co-founders of Urart, Ozer Kabas, also produced at the studio. And
many artists from Ankara came to visit the studio and produce here. For
example, Kaya Ozsezgin and Zahit Blyukisleyen, Halil Akdeniz and his
wife stayed at the studio often.

Feriha Biiylkunal: Adnan Turani and Turan Erol also produced here, right?

Slleyman Saim Tekcan: Yes. Adnan Turani came and stayed for quite a
while, he produced a series of works consisting of ten variations. Master
Turan came to visit us, but he didn’t work here. And we shouldn’t forget
master Esref Uren who visited many times.

Feriha BlyUkunal: There is nobody who didn’t come, this place is an
historical period. It is an historical period in plastic arts. In fact, it is an
Ecole. | think one of the most important reasons for the acceptance of
artists at the Camlica House of Art under the leadership of Stleyman Saim
Tekcan in the initial period, and their production here was because of its
reliability. When an artist came here and produced they had to adhere by
the rules. According to the rules, an artist would take a certain number
of the works they produced for themselves, and leave a certain number
of them here. In return, the plates which were created, that is, all of the
documents used to prepare and draft were marked with a strike at the
end of production, and left inoperative. This was a significant assurance
and believe me, such assurances were hard to come by not only in art
institutions but at any facility; perhaps the same could be said even today.

Slleyman Saim Tekcan: Had it not been for this trust, we wouldn’t have
been able to work comfortably with the artists. Today, a duplicate of a
print numbered between 1/50 and 50/50 cannot be found here. This is
a very important issue. We never discussed monetary issues with artists,
but in return for production, we took works. These works accumulated so
much so that the infrastructure for a museum which included the works
of these artists had been created. We must also point out that this is
unprecedented in the world; because when we tell our foreign friends
and artists about this 40-year story which includes the studios and the
museum, they’re stunned. In addition, there is a family behind this 40-
year story who didn’t really have a lot of economic capability. However,
in the West, such ventures are carried out by those who are economically
advantageous, but we did all of it with our own power and labor. And for
artists to come to the studios and work together in cooperation, such unity
doesn’t take place anywhere else in the world.

Mine Kuclk: At this point the collection at the Camlica studio had
grown significantly, right?

Sileyman Saim Tekcan: Yes, a large collection had accrued. This
collection is still held in the highest esteem at our museum.
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Stleyman Saim Tekcan: Evet, hem Ergin hem Devrim ¢alisti. Hatta Devrim
ilk baskilarini bizde yapti. Cok sevdigim dostum, ayni zamanda Urart’in
kurucularindan Ozer Kabas da atdlyede eserler Uretti. Ankara’dan da
atdlyeyi gezmeye ve Uretmeye cok sanatci geldi. Mesela Kaya Ozsezgin,
Zahit BlyUkisleyen, Halil Akdeniz ve esi atélyede cok kaldilar.

Feriha BiyUkunal: Adnan Turani, Turan Erol da galistilar degil mi?

Sileyman Saim Tekcan: Evet Adnan Turani geldi, uzun sure kaldi, 10
farkll seri ig Uretti. Turan Hoca ziyaretimize geldi ama galismadi. Esref
Uren hocamizi da unutmamak lazim. Bircok defa ziyarete geldi.

Feriha Blyuklnal: Gelmeyen yoktur, bir tarihi dénemdir burasi. Plastik
sanatlar tarihinde bir dénemdir. Bir ekoldir hatta. ilk ddnemde Camlica
Sanat Evi'nin Stleyman Saim Tekcan liderliginde sanatcilar kabul
etmesi ve Uretim yapmasinin bence o kadar énemli nedenlerinden bir
tanesi guvenilirligi idi. Bir sanatgi buraya gelip Uretim
yaptigi zaman kurallara uymak zorundaydi. Kurallara
goére sanatci Urettigi eserlerin belli bir sayisini kendi
alir, belli bir sayisini buraya birakirdi. Buna karsilik
yapilan plakalar, yani hazirlanmis olan ¢izdigimiz her
tarll belge, is bitiminde Uzerine carpi konur iptal edilir,
bir daha kullanilamaz halde birakilirdi. Bu buyUk bir
guvendi ve inanin yalniz sanat kurumlarinda degil
herhangi bir isletmede de bu kadar guvenilirlik az
bulunurdu, simdi de ayni sey gegcerlidir belki.

Stleyman Saim Tekcan: Bu guvenilirlik olmasaydi
sanatcilarla rahat calisamazdik. Bugin burada
numaralandiriimis 1 /50’den 50/50’ye kadar
isaretlenmis bir baskinin mukerrer sayisi yoktur. Bu
cok 6nemli bir konudur. Biz sanatcilarla hi¢ para
goérusmesi yapmadik ama calisma karsiiginda is
aldik. Buisler o kadar ¢ok birikti ki artik bu sanatcilarin
da icinde oldugu bir mizenin alt yapisini olusturdu. Dinyada bdyle bir
drnegin olmadigini da belirtmemiz lazim; ¢inkl yabanci dostlarimiza
ve sanatcilara atélyeleri ve mizenin icinde oldugu bu 40 vyillik hikayeyi
anlatinca hayrete distyorlar. Ustelik bu 40 yillk hikayenin arkasinda
ekonomik imkanlari dyle cok buylk olmayan bir aile var. Oysaki Bati’da
bu tir girisimleri, imkanlari olan kisiler yapiyordu ama biz her seyi kendi
gucimuzle emegimizle yaptik. Sanatcilarin da atélyelere gelip birlikte
ortaklasa calismalari, bdyle bir beraberlik dinyanin hicbir yerinde olan
bir durum degil.

Mine Kiclk: Artik Camlica atdlyesindeki koleksiyon iyice blylimist,
degil mi?

Sitleyman Saim Tekcan: Evet, blylk bir koleksiyon olusmustu. Bu
koleksiyon bugln hala mizemizde bas tacidrr.

Stileyman Saim Tekcan, Ozer Kabas, Alog
Findikli 1980
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Burhan Dogancay, Stileyman Saim Tekcan
Camica 1990

Burhan Dogancay
Kurdeleler, Elek Baski / Ribbons, Screenprint
100x70 cm, 1991

Mine Kigik: How did you decide on the number of prints an artist
would produce?

Slleyman Saim Tekcan: We would make that decision together with the
artist. Some artists asked for more prints than others. We would print
100 at most, but generally 50, and in fact for some there were situations
where we printed 30. Thus, we would print in limited numbers, then they
would be signed and we would destroy the plates so that they couldn’t
be reprinted.

Feriha Blyukunal: At the gallery, buyers would see the works of the
artists with a very nice presentation. There were tables with drawers
which Stleyman had constructed. When you opened one drawer Burhan
Dogancay would emerge, when you opened another, Burhan Uygur or
Mehmet Pesen would emerge. The buyer had no other choice but to buy
with such a presentation.

Emel Tekcan: Stleyman Bey would select the artists to be worked with;
that is to say that not just anyone could enter the studio. This person had
to be deemed valuable not only in terms of their art, but they had to be
esteemed as a person as well.

Slleyman Saim Tekcan: We can say that the artists we selected are the
greatest masters, living and deceased, of Turkish Art today. If we were to
count the foreign artists who weren’t accepted, they would easily number
up to 100. Artists worked, produced, and talked about us in the places
they went.

Mine Kiglk: Master, as you know last August | went to South Korea
to represent the istanbul Museum of Graphic Arts. At the conference,
| made remarks and showed a film about the museum. When they
learned about how the museum was established, my foreign colleagues
at the conference congratulated me.

Emel Tekcan: What we did was like creating something from nothing.
Each artist wasn't as sweet and warm as Feriha. There were artists who
made things quite difficult and tiring for us as well.

Feriha BuyUkunal: Of course, with a great deal of sacrifice, incredible
friendships emerged in this setting, and we strengthened this
friendship with our families over the years. They were delightful times,
we opened exhibits together and celebrated them, and we began
living in Istanbul’s social scene as well. The environment of love
and the meeting of the minds which originated here, we turned into
entertainment in our social lives.

Sileyman Saim Tekcan: The Camlica House of Art wasn’t the Emel
Hanim and Sileyman Saim house of art. It was the house of art for all
artists, everyone who knocked on the door and came here would have
their coffee and tea, and eat their meals here.

Feriha Blyukulnal: As the thought just crossed my mind, I'd like to share
it immediately. In the 1980’s the number of galleries in Istanbul was very
limited, but those with high incomes had started to purchase works of art.
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Mine Kiguk: Bir sanat¢inin basacagi is sayisina nasil karar veriyordunuz?

Sileyman Saim Tekcan: Ona sanatclyla beraber karar veriyorduk. Baz
sanatcilarin sayica fazla talebi olabiliyordu. En ¢cok 100 basiyorduk ama
genelde 50, hatta bazi sanatcilara 30 tane bastigimiz oldu. Béylece limitli
sayllarda basip, sonra imzalarini atip, kaliplari da tekrar basiimamasi icin
imha ediyorduk.

Feriha Blyukinal: Galeride alicilar sanatcilarin iglerini ¢gok glzel bir
sunumla gértyorlardi. Stleyman’in yaptirdigi cekmeceli masalari vardi.
Bir cekmeceyi actiginizda Burhan Dogancay digerinden Burhan Uygur
ya da Mehmet Pesen cikardi. Alicinin bu guzel sunum karsisinda
almamasina imkan yoktu.

Emel Tekcan: Stleyman Bey calisacak sanatcilari segerdi, yani herhangi
birisi istedigi gibi atdlyeye giremezdi. Bu kisinin hem sanat degeri hem
de insan olarak degeri olacakti.

Siileyman Saim Tekcan: Sectigimiz sanatcilara
bugln Tirk Sanatr'nin, yani yasayan/ yasamayan en
bUyUk ustalar diyebiliriz. Kabul edemedigimiz yabanci
sanatcilar  saysak herhalde sayisi 100’0 bulur.
Sanatcilar calistilar, is Urettiler ve gittikleri yerde bizi
anlattilar.

Mine Kui¢lik: Hocam biliyorsunuz gectigimiz agustos
ayinda istanbul Grafik Sanatlar Miizesi’ni temsil
etmek (zere Giney Kore’'ye gittim. Konferansta
hem konusma yaptim hem de mdizeyi anlatan bir
film gosterdim. Mizenin nasil kuruldugunu
6grenince konferansa katilmis olan yabanci
meslektaslarim beni tebrik ettiler.

Emel Tekcan: Yoktan var olmak gibi bir seydi bizim
yaptigimiz. Her sanatci Feriha gibi tatl ve yumusak
degildi. Bizi cok ugrastiran, yoran sanatcilar da oldu. (G

Feriha Blyukinal: Tabii blylk fedakarliklarla bu ortamda inanimaz
dostluklar dogdu, biz ailelerimizle bu dostlugu pekistirdik yillar igerisinde.
Cok keyifli zamanlardi, beraber sergiler actik, sergiler kutladik, istanbul’un
sosyal hayatinda da yasamaya basladik. Burada dogan o sevgi ortamini,
kafa denkliligini sosyal hayatimizda eglenceye donustirduk.

Stleyman Saim Tekcan: Camlica Sanat Evi, Emel Hanim ve Stleyman
Saim’in sanat evi degildi. BUtin sanatcilarin sanat eviydi, buraya kaply
calip gelen herkes gayini kahvesini icer, yemegini yerdi.

Feriha Blyukinal: Bu arada aklima gelmisken hemen paylasmak
isterim. 1980’lerde Istanbul’da galeri sayisi cok azdi ama yilksek gelir
seviyesine sahip insanlar eser alimina baslamislardi.

Adnan Turani,
Dans6z, Elek Baski / Belly Dancer, Screenprint
70x100 cm, 1999

Stleyman Saim Tekcan, Adnan Turani
IMOGA 2014
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Istanbul Museum of Grapﬁic Arts
Istanbul Grafik Sanatlar Miizesi

The Transition from the Camlica Studio to
the Museum...

Place: Camlica, Stleyman Saim Tekcan’s home
Participants: Stleyman Saim Tekcan, Elvan Tekcan, Eda Tekcan, Mine Kiictk

Camlica Atdlye’den Miizeye Gegis...
Yer: Camlica Stleyman Saim Tekcan'in evi
Katilimcilar: Stleyman Saim Tekcan, Elvan Tekcan, Eda Tekcan, Mine Ktk

IMOGA, Istanbul Grafik Sanatlar Miizesi

Mine Kuguk: How did the story of the transition from the Camlica House
of Art to IMOGA, the Istanbul Museum of Graphic Arts, develop?

Elvan Tekcan: Actually, when the need for this emerged at the outset,
we weren't mentioning the word, museum, and we didn't have a specific
purpose like building something under the concept of a museum. It was
more something which came about as a result of a need, and | think that’s
very important and should be emphasized. It's not something that was done
to fulfill a fantasy, rather it is a structure developing from and being formed
out of its own practice and experience. After the Camiica House of Art settled
in an organized manner in 1984, there was a serious accumulation of works
because of the continuous production taking place at the studio. This was a
quite favorable situation but on the other hand, because this accumulation
involved paper, storage conditions, the quality of archiving and so forth were
issues of great importance for us and in this sense, the difficulty of classifying
the works presented itself.

Eda Tekcan: There is an enormous difference between the production which
started in 1973 through the period of moving to the Camiica House of Art, and
that of the period between 1984-2004. Technology advanced, the number of
those working increased. More artists were making requests and production
increased 3-4-fold.
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Mine Kiiglik: Camlica Sanat Evi’nden IMOGA, istanbul Grafik
Sanatlar Miizesi’'ne ge¢cme 6ykiiniiz nasil oldu?

Elvan Tekcan: Aslinda basta bu ihtiya¢g dogdugunda muze kelimesini
telaffuz etmiyorduk, 6zellikle mize kavrami altinda bir sey olsun diye
bir amacimiz da yoktu. Daha ¢ok ihtiyagtan dogan bir durum oldu ki;
bence bu ¢cok muhim, altini gizmek isterim. Bir fantezi i¢in yapiimisg bir
sey degil, kendi deneyimi ve kendi yasanmigligi icinde gelisen ve olusan
bir yapl. Camlica Sanat Evi 1984 yilinda yerlesik dizene gegtikten
sonra zaman i¢inde butln atélye ¢alismalar durmaksizin devam ettigi
icin cok fazla eser birikimi oldu. Bu cok iyi bir durumdu ama diger
yandan da kagitla ugrastigimiz icin saklama kosullari, arsivieme niteligi
vesaire bizim i¢in son derece dénemliydi ve bu anlamda tasnif zorlugu
bagsladi.

Eda Tekcan: 1973 yilinda baslayan ve Camlica Sanat Evi'ne tasinma
strecine kadar olan Uretimle, 1984-2004 yillar arasi Uretim arasinda
daglar kadar fark var. Teknoloji ilerledi, ¢alisan sayisi artti. Daha ¢ok
sanatci talepte bulunmaya basladi ve Uretim3-4 katina ulasti.

Eda Tekcan, Stileyman Saim Tekcan, Elvan Tekcan
IMOGA 2010
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Elvan Tekcan: Of course, there was both a systematic change as well as
more technical possibilities. For example, if the etching studio was on one
floor, the silkscreen and lithography studio was on another floor. So, just as
Eda said, more people in Turkey had learned, “What is Original Print?” In the
initial period while it was Stleyman Saim Tekcan who convinced artists about
this kind of work, by the 1980’s we were the ones getting requests from artists
and therefore embarked on a period where artists were selected.

Eda Tekcan: We would give all of these artists dates by appointment and
unfortunately were not able to take most of them in for production.

Elvan Tekcan: There is another important point here. After moving to Camlica,
joint work was initiated with institutions and the acceptance of artists from
abroad. Thus, our archive expanded in the international aspect as well.
Further, in time, not just production but also the issue of sales and marketing
of these works became more institutionalized and took on a more professional
dimension. In the initial period artists would come to the studio, produce their
works and take their own works and leave. And the ones which remained
for the studio or the art house would diminish over time. However as of the
1980, along with our more active involvement, many of the artists began
to request that we market the share of works which remained with them
while still in the production stage, or these works would find buyers as part of
some large projects before production was completed. So, some large-scale
projects were undertaken. Printmaking was just newly becoming known, and
demand increased in the institutional sense. The construction sector was just
developing and larger buildings for holding companies or corporations were
increasing in number in that period. The qualities of the tourism industry were
changing, et cetera.

Eda Tekcan: The 1990’ is also a period where gallery ownership had fully
settled in, in Turkey, and sales had increased. Our largest client base here was
comprised of galleries. They would buy works from us in bulk and present
them for sale in galleries.

Elvan Tekcan: Yes, we had become like wholesalers in this business. And
there were no other sources with these means available. Actually, it can be
said that this is still the case.

Eda Tekcan: However, what was nice was that, in an ethical sense, all of the
works which were sold were done so as a result of a pricing policy through us,
from decisions reached mutually with the artist. The sale price at the gallery
and the sale price here were always the same. The Camlica House of Art was
an institute determining pricing as well.

Elvan Tekcan: This is a very important point, as during those years when such
issues weren't yet being discussed, we were working in this manner, and in
fact pricing for Turkey and abroad were discussed in advance. Both parties
would put their signature on it, and would remain loyal to it. WWe moved forward
within a very ethical framework.

Eda Tekcan: Once again, in the 1990's we undertook joint projects with
galleries for the first time. Galleries would bring their own artists to our studio
and we would facilitate the production of a series of work from that artist at
the studio.
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Elvan Tekcan: Tabii hem sistematik olarak degisiklik oldu hem de daha fazla
teknik imkanlar olustu. Ornegin, graviir atdlyesi bir katta ise elek baski ve
litografi atolyesi baska bir kattaydi. Dolayisiyla aynen Eda’nin da dedigi gibi
daha fazla insan Tirkiye'de “Baskiresim nedir?”i égrenmisti. ilk zamanlarda
Stleyman Saim Tekcan sanatcilan bu ise ikna ederken, 1980'li yillarda artik
biz sanatcilarn taleplerini alir olduk ve sanatci secimlerine gectigimiz bir stireci
yasadik.

Eda Tekcan: Bitin bu sanatgilara randevuyla tarih veriyorduk ve gogunu
maalesef Uretime alamiyorduk.

Elvan Tekcan: Burada bir énemli nokta daha var. Camlica’ya gegtikten sonra
yurtdisindan sanatci kabulli ve kurumlarla ortak galismalar basladi. Dolayisiyla
uluslararasi boyutta da arsivimiz blytdu. Diger yandan zaman iginde sadece
Uretim degil, bu eserlerin satisi ve pazarlanmasi meselesi de daha kurumsal,
daha profesyonel bir boyuta geldi. ik dénem sanatglilar atdlyeye gelip islerini
Uretiyorlar ve kendi eserlerini alip gidiyorlardi. Atdlyeye ya da sanat evine kalan
kismi da zaman iginde eriyordu. Fakat 1980'li yillardan itibaren bizim de daha
aktif bicimde devreye girisimizle Uretim kadar pazarlama odagi da genisledi.
Ve 1980’li yillardan itibaren birgok sanatc
eserlerin  Uretim asamasinda kendi hak
ediglerini de bizim pazarlamamizi istedikleri
oldu ya da henlz Uretim tamamlanmadan
bazi blyuk projeler kapsaminda bu eserler
alici buldu. Boyle buyUk capli projelere girildi.
Baskiresim daha yeni taniniyordu, kurumsal
anlamda da talep artti. insaat sektérli daha
yeni gelisiyor, blydk holdingler ya da blyuk
isyerlerinin bUyudk binalarr 0o dénemde
cogaliyordu. Turizm sektérinde nitelik
degisiyordu, vesaire.

Eda Tekcan: 1990'll yillar ayrica galericiligin de Turkiye'de iyice oturdugu,
galerilerde artik resim satisinin daha arttigi bir dénem. Bizim burada en blytk
musteri kalemimizi galeriler olusturuyordu. Galeriler bizden aldigi eserleri
toptan aliyor, galeride satisa sunuyorlard.

Elvan Tekcan: Evet, bu isin toptancisi gibi olmustuk. Béyle imkanlan olan bir
baska kaynak da yoktu. Aslinda hala bu bdyle denehilir.

Eda Tekcan: Fakat glzel olan sey suydu ki, etk anlamda, butin satilan
eserlerin, calisan sanatcilarla ortak alinan kararlar sonucu fiyat politikasi bizim
Uzerimizden geciyordu. Galerilerdeki fiyatla, bizim buradaki satis fiyatimiz
hep ayniydi. Camlica Sanat Evi fiyati belirleyen bir kurumdu ayni zamanda.

Elvan Tekcan: Bu ¢ok énemli bir nokta, daha hentz o vyilarda bunlar
konusulmazken biz bu sekilde calisiyorduk, hatta Turkiye ve yurtdig fiyatlan
da bastan konusuluyordu. Altina her iki taraf imza atiyordu ve bunlara
sadik kalinlyordu. Son derece etik kurallar ¢ergevesinde yurtyorduk.

Eda Tekcan: 1990’ yilarda yine ik defa galerilerle ortak projeler yaptik,
galeriler kendi sanatgisini atélyemize getirdi ve o sanatgisinin bir seri is
Uretmesini bizim atélyelerde sagladik.
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Elvan Tekcan: But we never made concessions from our own principles.
Even with such works, the share of Camlica House of Art always remained.
That is to say that not everything was transferred, this was never a studio
which provided services externally in return for a fee. Therefore, in this
sense from a commercial perspective this dimension of the work was very
important. | will explain why it was important from an international perspective
in a little bit. This building was designed in consideration for its purpose, and
built to suit it. One floor of it was used completely as a gallery. The other two
floors served as a studio. The three floors became insufficient for us in this
scope. By the end of the 1990’s, we began to consider what we could do.
Master Stileyman started to look for another space.

Eda Tekcan: If you'd like, let me tell that story; because Elvan and | were
together during that period. | had returned from England and completed
my education at Mimar Sinan. Elvan had a very intense period where she
undertook the management of the 6 year-old studio. During that period,
Elvan took on a very important task, she carried out the inventory and
itemization of the archive here. We had a space we can call a depot in the
back room of the gallery level. There, the works of each artist, how many, the
description, it was all archived and it needed to be updated. One of the days
when we sisters were busy at work, we entered the back room and opened
the drawers, and the situation was such that it was too overwhelming for
Elvan and me. When the gallery and studios were such that they sufficed
for us, the retention, archiving and storing space had become insufficient.
It was very important for us to store and archive that which was produced.
Mine, you know this very well, a museum’s responsibility to store and archive
is greater than that of its task to exhibit.

Elvan Tekcan: And the period we're referring to isn't the digital age, either.

Eda Tekcan: Elvan had started recording it on the computer, but it seemed
impossible, it was very difficult. There were nearly 15,000 works, and of
course this is in the sense of editions so we can think of the number as close
to 1000 works, numbering 15,000 in terms of their state when you consider
editions. Elvan and | looked at each other and decided that it couldn’t work
this way. There should be a museum and these works should be exhibited
there. We had this idea as siblings, but our father had long ago already
considered, planned and started to assess some alternative places. When
we went to our father to share the thought that that this wouldn't work as
it was, and that we needed a larger space to store, archive and document
the works such that visitors could take advantage of them as well, he
responded, “I'm thinking about this,” and two days later he came and told
us he bought a piece of property. The year was 2002.

Elvan Tekcan: We definitely wanted there to be a studio in the new space,
because we didn’t want to make any concessions in that regard. In fact,
we wanted it to be broader than the existing space. A gallery where
presentations could be made, an area for exhibits, rooms where we could
accommodate guests from abroad; when we started listing such things one
beneath the other, a need for significant space emerged. But on one hand
we also wanted it to be centrally located.
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Elvan Tekcan: Ama hicbir zaman kendi prensiplerimizden 6din vermedik.
O tlr islerde dahi Camlica Sanat Evi'nin payl hep baki kaldi. Yani hepsi
devir olmadi, burasi hicbir zaman disarya bir Ucret karsiiginda hizmet veren
bir atélye olmadi. Dolayisiyla bu anlamda ticari acidan isin bu boyutu gok
6nemliydi. Neden énemli oldugunu uluslararasi bakis agisindan biraz sonra
aciklayacagm. Bu bina da amacina uygun projelendirilip, insa edimis bir
binayd. Iste bir kati tamamen galeri olarak kullaniyordu. Diger iki kat atélye
olarak hizmet veriyordu. Uc kat bizim icin bu 8lclilerde yeterli olmamaya
basladi. 1990l yillarn sonlarina dogdru, ne yapabiliriz diye distinmeye basladik.
Stleyman Hoca baska bir yer bakmaya baslad.

Eda Tekcan: O hikayeyi ben anlataym isterseniz; ¢lnkl beraberdik biz
Elvan’la o stirecte. Ben ingiitere’den dénmistiim, Mimar Sinan’daki egitimimi
tamamlamistim. Elvan’in alti yilik atélyenin yonetimini Ustlendigi cok yogun
bir dénemi vardi. O slregte Elvan ¢ok 6nemli bir gérev Ustlendi, buradaki
arsivin sayimini ve dokimand yapti. Bizim galeri katinin arka odasinda buytk
bir depo diyebilecegimiz bir yerimiz ;
vardi. Orada her sanatginin eseri, i
kac adet, nedi, ne degildir arsivi
yaplmistt ve bunu glncellemek
gerekiyordu. Biz yine abla kardes bu
ise koyuldugumuz bir glin arka odaya
girdik, cekmeceleri actik, durum artik
Elvan’la isin icinden clkamayacagimiz
bir boyuttaydl. Aslinda galeri ve
atolyeler bize yetebilecek boyuttayken
bizim saklama, arsivleme ve
depolama bolimimuz yetmez hale
gelmisti. Bizim icin Uretileni saklamak,
arsiviemek ¢ok onemliydi. Mine sen
bunu cok i bilirsin, bir muizenin
sergilemekten daha dnemli gdrevi
saklamak ve arsiviemekdir.

Elvan Tekcan: Konustugumuz dénem dijital cag da degil.

Eda Tekcan: Elvan bilgisayarda yazmaya baslamisti ama yazilacak gibi degil
cok zordu, 15.000’e yakin eser vardi. Tabii bu tirajli sekilde ama 1000’e yakin
eser, 15.000' tirajli hali gibi dustinebiliriz. Biz de Elvan’la birbirimize baktik, “bu
bdyle olmaz” dedik. Miize olmali ve bunlar mizede sergilenmeli. Biz bunu abla
kardes dustindik ama babamiz bunu ¢ok dnceden distinmus, planiamis ve
bazi alternatif yerler bakmaya baslamisti bile. Biz de ona bu bdyle olmaz daha
bUyUk bir mekan olmall, eserleri daha iyi, daha sagdlikii sartlarda depolamallyiz,
arsivlemeliyiz, belgelemeliyiz ve ziyaretciler de bundan faydalanmali
dustincesiyle babamiza gittigimizde babam, “Ben bunu distntyorum,” dedi
ve iki glin sonra “bir arsa aldm” diye geldi. Yil 2002.

Elvan Tekcan: Yeni mekanda muhakkak atdlye olmasini istiyoruz; ¢lnku
ondan hicbir sekilde 6din vermek istemiyoruz, hatta mevcut mekandan
daha genis olsun istiyoruz. Mutlaka sunum yapilacak galeri, sergileme
alanimiz, yurtdisindan gelen misafirleri konaklatabilecegimiz odalarimiz olmali
gibi alt alta ekleyince ortaya ¢ok ciddi bir m2 ¢ikiyordu. Ama bir yandan da
istiyoruz ki merkezi bir yer olsun.
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Eda Tekcan: Stleyman Saim Tekcan never had an idea for transforming an
existing space into a museum or studio. He wanted to build from the ground
up, a structure suiting the purpose.

Elvan Tekcan: There were always locations in Master Stleyman’s mind, but
at the same time we looked at properties in the Tunel region, which was
just becoming popular at the time. Even the best buildings we found there
were at most 200-300m2 in terms of their base, and they were very old. In
short, we weren’t able to find a building which would readily satisfy all of the
functionality we desired within our budget.

Eda Tekcan: Because in our minds we were thinking that we need a
minimum base area of 1200 m2.

Elvan Tekcan: Ultimately a few months later, in typical Stleyman Saim
Tekcan fashion, he came and said, “I bought a piece of land.” He took us
to see it, and it was a place which didn’t resemble anything we had
thought of. Actually, when you look at it from one end, it was wedged
between two developed regions, easily accessible but in a location
where we began to think about how an art center would exist here,
from the perspective of development of the area.

Eda Tekcan: It's not like that now, but in that period, Unalan was a
shantytown. The number of buildings which were designed, planned,
even built by professional contractors was very few. We said, “it won'’t
work, here.”

Elvan Tekcan: We all reacted. But we had shown the same reaction
when the land for the building in Camlica was first purchased as well;
because at the time, wolves would roam around here. And without
exception, everyone who came would say, “Master, how can there be
an art center in the middle of nowhere?” to which Master Slleyman
would respond, “If you do the right thing, everyone will come.” And
really, in a very short time, we saw the results, and he said the same
thing about the Unalan neighborhood. He has a saying, “the center of
the world is wherever you place the plummet.”

Eda Tekcan: And there’s one thing that | never forget. He said, “You can’t
bring people on the periphery to a place in the center, but by constructing an
art center, a museum in a shantytown, you can at least transform the people
there.”

Elvan Tekcan: This is the actual reason why the Master chose the area of
printmaking. In Turkey, it is an understanding which first is that of my father,
and then of our entire family in terms of our life mission. It is not a mission
we selected, but which has been given to us. Of course, there were also
thoughts as a result of a very social-democratic outlook that art should
enter each home, deliberations on how culture can be disseminated, if I'm
performing art then | must certainly do this in @ manner which serves society.
The Master’s attitude was never elitist. We formed this structure under the
concept of a museum because Master Stileyman believes that museums are
the most important leg of cultural education for a society. And if we are to get
back to our subject, the land was purchased and work on the project was
initiated as of that day.
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Eda Tekcan: Stleyman Saim Tekcan’in yapilmis bir mekani bir mizeye ya da
atolyeye donusttrme gibi bir distincesi hi¢ olmadi. Amaca uygun yeniden
sifirdan bina yapmak istiyordu.

Elvan Tekcan: Slleyman Hoca’nin kafasinda hep bir yerler vardi ama
bir yandan da yeni popUlerlesen Tunel bolgesi gibi pek cok yere baktik o
zaman. Buldugumuz binalarin en iyisi bile 200-300 m2taban alanli ve ¢ok
eski binalardi. Kisaca hicbir sekilde bizim buttn bu istedigimiz fonksiyonlara
cevap verecek, bizim butgemize uygun bir bina bulamadik.

Eda Tekcan: Glnk( kafamizda hep 1200 m2 minimum alan olmasi gerekiyor
diyorduk.

Elvan Tekcan: Sonug olarak birka¢c ay sonra tipik bir Stleyman Saim
Tekcan davranis bicimi olarak hoca, “Ben bir arsa aldm,” diyerek geldi. Aldi
bizi gotlrdu, hakikaten bizim hig aklimizda olmayan, benzesmeyen bir yer.
Aslinda bir yandan baktiginizda gelismis olan
iki bolgenin arasinda sikismig, ulasim agisindan
kolay ama gelismislik acisindan “bir sanat
merkezi burada nasil olur” diye distindigimiz
bir nokta.

Eda Tekcan: Su an dyle degil ama o dénemde
bir gecekondu mahallesiydi Unalan. Tasarlanms,
kurgulanmis mUteahhidin yaptigi bina sayisi bile
cok azdi. Biz “burada olmaz” dedik.

Elvan Tekcan: Hepimiz tepki gosterdik. Ama
Camlica’daki binanin da arsasl ilk alindigi zaman
ayni tepkiyi géstermistik; ¢linkl 0 zaman buraya
kurtlar iniyordu. Ve istisnasiz herkes geldigi
zaman, “Hocam hi¢ burada dag basinda sanat
merkezi olur mu?” dediklerinde, Sileyman
Hoca, “Siz dogru seyi yaparsaniz herkes gelir,”
gibi bir sdylemle cevap verirdi. Hakikaten de
cok kisa bir sUre icinde sonucunu gordik, ayni
seyi Unalan semti igin de sdyledi. Onun bir lafi vardr: “Siz sakulii nereye
koyarsaniz dinyanin merkezi orasidir,"dliye.

Eda Tekcan: Bir de seyi hic unutmuyorum. “Merkezdeki bir yere periferideki
insanlan getiremezsiniz ama bir gecekondu mahallesinde bir sanat merkez,
bir mize yaparak en azindan oradaki insanlari déntsturebilirsiniz,” dedi.

Elvan Tekcan: Hoca’'nin baskiresim alanini segmesinin de asli sebebi bu.
Tdrkiye'de, bizim 6nce babamizin sonra bitln ailenin yasam misyonu olan
bir anlayis. Bizim segtigimiz degil bize yiklenmis bir misyon. Tabii gok sosyal
demokrat bir gortisiin de sonucu olarak her eve sanat girsin, kultdrt nasil
yayabiliriz, ben sanat yapiyorsam muhakkak topluma hizmet etmis sekilde
bunu yapmam gerekiyor gibi distnceler de vardi. Hoca’nin tavri hicbir
zaman elitist olmadi. Stleyman Hoca muzelerin toplumun Kulttr egitiminin
en énemli ayagi oldugunu diistindigu icin biz mize kavrami altinda bu yapiyi
olusturduk. Ve tekrar konumuza geri dénersek arsa alindi ve alindigi gtinden
itibaren proje calismalar baslad!.

Eda Tekcan, Stileyman Saim Tekcan, Elvan Tekcan
MOGA, Graviir Atélyesi / Printmaking Studios, 2007

Eda Tekcan, Kaan Sahinoglu, Stleyman Saim Tekcan
Elvan Tekcan
MOGA, Graviir Atélyesi / Printmaking Studiios, 2007

45 o Imoga’nin OlimsUiz izleri



IMOGA 2017

Eda Tekcan: It was 2002, and the construction of the museum building was
completed within two years. It was opened in 2004.

Elvan Tekcan: In terms of the location, it was a difficult process, the zoning
status, legally. Taking care of the work in this regard took up a lot of our
time, and while it was under construction, we learned that for the first time in
Turkey, a museum was being built from a project designed specifically for this
purpose. There were museums built after ours though. Like the Ayaz Museum
and Baksi Museum.

Eda Tekcan: Still there are none in Istanbul but Kog is building one now, Mine,
you would know this better.

Elvan Tekcan: This is very important for the following reasons: One, we know
of the precedents of this throughout the world. The issue of a museum
building is very significant. And the second issue is, just as we mentioned
previously, it is important from the standpoint of functions; because when you
purchase an existing building and try to transform it, you're not able to obtain
the right spaces, whereas art is very much associated with space.

Mine Kucik: Who is the museum’s architect?

Elvan Tekcan: Actually, everything took place under Master Slleyman’s
coordination, a team from the municipality came to facilitate the processes
and carry out the technical part. Gokhan Sahinoglu and Stleyman Saim
Tekcan worked together.

Eda Tekcan: Let’s not forget inci Glingér. She provided support with the
first project, but of course Master Stleyman knew what was needed and
did everything in accordance to that. As a result, with its studios, galleries,
archive space, guest suites and sculpture studios, it resulted in the 2000m2
museum building it is today.

Elvan Tekcan: Not just Master Sileyman, but as a family we have seen many
museums and studied many projects. | went to America in 2003 within the
scope of a museum program. We visited nearly 50 museums, and not only
did we visit them, but had the opportunity to see all of their different sections
and watch their presentations for us. Therefore, while the museum was still in
the architectural stage we were able to plan and program on paper and draft
the most intricate details of it such as the ideal ceiling height, temperature and
humidity level of the archive room, how many centimeters the labels on the
works should be from the floor, what is necessary for restoration, what kind of
space would be needed for photo shoots, and so on. When we discuss this
issue today, one may think of course these are all necessary, but in Turkey,
some things came into existence very rapidly. When we were discussing
these issues at the time, there weren’t many private museums in Turkey. In
fact, we can say that there were no private art museums.

Eda Tekcan: Let's come to our moving process. It was April of 2004. The
entire building and everything was ready. The most important thing in the
moving process was the studios; first the studios moved, the machines, all of
the paints, studio materials, our tables. .. After everything had been moved we
left the archive for last. That was a very intense process because it was more
appropriate for everything to be archived here and moved there, and that’s
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Eda Tekcan: 2002 yiliydi, iki yil gibi bir slirecte muze binasi tamamlandi.
2004 yilinda da aglld!.

Elvan Tekcan: Aslinda zor bir slrecti bolge olarak, imar durumu,
legal olarak. Bu islerin yapilmasi vesaire bir hayli zamanimizi aldi ve
insaatin yapildigi esnada 6grendik ki Turkiye'de ik kez bir mize binasi
projelendirilip insa ediliyor. Bizden sonra yapildi ama. Ayaz Muzesi,
Baksi Muzesi gibi.

Eda Tekcan: istanbul’da yine yok ama simdi Koc yapiyor, Mine sen
daha iyi bilirsin.

Elvan Tekcan: Bu sunun icin gok onemli. Bir, dinyadaki orneklerini
biliyoruz. Gok &nemli bir konu miize binas. Ikincisi de, bu biraz énce
hep bahsettigimiz fonksiyonlar agisindan 6nemli; ¢unkd mevcut bir
binayr aldiginiz zaman donistirmeye calistdinizda dogru mekanlari
elde edemiyorsunuz, oysaki sanat mekanla cok iliskili bir sey.

Mine Kigulk: Mizenin mimari kim?

Elvan Tekcan: Aslinda Stleyman Hoca’nin koordinatérliginde oldu
her sey, belediyeden bir ekip islemlerin kolaylasmasi agisindan teknik
kismini yUrdttd. Goékhan Sahinoglu ve Sutleyman Saim Tekcan ortak
calistilar.

Eda Tekcan: inci Giingér’ti unutmayalim. ilk projede destek verdi ama
tabii ki Stleyman Hoca ne istendigini biliyordu ve her seyi ona uygun
bicimde yapti. Sonug olarak 2000 m2 atélyeleriyle, galerileriyle, arsiv
odamizla, misafir odalariyla, heykel atdlyeleriyle bugtnki mize binasi
oldu.

Elvan Tekcan: Sadece Sileyman Hoca degil, ailece diinyada cok muize
gbérmus, cok proje incelemistik.2003 yilinda mizecilikle ilgili bir program
cergevesinde Amerika’ya gittim. 50’ye yakin mize ziyaret ettik, sadece
ziyaretle kalmayip muzelerin butin farkli bolumlerini gérme imkan
oldu ve bize yaptiklarl sunumlari izledik. Dolayisiyla mize daha mimari
asamadayken, ideal tavan ylksekliginin ne olmasli gerektiginden,
arsivlenecek odanin isisinin ve nem oraninin ne olmasl gerektigine,
eserlerin etiketlerinin yerden ka¢ cm yukarnda olmasi gerektigi,
restorasyon igin ne gerekli, fotograf cekimleri igin nasil bir mekén
gerektigi gibi bir mlzede olabilecek bitin detaylar kagit tzerinde en
ince ayrintisina kadar yazarak ve gizerek bir plan ve program yaptik.
Bugln aslinda bunlar konustugumuz zaman tabii bunlarin olmasi
gerekiyor gibi dustnebilirsiniz ama Turkiye’'de bazi seyler ¢ok hizli vicut
buldu. Biz 0 zaman bunlari konusurken Turkiye'de 6zel mlze sayisi ¢ok
fazla degildi. Hatta 6zel sanat mizesi yoktu diyebiliriz.

Eda Tekcan: Gelelim tasinma strecimize. 2004 yili Nisan’di. Butln bina
ve her sey hazirdi. Taginma suresindeki en énemli sey atélyelerdi; ilk
once atdlyeler tasindi, makineler, bitin boyalar, atélye malzemeleri,
masalarimiz... Her sey gittikten sonra biz en sona arsivi biraktik. O da
¢ok yogun bir galismaydi; ¢linkd burada arsivlenip oraya tasinmasi daha
dogruydu ve biz onu yaptik. Ben hic unutmuyorum, 2004 yilinda 1,5 ay
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what we did. | never forget, in 2004 for a month and a half all of the works
were updated once again on the lists that Elvan had made. This time we had
a little more technology available to us and we inventoried the entire system
on computers and carefully packaged the prints.

Elvan Tekcan: While the works were being archived, as we said, at the same
time sales continued, and the works which were for sale were separated;
those works which were exhausted as part of the museum collection and
those which remained part of the collection were separated, as was the family
collection. So, there was a tremendous amount of detailed work done.

Eda Tekcan: This museum is one which emerged under the leadership of
Slleyman Saim Tekcan by a family, but we also created an archive for a
potential future foundation. We don'’t touch the foundation archive at all.

Elvan Tekcan: Let me put it this way, 80% of the works are exhausted and
despite the fact that there is a lot of demand, we never make sales from the
collections.

Eda Tekcan: And there’s an archive which we call the family archive. There,
two productions each of every edition exist. That is, for each work, two are
put in the family archive, and we don’t touch them. For us, these are very
important as documentation and memory. Much of what comprises the sales
archive belonging to the Museum has been exhausted. All of the works from
the end of the 1970’s and the beginning of the 1980’s have been exhausted.

Elvan Tekcan: Let’s talk about the opening of IMOGA. It was opened ten days
before the opening of Istanbul Modern, but we were the first museum to open.
(laughter). It was a very nice, historical day.

Eda Tekcan: It was a magnificent opening. We did this opening in the year
2004, and all of the artists, all of the living art writers and journalists, many of the
artists we've mentioned here today in this book attended the opening as well.

Mine Kiiglk: In fact, you had mentioned that Stileyman Saim Tekcan had
thanked all of the artists at the opening.

Eda Tekcan: In his remarks at the opening, my father said, “I didn’t build this
museum, this museum was built by Turkish artists.” Of course, it was a very
humble approach; because he exerted a lot of effort on this, he devoted an
entire lifetime. Along with him, Emel Tekcan, Elvan and | worked very hard as
well, but we stand behind what my father said. Had it not been for our artists,
there wouldn't have been such an archive, nor would there be our museum or
any art museum in Turkey, and this should be underscored.

Elvan Tekcan: Actually, we should elaborate on two things here; we’ve come
to the point | previously mentioned | would discuss a little later. In 2004, before
the opening of the museum here had taken place, we exhibited IMOGA's first
collection in America upon invitation from a very important foundation. We
opened the exhibit in October 2004 in Washington, and we simultaneously
visited some artist organizations in Washington and participated in
presentations and exchange programs. There, throughout the conversations,
the following was raised: They had established an artist’s collective, an
association of sorts for original print, and they said our goal is for artists who
live in this city to come and donate one of their works from an edition, and let’s
accumulate a collection. And when we told them about the system we had in
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suresince burada butin eserler daha 6nce Elvan’in olusturmus oldugu
liste Uzerinde yeniden guncellendi. Bu sefer birazcik daha teknoloji vardi
elimizin altinda ve bilgisayar ortaminda envanterledik butin sistemi,
baskilari adediyle 6zenle paketledik.

Elvan Tekcan: Eserler arsivlenirken, bir yandan da dedigimiz gibi
satis devam ediyordu, satisa konan eserler ayrildi, mizenin tamamen
koleksiyonunda tikenen eserler ve mizenin koleksiyonu olan eserler ayrildi
ve aile koleksiyonu ayrildi. Dolayislyla gok ciddi detayli bir is yapiimis oldul.

Eda Tekcan: Bu muze bir aile tarafindan Suleyman Saim Tekcan
dncultgunde bizim meydana ¢ikardigimiz bir miize ama gelecekte olasi bir
vakif icin de bir arsiv olusturduk. Vakif arsivine hic dokunmuyoruz.

Elvan Tekcan: Soyle sdyleyeyim %80 eser tikenmis durumda ve cok talep
oldugu halde biz bu koleksiyonlardan asla satis yapmiyoruz.

Eda Tekcan: Bir de aile arsivi dedigimiz bir arsiv var. Orada tirajlanmis her
isten ikiser adet var. Yani her isin iki tanesi aile arsivine koyuluyor ve onlara
da dokunmuyoruz. Bu bizim igin belge ve bellek olarak ¢ok énemlidir.
MUzede satis arsivinin birgogu tukendi. 1970’lerin sonu 1980’lerin
basindaki butin eserler tikendi.

Elvan Tekcan: IMOGA'nin agilisindan bahsedelim. istanbul Modern’in
acilisindan on gun dnceydi, ik agillan mize biz olmustuk. Guzel tarihi bir
gundu.

Eda Tekcan: Cok gérkemli bir acilis oldu. Butlin sanatc¢ilarin, yasayan
bltln sanat yazarlarinin, gazetecilerin, bugtin bu kitapta andigimiz birgok
sanatcinin da katiimiyla biz 2004 yilinda bu agilisi yaptik.

Mine Kiglk: Hatta Stleyman Saim Tekcan’in agilista sanatgilara
tesekkdr ettigini sOylemistiniz.

Eda Tekcan: Babam acilis konusmasinda, “Bu mizeyi ben yapmadim,
bu mizeyi Turk sanatcilan yapti,” dedi. Tabii cok mitevazi bir yaklagim;
¢inkd bunun icin cok emek sarf etti, bir SmUr verdi. Onunla birlikte Emel
Tekcan, Elvan ve ben de ¢ok emek sarf ettik ama babamizin sdyledigi
s6zUn arkasinda duruyoruz. Tabii ki sanatgilanimiz olmasaydi dyle bir arsiv
de olmazdi, bizim muze, Turkiye’de hicbir sanat mlzesi olamazdi, bunun
da altini gizmek lazim.

Elvan Tekcan: Aslinda burada iki seyi acalm; biraz énce bahsedecegim
dedigim noktaya geldik. 2004 yilinda hentiz mizenin buradaki acilisi olmadan
Amerika'daki gok énemli bir vakfin daveti Uzerine ilk IMOGA koleksiyonunu
Amerika’da sergiledik. Ekim 2004'de biz Washington’da sergi actik, sergiyle
es zamanli olarak Washington’da bazi sanatci kuruluslarini da ziyaret ederek
konusmalar ve deneyim degisim programlarina katidik. Orada sohbetler
srasinda suna deginildi; Washington’da bir sanatgl toplulugu kolektif
baskiresim dernegi gibi bir yapi kurmuslar ve dediler ki bizim amacimiz
bu sehirde yasayan sanatcilar gelsinler buraya tirajll islerinden bir tanesini
bagislasinlar, ki biz bir bellek olusturalim, bir koleksiyon olusturalim. Biz de
onlara 1974 yiindan itibaren yapmis oldugumuz ve yiriitmekte oldugumuz
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place since 1974, and how we were maintaining it, they said, such a practice
hasn't yet been implemented in America. They immediately surrounded my
father and asked how it was that he thought of such a thing; this is something
beyond being an artist and producing art. This is completely a management
skill. And Master Stleyman responded at the time by saying, “yes, ultimately
that may be the case, but my entire motivation throughout was that everything
gains a greater sphere of influence when it is shared. Had | been an artist
who produced on his own | would have been famous but we wouldn’t have
gained a lot of ground in terms of printmaking in Turkey. We converged our
strength and in thirty years, people in Turkey know what printmaking is.” With
this, the other issue | want to talk about is this; when the building was being
constructed we agreed that it would be a museum, but what its name should
be became an issue for discussion. When my father told his friends he was
building a museum, everyone said it should be the Tekcan Museum. My father
would say no, it could have been, but that's never what he wanted, he didn’t
feel right about it. And we said, “Dad, you've devoted your entire live to this,
why are you so hesitant?” His response was “We’re not doing this for our last
name, | never did this work for my name.” In terms of his sincerity with regard
to his own life and all of the work he had done up to that point, he didn’t agree
with giving the museum his name, and we weren't able to give the museum a
name for quite a while. He said, “For me, it is very important that this museum
is an international museum with international accreditation as such; that's why
| will establish an international council and we will determine the name in that
manner.” We had a lot of communication with international biennales and we
sent letters to many places and many art dealers. Many people from Belgium,
France and Germany gave us ideas, but the name of the museum came
from Bonny Baxter. She said, “For us, Istanbul is important, the name should
certainly have Istanbul in it.” For Stleyman Saim Tekcan, because the issue
of graphic arts was one that he had strived to make an appropriate place for
throughout his life, he wanted the word graphic to be in the name.

Eda Tekcan: Because “printmaking” used to refer to the practice abroad, but
it is used as a technical term. Everything that is produced in this manner is
referred to as “graphic arts” and when we consulted with graphic artists and
printmaking artists abroad on this matter, they all responded with “graphic
arts”.

Elvan Tekcan: This was a more inclusive title, unfortunately, this is stil
something that is being debated in Turkey.

Eda Tekcan: Because it gets confused with graphic design, graphic design is
something else, graphic arts, something else. Graphic arts include illustration,
printmaking, etching and lithography as well. It's a name which includes all
of these.

Elvan Tekcan: The technical perspective is different, the content perspective
is different, and when we say graphic arts, it includes all of these.

Eda Tekcan: Because art books created with printmaking exist both in our
museum archive and in its presentation.

Elvan Tekcan: So, this international council determined a name with
consideration for the most intricate detail of each word. When we wanted it
to have an abbreviation that would be easily recalled, because using the first
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sistemi anlattgmizda, dediler ki: Amerika’da bu gine dek bdyle bir
uygulama yok. Hemen babamin etrafini sardilar, siz dediler nasil béyle bir sey
dUstindinuz, bu sanat¢i olmanin, sanat Uretiyor olmanin disinda baska bir
sey. Bu tamamen yoneticilik becerisidir. Stileyman Hoca da o zaman dedi ki:
“Evet nihai noktada Oyle olabilir ama benim buradaki bitlin motivasyonum
her seyin paylastikca etki alaninin daha blyUk olmasidir. Ben tek basima
Ureten bir sanat¢l olsaydm meshur olurdum ama baskiresim adina
Turkiye'de ¢ok da fazla yol aimamis olurduk. Biz glglerimizi birlestirdik ve
Turkiye'de 6zguin baskinin 30 senede ne oldugunu biliyor insanlar.” Bununla
birlikte anlatacagim diger konu; binayr insa ederken bir yandan da tamam
mUze olsun ama “adi ne olacak” bu konusulmaya baslandi. Babam arkadas
cevrelerine mize binasi yapiyorum dedigi zaman herkes Tekcan Muzesi
olsun dedi. Babam hayir diyordu, olabilir ama hi¢ bdyle istemiyordu, igine
sinmiyordu. Biz de, “Baba sen bittin hayatini verdin bu ise neden bu kadar
cekimsersin,” diyorduk. O da, “Biz soyadimiz icin yapmiyoruz bu isi, ben
hichbir zaman adim icin yapmadim,” diyordu. Hayatiyla ilgili ve bitin o gline
kadar yaptigi islerle ilgili samimiyeti acisindan dogru bulmuyordu ve mizenin
adini bir t0rld koyamadk. “Benim igin bu muzenin uluslararasi bir mize
ve uluslararasl akreditasyonu olan bir yer olmasi ¢ok ¢nemli; bu ylzden
uluslararasi bir kurul kuracagim ve bu sekilde ismi bulalim,” dedi. Uluslararasi
bienallerle cok iletisimimiz vardi, birgok yere yazilar gdnderdik, onlarca
sanatclya yazdik. Belcika, Fransa ve Aimanya’dan bircok kisi fikrini sOyledi
ama isim annesi Bonny Baxter oldu. Bonny dedi ki: “Bizim icin Istanbul
énemli, istanbul kelimesi mutlaka gegsin.” Stlleyman Saim Tekcan da grafik
sanatlar meselesini bitin egitim hayat boyunca dogru yere oturtmaya
calistigi icin ismin iginde muhakkak grafik kelimesinin gegmesini istedi.

Eda Tekcan: Cunki yurtdisinda baskiresim kelimesi “printmaking”
kullanilyor ama teknik bir terim olarak kullaniliyor. Baskiresimle Uretilen
her seye “graphic arts” deniliyor ve biz yurtdisindaki grafik sanatgilarina
ve baskiresim sanatcilarina da bu talebimizi ilettigimizde hepsinden bize
donusu “graphic arts” kelimesi olarak geldi.

Elvan Tekcan: Bu daha kapsayici bir baslikti, bu hala maalesef Turkiye'de
tartisilan bir sey.

Eda Tekcan: Cunku grafik tasanmla kanstinliyor, grafik tasanm baska
bir sey, grafik sanatlar baska bir sey. Grafik sanatlar illistrasyonu da,
baskiresimi de, gravirl de, litografiyi de kapsiyor. Yani hepsini kapsayan
bir isim.

Elvan Tekcan: Teknik acisi farkli, igerik acisi farkli ve grafik sanatlar
dedigimizde bunlarin hepsini kapsiyor.

Eda Tekcan: Cinkl baskiresimle Uretimis sanat kitaplarn da bizim
muzemizin hem arsivinde hem de sunumunda yer aliyor.

Elvan Tekcan: Dolayisiyla bu uluslararasi kurul her kelimenin detayina
varacak sekilde bir isim belirledi. Akilda kalici kisaltimis bir isim olsun
isteyince 0 zaman da ingilizce’sinin, bas harflerinden olusan kelime daha
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letters comprising the name in English would be more phonetic, that’s what
we preferred. I'm providing a lot of detail because we got a lot of criticism
over this. Because the name of a museum in Turkey was being abbreviated
in English. As | mentioned earlier, we embarked on this journey with the
purpose of being an international museum, and the point we are at now,
after more than 10 years, we are an international museum. That is, when
you look at IMOGA's archive today, along with the works of Turkish artists,
there are the works of international artists as well. Therefore, in a global world,
when concepts weren't as current as they are today, we were having such
discussions. Essentially, the Istanbul Museum of Graphic Arts emerged with
very sound foresight. And we are very content with the result today.

Mine Kiiguk: How was IMOGA represented on the European side?

Elvan Tekcan: We opened the museum in December 2004 on the Anatolian
side. However, because of Istanbul’s traffic problem, we thought it would be
wise to have a space on the European side as well, and we were discussing
this. Around that time, an opportunity arose and we decided for the first time
to establish a point of contact for the museum in Nisantas!. We didn’t have any
ideas of opening studios or creating their functionality here, just the creation
of a space which would support the museum’s promotion and offer more
exposure for the museum’s brand, facilitate contact and operate as a point
of sales. So, in March of 2005 we realized a second project as the IMOGA
Art Gallery. However, because of logistical reasons and because we didn’t
have the manpower to maintain it, we took a break from this space in 2007 to
concentrate on other priorities of the museum.

Eda Tekcan: We had other exhibits aside from printmaking at the gallery in
Nisantag for two years.

Elvan Tekcan: The first steps towards the IMOGA Art Gallery in Kiziltoprak
which was opened in 2015 were taken at that time.

Mine Kiguk: If we are to return to the museum. Master, can you please
discuss visits to the museum and the events there?

Slleyman Saim Tekcan: Museum visits have many dimensions. For the
first time in Turkey, we organized the Istanbul Graphic Arts Biennale. There
was participation from nearly 100 countries. We both held a competition and
exhibited the works of the artists. As a result of that biennale we met many
people and had a lot of visitors. Our museum gained the works of foreign
artists and some of the artists held workshops at our museum by way of the
biennale. Exhibits by Slovak artist Katarina Vavrova, Hugo Besard of Belgium,
Bulgarian artists Dimo Kalibarov, Onnik Karanfilian and the works of the late
American artist Edward Curtis were events which got a lot of attention. All of
these exhibits were joint projects we carried out with Consulates. Aside from
being a graphic arts museum, it hosted a lot of other events. An event with an
American ensemble performing American film scores took place in our multi-
purpose area with an audience of about 200 people. Artists who exhibited
also organized workshops here.

Mine Kuicuk: How would you describe the museum’s visitor profile?

Slleyman Saim Tekcan: The museum has three types of visitors. The largest
group of visitors are students. In general, they make appointments with us
through their art teachers and come in large groups of 50 or 100, and along
with visiting the museum, they participate in the studio workshops. The second
segment is from the public; those who come both to see the museum and to
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fonetik oldugu i¢in onu tercih ettik. Bunu detayli acikliyorum; ¢lnki bu
konuda da bize ok elestiri geldi. Turkiye'de bir miize ismi niye ingilizce
isminden kisaltma oldu diye. Biraz énce dedigim gibi biz uluslararasi bir
mize olmak amaciyla yola ¢iktik ve bugiin geldigimiz 10 kisur senenin
sonunda da uluslararasi bir mizeyiz. Yani bugin IMOGAnin arsivine
baktiginiz zaman Tirk sanatcilarinin yani sira uluslararasi sanatgilarin da
eserleri var. Dolayislyla global bir diinyada biz hentiz kavramlar bugliink
kadar guncel degil iken o gln bunlar konusuyorduk. S6zin 6zU iyi bir
ongorl ile Istanbul Grafik Sanatlar Miizesi meydana c¢ikti. Bugiin de
sonugtan son derece memnunuz.

Mine Kiguk: IMOGA'nin Avrupa yakasinda temsil edilmesi nasil oldu?

Elvan Tekcan: 2004 yili Aralk ayinda mizeyi Anadolu yakasinda agtik.
Ancak Istanbul’un trafik probleminden dolayr Avrupa yakasinda da bir
mekan olmasinin iyi olacagini distnlyorduk, konusuyorduk. O siralar
bir imkan dogdu ve Nisantasi’'nda ilk kez muzeyle iliskili olarak bir iletisim
noktasinin kuruimasina karar verdik. Burada hicbir sekilde atolyeler ve
onlarin imkanlarini yaratmak gibi bir diistincemiz yoktu, sadece muzenin
tanitimina destek olacak ve muzenin markasinin daha fazla gérindrliguni
saglayacak, iletisimini kuracak ve de satig noktasl olarak galisacak bir
mekan yaratimasini distindik. Béylece 2005 yill Mart ayinda Nisantasi’nda
IMOGA Art Gallery olarak ikinci bir mekan projesi hayata gecirildi. Ancak
lojistik sebepler ve bizim is glicl olarak yetisemememizden dolayr 2007
yilinda mize icin baska oncelikli projeleri hayata gecirmek adina bu
mekéana bir sireligine ara verdik.

Eda Tekcan: Nisantasi'nda bulunan galeride iki yil boyunca baskiresim
disinda baska sergiler de yaptik.

Elvan Tekcan: 2015'de Kiziltoprak’'ta IMOGA Art Gallery olarak vicut
bulan yapinin ilk adimlari o yillarda atildi.

Mine Kuguk: Tekrar mizeye ddnecek olursak, Hocam muze
ziyaretlerinden ve etkinliklerden bahseder misiniz?

Siileyman Saim Tekcan: Miize ziyaretlerinin bircok boyutu var. ik kez
Turkiye'de Istanbul Grafik Sanatlar Bienali diizenledik. Yaklasik 100
Ulkeden katim oldu, hem yarisma yaptk hem de yarismacilarin islerini
sergiledik. O bienal sayesinde ¢ok insanla tanistik ve ¢ok fazla ziyaretgimiz
oldu. Yabanci sanatcilarin eserleri mizemize kazandirildi ve sanatcilarin
bazilar da bienal vesilesi ile mizemize gelip atdlyeler yaptilar. Slovak
sanatgl Katarina Vavrova, Belcikall Hugo Besard, Bulgar sanatgilar Dimo
Kalibarow, Onnik Karanfiliyan ve Amerikall su anda yasamayan sanatci
Edward Curtis’in sergi agmasl ¢ok ilgi goren etkinliklerdendi. Butin bu
sergiler konsolosluklar araciligiyla yaptigimiz ortak projelerdi. Mizemiz
grafik sanatlar muzesi olmanin disinda bir¢ok etkinlige de ev sahipligi
yaptl. Amerikan film mdziklerini icra eden Amerikall bir ekibin etkinligi
cok amagcl salonumuzda 200’e yakin dinleyici ile gerceklesti. Sergi agan
sanatcilar atolyeler dizenlediler.

Mine Kiclk: Mizeye gelen ziyaretci profilini nasil agiklarsiniz?
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purchase original prints. The third segment of visitors are those from abroad,
international visitors from Europe, America and Canada. The total number
of all of these visitors in the early years was about 15 thousand, whereas
today, that number is about 40-45 thousand, in fact sometimes it reaches 50
thousand. Indeed, this isn’t a small number but if you ask if it is a number on
a world scale, no, it is not. A museum like ours should be visited by 1 million
people per year, perhaps, but unfortunately, the culture of visiting museums
in Turkey doesn'’t broadly exist. Some of the visitors to the museum indicted
that they wanted to learn etching and we try to fulfill these requests by offering
classes on a three-month basis. In addition, the printmaking classes of Isik
University were also held at the museum, and students of museology and art
management from Yeditepe University did work at our museum.

Eda Tekcan: We also support those who establish their own studios among
the people who we have trained. In any case, it's not possible for our own
studio to address such a large segment, and to suffice. After we instruct our
students on techniques and printmaking, we facilitate them in going their own
way. In one sense, this is a method of augmentation. Now, although they

may not be at the same scale of our printmaking studio, smaller scale studios
have been established and they continue their own production there. In
addition, Olca Uzunokur, Demir Kardas, Nuran Unsal, and Sirma Olcay Kefeli
advanced from being students at the museum, to becoming artists.

Slileyman Saim Tekcan: | think it was the year 2007, when you first visited our
museum, Mine. Mine is a very esteemed expert on the issue of museology
in Turkey.

Mine Kucuk: Thank you, Master Tekcan. At that time, | was writing monthly
museum articles for Milliyet Sanat. When | came, | remember, Master Stileyman
and Elvan were at the museum, and we had a conversation together.

Eda Tekcan: Then, you came to us with a project, and what you suggested
got us very excited. You had said, how can we teach primary school children
about graphic arts and what can we do. Our school projects were initiated
with your suggestion have continue today. Educating children is an issue
which is very important for us.
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Suleyman Saim Tekcan: Muzenin Ug turll ziyaretgisi var. En buyUk
ziyaretci grubu ¢grenciler. Genellikle resim 6gretmenlerinin ya da sanat
dgretmenlerinin araciliglyla bizden randevu alarak 50 ya da 100 kisilik
buyuk gruplar halinde geliyorlar ve miizeyi ziyaret etmenin yani sira atolye
calismasina katiliyorlar. ikinci dilim ise halk kesiminden hem muizeyi
gdrmek hem de baskiresim satin almak icin gelen ziyaretgiler. Ugiincl
kesim de Avrupa’dan, Amerika’dan, Kanada'dan gelen uluslararasl
ziyaretciler. Tum bu ziyaretcilerin toplami ilk yillarda 15.000 civarindaydi,
buglnlerde ise 40-45.000, hatta 50.000’i bile buldugu oluyor. Bu az bir
sayl degil ama tabii bu diinya capinda bir sayr mi derseniz, hayir degil.
Bizim gibi bir mizenin yilda belki 1.000.000 kisi tarafindan gezilmesi
gerekir ama maalesef Turkiye'de mize gezme kdlturl fazla yok. Mize
ziyaretgilerinin bazilar gravir 6grenmek istediklerini talep ettiler ve biz
de bu talepleri 3 aylik zaman dilimlerinde dersler yaparak karsilamaya
calisiyoruz. Ayrica Isik Universitesi'nin baskiresim dersleri de miizede
yapildi, Yeditepe Universitesi’nin miizecilik dersi ve sanat ydnetimi

dalinda egitim alan égrencileri mizemizde calismalar yaptilar.

Eda Tekcan: Egitim verdigimiz kisiler icerisinde kendi atélyelerini kuran
kisilere de destek oluyoruz. Zaten atdlyemizin bu kadar genis kitleye
hitap edebilmesi, yetebilmesi miimkiin degil. Ogrencilerimize teknikleri
ve baskiresmi 6grettikten sonra onlarin kendi yollarina gitmesini
sagliyoruz. Bir nevi ¢cogalma yontemi bu. Su anda bizim baskiresim
atélyelerimiz boyutunda olmasa bile klcuk capli birgok atélyeler olustu
ve onlar da kendi Uretimlerine devam ediyorlar. Ayrica Olca Uzunokur,
Demir Kardas, Nuran Unsal, Sirma Olcay Kefeli de miizede dgrenci
olma durumdan sanatci olma seviyesine yukseldiler.

Suleyman Saim Tekcan: 2007 yiliydi galiba, Mine mizemizi ik kez
ziyaret ettin. Mine Turkiye’de muzecilik konusunda ¢ok uzman bir isim.

Mine Kicuk: Tesekkir ederim, Hocam. Ben o zaman Milliyet Sanat’a
aylik mize yazilar yaziyordum. Geldigimde hatirliyorum Sileyman
Hoca ve Elvan vardi miizede, sohbet etmistik hep beraber.

Kerem Sahinoglu, Doga Tomba,
Emel Tekcan, Emre Tomba
IMOGA 2007
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Eda Tekcan, Sinem Altin
IMOGA Gravir Akademisi 2006

Bilde Akay, Eda Tekcan, Nurten Yiksel
IMOGA Graviir Akademisi 2006

Eda Tekcan, Ayse Akbas
IMOGA Gravir Akademisi 2006

Mine Kucuk: | was teaching museum lessons at a private primary school.
Within the framework of that class, | wanted to introduce the students to
printmaking. We spoke with Eda and planned the project. Eda formed a
team consisting of her artist friends who were working at the museum. The
children learned printmaking in an entertaining way, and they were the first
students of the museum. Later we opened an exhibit for the children to
which their families were also invited, and printed an exhibit catalogue. We
did similar work with other groups, subsequently.

Slleyman Saim Tekcan: I'd like to add that | was invited to participate in juries
as a result of my association with the museum. | went to many countries like
Japan and Bulgaria to promote the museum, and we can add to this Mine’s
visit to Korea representing the museum. With these visits, we distinguished
the museum’s place in the international platform and once again found an
opportunity to promote the museum.

Mine Kuguk: In closing, can you tell us about IMOGA's etching training
mission, as a museum which exists with its studios?

Eda Tekcan: In 1999, we made the decision to open the studios previously
only used by those selected professional artists for production at the Camlica
House of Art to those who wanted to learn and produce etching for the first
time. We started to give etching instruction one full day per week for up to
10 students from various disciplines. This instruction continued at the studios
of the Camlica House of Art until 2004. During that time, many new etching
artists were trained and there were even works we added to the museum
collection. After the establishment of IMOGA we continued these lessons on
a more professional level. We were more selective, and put it into a format
such that it would be an etching academy where etching artists would be
trained rather than treating it as a course. From 2004 on, the training under
my leadership continues while we benefit from the experience and knowledge
of Slleyman Saim Tekcan ever present, as its pioneer. We should also
acknowledge that Master Stleyman and | have had the assistance of valuable
etching artists such as Nurten Seferoglu, Bahar Susur Akay, Sevgi Dizlek and
Ecehan Toprak, in conducting the classes together. Some of these names
now continue instructing in their own studios, and some at universities. Merve
Turan and Gulsen Elibol are artists with whom | continue to give instruction.
The main purpose of this training is to teach traditional graphic arts, to promote
it and sustain it, and to strengthen the museum’s collection with young and
newer artists. There are many names and artists of the museum, who learned
this discipline at IMOGA studios, and later continued to produce at studios
they established themselves.

Mine Kuguk: | would like to thank very much all of those who participated
in our conversation. Together, we discussed the IMOGA studios and
museum, which not are not only exemplary in our country, but beyond
it as well. As we conclude this interview, | would like to have the distinct
pleasure of announcing the latest addition to the IMOGA family, the IMOGA
ART SPACE in Kuzguncuk, which will open with The Immortal Traces of
IMOGA exhibit. With my wishes for examples such as this to increase, in
the hope that art will be more present in our lives.
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Eda Tekcan: Sonra bize bir projeyle gelmistin ve 6nerdigin proje bizi de ¢ok
heyecanlandirmisti. ilkokul dgrencilerine baski resmi nasil anlatabiliriz ve neler
yapabiliriz demistin. iste bu okul projelerimiz ilk senin bu énerinle basladi ve
hala devam ediyor. Cocuk egitimi ok énemsedigimiz bir konu.

Mine Kiigiik: Ozel bir ilkokulda miize dersi veriyordum. Bu ders cercevesinde
6grencileri baski resim ile tanistirmak istedim. Eda ile konustuk ve projeyi
planladik. Eda 0 zaman miizede ¢alisan sanat¢i arkadaslari ile bir ekip kurdu.
Cocuklar eglenerek baski resim dgrendiler, onlar miizenin ilk égrencileriydi.
Daha sonra cocuklara ailelerinin de davetli oldugu bir sergi actik, sergi
katalogu bastik. Benzer ¢alismalari daha sonra farkli gruplarla da yaptik.

Slleyman Saim Tekcan: Ayrica eklemek isterim. Mize ile baglantili olarak
jUrilere davet edildim. Japonya, Bulgaristan gibi bircok Ulkeye muzeyi
tanitmak icin davet edildim, ki bunlara Mine’nin mizeye temsilen yaptigi Kore
seyahatini de ekleyebiliriz. Bu seyahatlerde muzenin uluslararasi platformlarda
yerini belirlemis ve tekrar mizemizi tanitma firsatini bulmus olduk.

Mine Kigik: Son olarak atdlyeleri ile yasayan bir mize olan IMOGA'nin
grav(r egitim misyonunu anlatabilir misiniz?

Eda Tekcan: Camlica Sanat Evi'nde sadece secilmis profesyonel sanatcilarin
Uretim yaptigr atdlyeleri, 1999 yilinda ilk defa graviirt 6grenmek ve Uretmek
isteyen kisilerin de kullanimina agma karari aldik. Haftanin bir tam gina,
sanatin farkll disiplinlerinden gelen 10 kadar &grenciyi secerek gravir
egitimi vermeye basladik. Bu egitim 2004 yilina kadar Camlica Sanat Evi
Atdlyeleri’nde strdl. Bu slrecte birgok yeni gravircl yetisti, hatta miize
koleksiyonuna aldigimiz eserler bile oldu. IMOGA' nin kurulusundan sonra
bu dersleri biraz daha profesyonel anlamda strdirdik. Daha segici olduk,
bir kurs mantigindan gok gravir sanatgisi yetistirecegimiz gravir akademisi
formatina soktuk. 2004 vyiindan bu yana benim &nderligimde yapilan
derslerde Stleyman Saim Tekcan tecriibe ve bilgisinden faydalandigimiz
oncl hoca olarak hep devrede. Ben ve Slleyman Hocamizin yani sira bu
egitimlerde bize asistanlik yapan, dersleri beraber yurittigimdiz Nurten
Seferoglu, Bahar Susur Akay, Sevgi Dizlek, Ecehan Toprak, adll degerli
gravir sanatgilarini da unutmamak lazim. Bu isimlerden bazilan simdi kendi
atOlyelerinde, bazilan da Universitelerde egitmenlige devam etmekteler.
Merve Turan ve Glsen Elibol halen egitimi beraber strdtrdigum sanatgilar.
Egitimlerimizin ana amaci geleneksel baski sanatlanini dgretmek, tanitmak,
yasatmak ve muze koleksiyonunu geng ve yeni sanatgilarla glclendirmek.
IMOGA Atdlyeleri’nde bu sanati ¢grenip daha sonra kendi atélyelerini kurup
Uretime devam eden ve mize sanatcisi olan birgok isim var.

Mine Kigclk: Sohbete katilan herkese ¢ok tesekkir ediyorum. Sadece
Ulkemizde degil Ulkemiz disinda da érnek teskil eden IMOGA Atélyeleri’ni
ve mizeyi hep birlikte anlattik. Sylesimizi sonlandirirken, IMOGA ailesine
yeni katilan, IMOGA'nin Oliimsiiz izleri sergisi ile agilacak Kuzguncuk,
IMOGA ART SPACE’nin mujdesini buradan vermek istiyorum. Sanatin
daha fazla hayatimizda olmasi i¢in bdyle drneklerin cogalmasi dilegiyle...

Sevgi Dizlek, Bahar Susur Akay, Nuran Unsal
Eda Tekcan, Ecehan Toprak
IMOGA Gravir Akademisi 2006

Nazan Kusgu, Bilge Akay, Merve Turan
Eda Tekcan, Yara Ulcay
IMOGA Gravir Akademisi 2016
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ELIF NACI
1980 - 1981 Sogutllicesme

Sar Vazoda Gicekler / Flowers in a Yellow Vase, 1981
Elek Baski / Screenprint, 70x50 cm

Imoga’nin Olimsiiz Izleri @ 60 61 e Imoga’nin Olimsiiz izleri



NURULLAH BERK
1976 - 1977 Sogutlicesme

Utli Yapan Kadin / Ironing Woman, 1977
Elek Baski / Screenprint, 70x50 cm

Imoga’nin Oliimsiiz izleri o 62 63 e Imoga’nin Olimsiiz izleri



ZUHTU MURIDOGLU
1981 - 1983 Sogutllicesme

Séylesi Il / Interview II, 1983
Elek Baski / Screenprint, 70x50 cm

Imoga’'nin Oliimstiz izleri © 64 65 e Imoga’nin Olimsiz Izleri



EREN EYUBOGLU
1980 Sogutlicesme

Kéyll Kadin / Village Woman, 1980
Elek Baski / Screenprint, 70x60 cm

N ) 7 moga’nin Ol Zlel
Imoga’nin Olimsuiz Izleri o 66 67 e Imoga’nin Olimsuz Izleri



VEYSEL ERUSTUN
1978 - 1983 Sogutllicesme
1983 - 1986 Camlica

Imoga’nin Olimstiz Izleri o 68

isimsiz / Untitled, 1985
Gravur / Etching, 53x60 cm

69 e Imoga’nin Olimsiz Izleri



EMIN BARIN
1984 Camlica

Isimsiz / Untitled, 1984
Elek Baski / Screenprint, 70x50 cm



FERRUH BASAGA
1979 Sogutllicesme
2006 -2007 IMOGA

isimsiz / Untitled, 2007
Gravlr / Etching, 78x53 ¢cm

Imoga’nin Oliimsiiz izleri o 72 73 e Imoga’nin Olimsiiz izleri



CIHAT BURAK
1980 -1981 Sogutllicesme
1984 -1985 Camlica

Sirmali Vazoda Gigekler / Flowers in a Gilded Vase, 1981
Elek Baski / Screenprint, 70x50 cm

Imoga’nin Olimsuz Izleri o 74 75 e Imoga’nin Olimsiiz izleri



AVNi ARBAS
1982 Sogutlicesme
1985 Camlica

Lale / Tulip, 1982
Elek Baski / Screenprint, 70x50 cm

Imoga’nin Oltimsiiz izleri o 76 77 e Imoga’'nin Olimsiz Izleri
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TURHAN SELCUK
1985 Camlica

Imoga’nin Oliimsiiz izleri e 78



NESET GUNAL
1977 Sogutlicesme

Yasanti / Lifestyle 1977
Elek Baski / Screenprint, 70x50 cm

Imoga’nin Oliimsiiz izleri ¢ 80 81 e Imoga’nin Olimsuiz izleri



MEHMET PESEN
1987 - 1988 Camlica

Ekin K8yln Gelini / Bride of the Harvest Vilage, 1988
Elek Baski / Screenprint, 70x50 cm

Imoga’nin Oliims(iz Izleri o 82 83 e Imoga’nin Olimsiiz izleri



NEDIM GUNSUR
1983 Sogutlticesme
1984 Camlica

Oltmsiiz Doga / Immortel Nature, 1983
Elek Baski / Screenprint, 70x50 cm

Imoga’nin Oliimsiiz izleri e 84 85 e Imoga'nin Oliimsiz izleri



ADNAN TURANI
1999 Camlica
2014-2015 IMOGA

Sevgililer / Lovers, 1999
Elek Baski / Screenprint, 70x80 cm

Imoga’nin Oltimsiiz izleri o 86 87 e Imoga’nin Olimsiiz izleri



SEMIiH BALCIOGLU
1984 - 1987 Camlica

isimsiz / Untitled, 1987
Elek Baski / Screenprint, 70x50 cm

Imoga’nin Oliimsiiz izleri e 88 89 e Imoga'nin Oliimstiz izleri



BURHAN DOGANGCAY
1991 Camlica
2000 Gamlica

Kapllar Serisi / The Doors Series, 2000
Litografi / Lithography, 79x54 ¢cm

Imoga’nin Oliimsiiz izleri & 90 91 e Imoga'nin Oliimstiz izleri
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EROL AKYAVAS
1977 Sogutlicesme
1984 Camlica
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isimsiz / Untitled, 1977
Elek Baski / Screenprint, 70x50 cm

93 e Imoga’nin Olimsiiz izleri



GUNDUZ GOLONU
1977 Sogutlicesme
2005 IMOGA

Organik Geometri / Organic Geometry, 2006
Gravlr / Etching, 78x54 ¢cm

Imoga’nin Oltimsiiz izleri o 94 95 e Imoga’nin Olimsiiz izleri



OZER KABAS
1979 Sogutlicesme

Koy Postasi / The Village Post, 1979
Elek Baski / Screenprint, 70x50 cm

Imoga’nin Olimsiiz Izleri @ 96 97 e Imoga’nin OlimsUiz izleri



BURHAN UYGUR
1982 Sogutlicesme
1985 Camlica

Gorlinmez Kaza / Blind Accident, 1982
Elek Baski / Screenprint, 50x70 cm

Imoga’nin Olimsuiz Izleri o 98 99 e Imoga’'nin Olimsuz Izleri



GUL DERMAN
1982 - 1983 Sogutllicesme
1984 -1994 Camlica

Altin Boynuz Efsanesi/ Legend of the Golden Horn, 1992
Elek Baski / Screenprint, 70x50 cm

Imoga’nin Oliimsiiz izleri ¢ 100 101 e Imoga’nin Oliimsiiz izleri



KADRI OZAYTEN
1986 Camlica

isimsiz / Untitled, 1986
Elek Baski / Screenprint, 50x70 cm

Imoga’nin Olimsuiz Izleri o 102 103 e Imoga’nin Olimstiz Izleri



MEHMET KOYUNOGLU
1990 Camlica

Ganesh / Ganesh, 1990
Elek Baski / Screenprint, 70x50 cm

Imoga’nin Oliimsiiz izleri 104 105 e Imoga’nin Oliimsiiz izleri






Elif Naci. Elif Naci was born in 1898 in Gelibolu. He was educated at Ayasofya
Rustiyesi and Vefa idadisi. In 1914 he enrolled in the Sanay-i Nefise Mektebi. He
became the student of lorahim Call. In 1933, he was among the founders of D
Grubu. In 1953 he became the Fatih Museum Director, and served as acting Director
of the Topkapi Palace Museum the same year. In 1981 he worked on printmaking at
the Camlica House of Art. He died in Istanbul in 1988.

Nurullah Berk. Nurullah Berk was born in Istanbul in 1906. He completed his
secondary education at Galatasaray Lisesi. In 1924 he worked in the Hikmet Onat and
Ibrahim Galli Studios at the Sanay-i Nefise Mektebi. Between 1924-1928 he worked
at the Ernest Laurent Studio of the Paris School of Fine Arts. Travelling to Paris for
the second time in 1932, he worked first at the private academies of master painters
such as Andre Lhote, then Fernard Leger for one year. In 1939 he joined the faculty of
the Istanbul Academy of Fine Arts and continued his work there until 1968. In 1976
he produced printmaking at the Camlica House of Art. In 1933 he participated in the
founding of the D Grubu with five of his friends. He died in Istanbul in 1981.

Z(ihtli Miridoglu. Zihtt Mdridoglu was born in Istanbul in 1906. He worked in the
Department of Sculpture at the Istanbul Academy of Fine Arts in 1924, first in the Hikmet
Onat Studio, and later earned his undergraduate degree at the lhsan Ozsoy Studio. In
1928 he was awarded the European scholarship and went to Paris. Between 1928-
1932, he was trained for a year at the Marcel Gimod Studio of the private Colarossi
Academy. In 1947 he joined the faculty of the Istanbul Academy of Fine Arts, Department
of Sculpture. He served as Department of Sculpture Chairman for three terms. In 1983,
he worked on printmaking at the Camlica House of Art.  After returning from Paris, he
joined the work on the founding of the D Grubu. He died in Istanbul in 1992,

Eren Eyitboglu. Eren Eylboglu was born in the city of lasi, Romania, in 1907.
After completing her secondary school education, she was trained in painting at
the lasi Academy of Fine Arts. She went to Paris in 1929 and worked at the Andre
Lhote Studio. In 1980 he produced printmaking at the Camiica House of Art. Eren
Eylboglu, whose real name is Emestin Letoni, became known with her identity as a
Turkish painter. In addition to her paintings and patterns, she also produced ceramic
murals for various official and private institutions. She died in Istanbul in 1988.

Veysel Eriistiin. Veysel Erlstiin was born in Sivas in 1910. In 1927 he completed the
Adana Teachers School. In 1935, he earned his undergraduate diploma from the Gazi
Education Institute Department of Painting. Following his work as a teacher and as an
educational inspector, he served as a painting instructor at Gazi Education Institute
from 1940-1974. He went to Germany in 1939 on a National Education Ministry
Scholarship, for his specialization. He learned etching technique from University of
California Art Professor Paul A. Lingren, when Lingren came to Ankara for a short time
in 1969. Between 1978-1986 worked continuously both to produce his own works
and to assist other artists at the Camlica House of Art. He died in Istanbul in 1987.
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Elif Naci. 1898 vyiinda Gelibolu'da dogdu. Ayasofya Rustiyesinde ve Vefa
idadisi’nde égrenimini siirdirdti. 1914’de Sanayi-i Nefise Mektebi'ne girdi. forahim
Gall'nin égrencisi oldu; 1933’'de D Grubu’nun kuruculan arasinda yer aldi. 1953'de
Fatih Mize Mudrd oldu, ayni yil Topkapi Sarayr Miizesi Mudirligi’nt vekaleten
Ustlendi. 1981’de Camlica Sanat Evi'nde baskiresim calismalan yapti. 1988 yilinda
Istanbul’da vefat etti.

Nurullah Berk. 1906 yiinda Istanbu’da dogdu. Orta édrenimini Galatasaray
Lises’nde yapti. 1924’de Sanayi-i Nefise Mektebi’nde Hikmet Onat ve lbrahim Call
Atdlyeleri'nde calisti ve mezun oldu. 1924-1928 yillan arasinda Paris Glzel Sanatlar
Okulu’nda Ernest Laurent Atdlyesi'nde calisti. 1932’de ikinci kez Paris’e giderek dnce
Andre Lhote, sonra da Fernard Leger gibi usta ressamlarin ¢zel akademilerinde bir yil
calisti. 1939'da Istanbul Devlet Giizel Sanatlar Akademisi 6gretim kadrosuna katild
ve buradaki calismalarini 1968’e kadar strdirdi. 1976’da Camiica Sanat Evi'nde
baskiresim calismalan yapt. 1933 yilinda bes arkadasiyla birlikte D Grubu’'nun
kurulusuna katildl. 1981 yilinda Istanbul’da vefat etti.

Zihtii Miridoglu. 1906 vyiinda Istanbulda dogdu. 1924'de Istanbul Deviet
Guzel Sanatlar Akademisi Heykel Bolumi’nde, 6nce Hikmet Onat’in atdlyesi'nde
calisti, daha sonra da ihsan Ozsoy Atdlyesinden lisans diplomasini aldi. 1928'de
Avrupa bursunu kazanarak Paris’e gitti. 1928-1932 yillar arasinda 6zel Colarossi
Akademisi’nde Marcel Gimod Atdlyesi’nde bir yil égrenim gérdi. 1947’de Istanbul
Devlet Giizel Sanatlar Akademisi Heykel BSIim( gretim kadrosuna katildi. Ug
doénem Heykel BolumU Baskanlgi yapt. 1983 yilinda Camlica Sanat Evi'nde
baskiresim galismalar yapti. Paris’ten dondikten sonra D Grubu’nun kurulus
calismalarina katildi. 1992 yilinda Istanbul’da vefat etti.

Eren Eylboglu. 1907 vyilinda Romanya’'nin Yas kentinde dogdu. Lise
egitiminden sonra Yas Guzel Sanatlar Akademisi’nde resim ¢grenimi gérdd.
1929 yilinda Paris’e giderek Andre Lhote Atdlyesi’nde calist. 1980 yilinda
Camlica Sanat Evi'nde baskiresim calismalar yapti. Asll adi Ernestin Letoni
olan Eren Eylboglu Turk ressami kimligiyle tanindi. Resim ve desenlerin yani
sira ¢esitli resmi ve 6zel kuruluglar icin seramik duvar panolar da yapti. 1988
yilinda Istanbul’da vefat etti.

Veysel Eriistiin. 1910 yilinda Sivas’ta dogdu. 1927’de Adana Ogretmen Okulu'nu
bitirdi. 1935’de Ankara Gazi Egitim Enstitisi, Resim-ls Bélimi'nden lisans
diplomasini aldi. Ogretmenlik ve ilkégretim miifettisligi gérevierini takiben 1940-1974
yllan arasinda Ankara Gazi Egitim Enstittisi’nde resim &gretmenligi yapt. 1939
ylinda Milli Egitim Bakanligi bursuyla Almanya’ya intisas yapmaya gitti. 1969’da kisa
bir stire Ankara’ya gelen California Universitesi Sanat Profesér(i Paul A. Lingren’den
gravir teknigi 6grendi. 1978-1986 vyillan arasinda Camlica Sanat Evi'nde daimi
olarak hem kendi islerini Uretti hem de diger sanatcilarin calismalarina yardmci oldu.
1987 yilinda Istanbul’da vefat etti.
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Emin Bann. Emin Barn was born in Istanbul in 1913. He is the son of calligrapher,
gilder and bookbinder Hafiz Mehmet Tevfik Efendi. He concluded his studies at Istanbul
Muallim Mektebi in 1932. In 1936 he completed his education at the Ankara Gazi
Terbiye Institute, Department of Painting. After completing a six month internship at
the National Education Publishing House, he took lessons in calligraphy from Kamil
Akdik at the Istanbul Academy of Fine Arts Department of Turkish Ornamentation, and
Classic Turkish binding lessons from Necmettin Okyay. In 1937, he worked for one
year in Weimar, Germany at Professor Dorfner’s Private School for Artistic Binding. In
1938, he got lessons from Professor Thiemann and Professor Spemann at the Leipzig
Academy of Bookmaking and Typography on print and bookbinding. In 1943 he
returned to Istanbul and joined the teaching faculty at the Istanbul Academy of Fine
Arts, Department of Decorative Arts. In 1955, he established a Print and Binding Studio
under the same department at the University. He produced printmaking at the Camiica
House of Artin 1981. He died in Istanbul in 1987.

Ferruh Basaga. Ferruh Basada was born in Istanbul in 1914. He completed
is primary and secondary education in Sarajevo. He earned his undergraduate
diploma from the Istanbul State Academy of Arts. In 1940, he worked with Nazmi
Ziya, Leopold Levy and Zeki Kocamemi. Between 1940-1950, he worked at the
Prime Ministry General Directorate for Press and Publication, in Research Press
Distribution. Between 1951-1954 he served as an Art History teacher at the Yeni
Kolej Lise. In 1979 he worked on printmaking at the Sogutlticesme Studio and at
the IMOGA Etching Studios between 2006-2007. He died in Istanbul in 2010.

Cihat Burak. Cihat Burak was born in Istanbulin 1915. He completed his secondary
education at Galatasaray Lisesi. He earned his undergraduate degree from the
stanbul Academy of Fine Arts, Department of Architecture, in 1943. Between
1953-1955, he went to France on a United Nations scholarship, and to Paris on a
French government scholarship between 1961-1965 to study painting technique
and methods of precast construction. He produced printmaking at the Camlica
House of Art between 1980-1981. He died in Istanbul in 1994.

Avni Arbas. Avni Arbas was born in Istanbul in 1919. He completed his secondary
education at Galatasaray Lisesi. In 1946, at the Istanbul Academy of Fine Arts,
he worked for six months initially at the Ibrahim Calli Studio, then earned his
undergraduate diploma from the Leopold Levy Studio. He went to Paris in 1946
on a French government scholarship. He lived in Paris until 1976. He produced
printmaking at The Camiica House of Art in 1982. He worked as an independent
artist from 1976 until his death in 2003.

Turhan Selguk. Turhan Selguk was born in Milas in 1922. He graduated from the
Adana Boys’ High School. In 1941, he published his first caricature in Adana’s Turk
S6zU newspaper. In 1942, he joined the drawing staff at Akbaba magazine. He
worked as a caricaturist for dailies such as Milliyet, Aksam and Yeni Istanbul as well
as at various magazines. He was the founder and served as Chairman of the Board
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Emin Barin. 1913 yilinda Istanbul’da dogdu. Hattat, mizehhip ve miicellit
Hafiz Mehmet Tevfik Efendi’nin ogludur. 1932’de istanbul Muallim Mektebi’ni
bitirdi. 1936’da Ankara Gazi Terbiye Enstitlisi, Resim-is Balum{’ni bitirdi.
Milli Egitim Basimevi'nde alti ay staj yaptiktan sonra istanbul Devlet Giizel
Sanatlar Akademisi Turk Stsleme Sanatlar Bolimi’nde Kamil Akdik’den
hat, Necmettin Okyay’dan da klasik Turk ciltleriyle ilgili ders aldi. 1937’de
Almanya Weimar'da Prof. Dorfner’in Ozel Sanat Ciltgiligi Okulu’nda bir yil
calist. 1938’de Leipzig'de Kitapgilik ve Matbaacilik Akademisi'nde Prof.
Thiemann ve Prof. Spemann’dan yazi ve kitap ciltciligi Gzerine dersler aldi.
1943'de Istanbul’a déndii ve Istanbul Devlet Guzel Sanatlar Akademisi,
Dekoratif Sanatlar Bélumu 6gretim kadrosuna katildi. 1955’de ayni kurumda
Dekoratif Sanatlar Bolimui’'ne bagl Yazi ve Cilt Atdlyesi'ni kurdu. 1981’de
Camlica Sanat Evi’nde baskiresim calismalari yapt. 1987 yilinda istanbul’da
vefat etti.

Ferruh Basaga. 1914 yiinda istanbul’da dogdu. il ve orta égrenimini Sarajevo’da
yapti. Istanbul Deviet Glizel Sanatlar Akademisi’nden lisans diplomasi aldi. 1940’da
Nazmi Ziya, Leopold Levy ve Zeki Kocamemi ile calist. 1940-1950 yillan arasinda
Basbakanlik Basin Yayin Genel Mudurligu, Arastirma Basin Dagitim gorevlisi olarak
calistl. 1951-1954 yillar arasinda Yeni Kolej Lisesi, Resim Sanat Tarihi 6gretmenligi
gorevinde bulundu. 1979 yilinda Ségutlticesme Atdlye’de, 2006-2007 yillari arasinda
IMOGA Gravir Atélyelerinde baskiresim calismalart yapti. 2010 yilinda Istanbul’da
vefat etti.

Cihat Burak. 1915 yiinda istanbu’da dogdu. Orta &grenimini Galatasaray
Lises’nde yapt. 1943'de istanbul Deviet Glizel Sanatlar Akademisi, Mimarlik
BolimU’'nden lisans diplomasi aldi. 1953-1955 vyillan arasinda Birlesmis Milletler
bursuyla Fransa’ya, 1961-1965 vyillar arasinda da Fransa hikimetinin bursuyla
Paris’e resim tekniklerini ve prefabrike yapim yéntemlerini incelemek icin gitti. 1980-
1981 yillan arasinda Camlica Sanat Evi'nde baskiresim calismalart yapti. 1994 yilinda
stanbul’da vefat etti.

Avni Arbas. 1919 yiinda istanbul’da dogdu. Orta 6grenimini Galatasaray
Lisesi’'nde yapt. 1946’da Istanbul Devlet Glizel Sanatlar Akademisi, Resim
Bolimi’'nde, énce alti ay ibrahim Calli Atélyesi'nde calisti, sonra da Leopold
Levy’nin Atélyesi’nden lisans diplomasini aldi. 1946’da Fransiz hikimetinin
bursuyla Paris’e gitti, 1976 yilina kadar Paris’te yasadi. 1982’de Camlica Sanat
Evi'nde baskiresim calismalar yapt. 1976’dan, 6lim yili olan 2003’e kadar
serbest sanatci olarak yasamini strdirdd.

Turhan Selguk. 1922 yilinda Milas’da dogdu. Adana Erkek Lisesi'nden
mezun oldu. 1941’de Adana’da cikan Tirk S6z0 gazetesinde ilk karikatlrinU
yayimladi. 1942’de Akbaba dergisinin cizer kadrosuna katildi. Milliyet, Aksam,
Yeni istanbul gazetelerinde ve cesitli dergilerde Kkarikatiirist olarak calisti.
KarikatUrculer Dernegi’'nin kuruculugunu ve Yonetim Kurulu Baskanligr'ni yapti.
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of Directors of the Caricaturists Association. In 1957, at Milliyet, he started drawing
the Abdulcanbaz character, for which he was famous. He transferred the character
to theatre, which became very popular. He worked on printmaking at The Camliica
House of Art in 1985, and IMOGA in 2004. He died in Istanbul in 2010.

Neset Giinal. Neset Gunal was born in 1923 in Nevsehir.  After completing his
secondary education, he graduated first in his class from the Istanbul Academy of Fine
Arts, Department of Advanced Painting. He became the student of Nurullah Berk and
Sabri Berkel, and later went to Leopold Levy’s studio. He went to Paris in 1948 on
a government scholarship. He worked in the studios of Andre Lhote and Fernand
Leger. In addition to his studio work, he learned mural (fresco) techniques at the Paris
College of Fine Arts. In 1954, he joined the teaching faculty at the istanbul Academy of
Fine Arts. Between 1975-1980 he served as Chairman of the Department of Painting,
and as Dean of the School of Fine Arts between 1980-1982. In 1977, he produced
printmaking at the Camlica House of Art. He died in 2002.

Mehmet Pesen. Mehmet Pesen was born in 1923 in Istanbul. He earned his
undergraduate degree from the Istanbul Academy of Fine Arts, Department of
Painting, Bedri Rahmi Eytbogdlu Studio, in 1948. After graduation, he worked as
an art teacher and administrator at the Gelenbevi Middle School, Istanbul Boys'’
High School, Giresun High School, Ozel Moda High School, and Haydarpasa High
School until his retirement in 1977. Between 1987-1988, he produced printmaking
at The Camlica House of Art. With his colleagues from the studio, he took part in
the founding of the On’lar Grubu. He died in 2012.

Nedim Giinsur. Nedim Glnsur was born in Ayvalk in 1924. He completed part of his
secondary education in Afyon, and part of it in Izmir. In 1948, he earned his undergraduate
degree from the istanbul Academy of Fine Arts, Department of Painting, Bedri Rahmi
Eylboglu Studio. The same year, he went to Paris on a scholarship from the French
government, and during the four years he spent there, participated as an observer at the
Fernand Leger and Andre Lhote Studios. He returned to Turkey in 1952. In 1983, he
produced printmaking at The Camlica House of Art. With his colleagues from the studio,
he took part in the founding of the On'lar Grubu. He died in Izmir in 1994,

Adnan Turani. Adnan Turani was born in Istanbul in 1925. He graduated from the
Ankara Gazi Education Institute in 1948. With a scholarship he was awarded in 1953, he
worked in Fine Arts academies in various cities throughout Germany, and was trained in
undergraduate and specialty studies. In 1959, upon returning to the country, he began
work as a studio instructor at the Gazi Education Institute Department of Painting, and
continued in this capacity until 1970. Later, he served as Coordinator for Hacettepe
University Institute of Fine Arts and as Instructor in the department of Art History. Adnan
Turani, who served as Painting Department Chairman at Bilkent University, School
of Fine Arts, Department of Painting in 1986 and 1987, retired in 1990. The artist's
published works include those on subjects such as scientific aesthetics of plastic arts,
philosophy of art and art history. He produced printmaking at the Camlica House of Art
in 1999 and at the IMOGA Etching Studios from 2014-2015. He died in Ankara in 2016.
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1957 yilinda Milliyet'te kendisine buylk Un saglayan Abdullcanbaz’i cizmeye
basladi ve 1972'de sahneye koyarak buytk ilgi gérdd. 1985 yilinda Camlica
Sanat Evi'nde, 2004 yilinda IMOGA'da baskiresim calismalari yapti. 2010
yilinda istanbul’da vefat etti.

Neset Gunal. 1923 yiinda Nevsehirde dogdu. Orta 6gretimden sonra 1946'da
istanbul Devlet Glizel Sanatlar Akademisi, Yilksek Resim B8Iim(i'ni birincilikle
bitirdi. Nurullah Berk ve Sabri Berkel'in ¢grencisi oldu, daha sonra Leopold Levy’nin
Atdlyesine girdi. 1948’de kazandigi devlet bursuyla Paris’e gitti. Andre Lhote ve
Fernand Leger’in Atdlyeleri’nde calisti. Atdlye calismalarinin yaninda Paris Glizel
Sanatlar Yiiksek Okulu’nda duvar resmi (fresk) teknigini 6grendi. 1954 yilinda istanbul
Devlet Glizel Sanatlar Akademisi 6gretim kadrosuna girdi. 1975-1980 yillan arasinda
Resim BoIUmU Baskanhdi, 1980-1982 vyillar arasinda da Glzel Sanatlar Fakdltesi
Dekani olarak gérev yapti. 1977°de Camiica Sanat Evi'nde baskiresim calismalari
yaptl. 2002 yilinda vefat etti.

Mehmet Pesen. 1923 yilinda Istanbul’da dogdu. 1948'de Istanbul
Devlet Guzel Sanatlar Akademisi, Resim Bolumu, Bedri Rahmi Eylboglu
Atdlyesi’'nden lisans diplomasi aldi. Mezuniyetinden sonra Gelenbevi
Ortaokulu’nda, Istanbul Erkek Lisesi'nde, Giresun Lisesi’nde, Ozel Moda
Lisesi’nde ve 1977’de emekli oluncaya kadar Haydarpasa Lisesi’nde Resim
agretmenligi ve yoneticilik yapti. 1987-1988 vyillar arasinda Camlica Sanat
Evi'nde baskiresim calismalari yapti. Atélye arkadaslariyla On’lar Grubu’nun
kurulusuna katildi. 2012 yilinda vefat etti.

Nedim Giinsur. 1924 yilinda Ayvalk’ta dogdu. Lise &grenimini Afyon’da, bir
balimini de izmirde tamamladi. 1948'de Istanbul Devlet Giizel Sanatlar
Akademisi, Resim Bolumu, Bedri Rahmi Atdlyesi’nden lisans diplomasini aldi. Ayni
yll Fransa hikimetinin bursuyla Paris’e gitti. Orada kaldigi dért yil icinde Fernand
Leger ve Andre Lhote Atélyeleri'ne izleyici olarak katildi. 1952°de Tirkiye’ye déndd.
1983'de Sogutlicesme, 1984’de Camlica Sanat Evi'nde Camlica Sanat Evi'nde
baskiresim calismalar yapti. 1945 yilinda mezun oldudu Atolye grencileriyle
On’lar Grubu’nun kurulusuna katildi. 1994 yilinda izmir’de vefat etti.

Adnan Turani. 1925'de Istanbul’da dogdu. Yetenek sinaviarini kazanarak girdigi
Ankara Gazi Egitim Enstitisi’nden 1948 yilinda mezun oldu. 1953 yilinda kazandigi
bursla Almanya’da cesitli sehirlerin Glizel Sanatlar Akademileri’nde calisti ve lisans -
uzmanlik 6grenimi aldi. 1959 yilinda yurda déndigunde Gazi Egitim Enstitlisti Resim
Balimd’nde atdlye 6gretmenligine basladi ve 1970 yilina kadar bu gérevini stirdtrdd.
Daha sonra Hacettepe Universitesinde Giizel Sanatlar Enstitiisti koordinatdriigi
ve Sanat Tarihi BolumU 6gretim Gyeligi gorevinde bulundu. 1986 ve 1987 vyillarinda
Bilkent Universitesi, Glizel Sanatlar Fakilltesi Resim Balim(l Baskanidi yapan Adnan
Turani 1990 yilinda emekli oldu. Sanatginin bilimsel plastik sanatlar estetigi, sanat
felsefesi ve sanat tarihi Uzerine yayimlanmis eserleri de bulunmaktadir. 1999 yilinda
Camlica Sanat Evi'nde, 2014-2015 yillan arasinda IMOGA Gravir Atélyeleri’nde
baskiresim calismalar yapmistir. 2016 yilinda Ankara’da vefat etti.
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Semih Balcioglu. Semih Balcioglu was bomn in Istanbul in 1928. He completed his
secondary education at the Private Isk High School. In 1951, he earned his undergraduate
degree from the Istanbul Academy of Fine Arts, Department of Graphic Arts. He formed
the Caricaturists Association with two of his friends in 1969 and served as Chairman of
the Association for two terms. Between 1973-1979 he served as President of the Turkish
Journalists Union. He worked at various magazine and newspapers. Between 1984-
1987 he produced printmaking at The Camlica House of Art. He died in 2006.

Burhan Dogancay. Burhan Dogangay was born in Istanbul in 1929. He earned his
undergraduate degree from the University of Paris, Department of Law in 1950. In
1953, he completed his doctoral work in the field of Economics. In 1958, he was
responsible for the Turkish Pavilion at the World’s Fair in Brussels, for the Touristic
Visitors Office in the USA between 1959-1962, and served as Office Director for the
Turkish Tourism Information Office in New York between 1962-1964. He produced
printmaking at the Camlica House of Art in 1991 and 2000. From 1962 until his
passing in 2013, he continued to produce art in his studios in New York and Istanbul.

Erol Akyavas. Erol Akyavas was born in Istanbul in 1932. He completed the istanbul
Academy of Fine Arts, Department of Architecture. In 1948, he began work in painting
at the Bedri Rahmi Studio. In 1949 he entered the School of Political Science, and
due to his interest in art, left school and went to Paris. He worked in the studios of
Fernand Leger and Andre Lhote. In 1951, he went to the USA and alongside his
painting, was trained in architecture at the lllinois Technology Institute. He became a
student of Mies Van der Rohe and Frank Lloyd Wright. He worked with architect Eero
Saarinen for seven years. He produced printmaking at the Camlica House of Art in
1977 and 1984. He died in 1999.

Giindiiz Goléni. GUndiz Golint was born in Canakkale in 1937. He enrolled as a
student in the State Fine Arts Academy in 1955 from which he graduated in 1961, and
began his work as an assistant there in 1965. With a government scholarship, he went
to Paris and learned colored etching techniques at the William Stanley Hayter Studio.
He went to Hamline University in America in 1973 as an invited artist for one year. The
same year, he got a scholarship and worked on silkscreening techniques at Pratt Graphic
Institute in New York. In 1974 he returned to Istanbul and earned the title of Professor,
then taught at the Academy until 1979. In 1979, he went to America once again, where
he worked as an invited artist at St. Catherine University. The following year, he moved
to California and became a member of the Kala Art Institute, formed by artists trained
at Atelier 17, where taught colored printmaking techniques. He produced printmaking
at SégUtiicesme in 1977, and at IMOGA in 2005. After spending 25 years in America,
he returned to Turkey in 2004 and began working at Yeditepe University. He instructed
undergraduate and graduate students at Isik University from 2007 until his death in 2015.

Ozer Kabas. Ozer Kabas was born in Mersin in 1938. He graduated from Robert
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Semih Balcioglu. 1928 yiinda Istanbulda dogdu. Orta &égrenimini Ozel Isk
Lisesi'nde tamamladi. 1951’de Istanbul Deviet Giizel Sanatlar Akademisi, Grafik
Sanatlar Bolimi’'nden lisans diplomasi aldi. 1969 yilinda iki arkadasiyla birlikte
KarikatUrcUler Dernegi'ni kurdu ve iki dénem baskanligini yapti. 1973-1979 yillar
arasinda Turkiye Gazeteciler Sendikasi Genel Baskanlgi'ni yapti. Bircok dergi ve
gazetede calistl. 1984-1987 arasi Camlica Sanat Evi'nde baskiresim calismalari
yaptl. 2006 yilinda vefat etti.

Burhan Dogancay. 1929 yilinda istanbul’da dogdu. 1950’de Paris Universitesi
Hukuk Fakultesi’'nden lisans diplomasi aldi. 1953’de Ekonomi dalinda doktora
yaptl. 1958'de Briksel Dinya Fuar’'nda Turk Pavyonu, 1959-1962 vyillar
arasinda ABD Turistlik Ziyaretciler Dairesi, 1962-1964 vyillar arasinda da New
York’taki Turk Turizm Enformasyon Ofisi MGdarligu goérevlerinde bulundu.
1991 ve 2000 vyillarinda Gamlica Sanat Evi'nde baskiresim calismalari yapti.
1962 den, 6lim yili olan 2013’e kadar New York ve Istanbul’daki atélyelerinde
sanat calismalarini strdtrdd.

Erol Akyavas. 1932 yilinda Istanbul’da dogdu. istanbul Devlet Glizel Sanatlar
Akademisi,  Mimarlik BoOIUmGO’'nG bitirdi. 1948°'de Bedri Rahmi Eylboglu
Atélyesi’nde resim calismalarina bagladi. 1949'da Siyasal Bilgiler Okulu’na girdi,
resme olan ilgisinden dolay! okulu birakarak Paris’e gitti. Fernand Leger ve Andre
Lhote’un Atdlyeleri’'nde galisti. 1951 yiinda ABD’ye gitti, resim calismalar ile
birlikte lllinois Teknoloji Enstittist’'nde mimarlik égrenimi gérdt. Mies Van der
Rohe’nin ve Frank Lloyd Wright'in 6grencisi oldu. Mimar Eero Saarinen ile yedi
yil galist. 1977 ve 1984 yillannda Camlica Sanat Evi'nde baskiresim calismalari
yaptl. 1999 yilinda vefat etti.

Gilindiiz Goloni. 1937’de Canakkale'de doddu. 1955'te ¢grenci olarak girdigi
Devlet Glzel Sanatlar Akademisi’'nden 1961'de mezun oldu ve 1965'te asistan
olarak goreve basladi. Deviet bursu ile 1968'de Paris’e gidip Wiliam Stanley
Hayter Atdlyesi’nde renkli gravir tekniklerini ¢grendi. 1973'te Amerika’da Hamline
Universitesi’ne bir yillgina davetli sanatci olarak gitti. Ayni sene, New York’'un Pratt
Grafik Enstitlisinde burs alarak ipek baski teknikleri calisti. 1974 yilinda istanbul'a
dondu, profesorlik unvani aldi ve 1979 yilina kadar Akademi’de ders verdi. 1979'da
Amerika’ya tekrar gitti, St. Catherine Universitesi'nde davetli sanatci olarak calist.
Sonraki yil Kaliforniya'ya tasinip, Atelier 17°den yetisen sanatcilann kurdugu Kala
Art Enstitist’'ntin Gyesi oldu ve orada renkli baski teknikleri 6gretti. 1977 yiinda
Sogutiicesme’de, 2005 yiinda IMOGAda baskiresim calisti. 25 yil Amerika’da
kaldiktan sonra 2004 yiinda Tirkiye'ye geri déndii ve Yeditepe Universitesinde
gorev aldi. 2007 yilindan 8lim{i 2015 yiina kadar Isk Universitesi'nde lisans ve
yUksek lisans 6grencilerine ders verdi.

Ozer Kabas. 1938 yilinda Mersin’de dogdu. 1957°de Robert Kolej'den mezun
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College in 1957. He later went to America and completed his undergraduate and
graduate studies in the Painting Department of Yale University. Between 1969-1970
he joined the teaching faculty at Robert College, and in 1971, he joined the teaching
faculty at Istanbul Academy of Fine Arts. In 1985 he became an Associate Professor at
the Mimar Sinan University Department of Painting, and became a Professor in 1990.
He served as Painting Department Chairman for two terms between 1996-1998. He
formed Urart Art Studio with his brother Mehmet Kabas between 1971-1975 and
carried out work in modern jewelry design. In 1979, he produced printmaking at the
Camlica House of Artin 1979. He died in Istanbul in 1998.

Burhan Uygur. Burhan Uygur was born in Giresun in 1940. He completed his
primary education in Tirebolu and his secondary education in Trabzon. He worked
first with Nurullah Berk in the Department of Painting at the istanbul Academy of
Fine Arts, in 1968, then earned his undergraduate diploma from the Bedri Rahmi
Eylboglu Studio. He continued his work at the Salzburg Summer Academy with a
scholarship from the Austrian government in 1970, working with painter, Corneille.
He produced printmaking at the Camlica House of Art. He died in Istanbul in 1992.

Gl Derman. GUl Derman was born in Ankara in 1942, She graduated from the
Amerikan Kiz Koleji in Arnavutkdy in 1962. She earned her undergraduate degree
from the Istanbul Academy of Fine Arts, Department of Painting, Bedri Rahmi
Eyliboglu Studio in 1971. In 1982 she completed her doctoral work at the Istanbul
Department of Art History. She continued training at the Etching and Lithography
Departments of the Salzburg Summer Academy, led by Werner Otte, with an
Austrian Culture Ministry scholarship from 1970-1975 and 1980. She was a guest
artist at the Rochester Institute of Technology Printmaking Department in 1977,
and six times between 1981-1993 at the Salzburg Lithography Studio, where
she produced lithography. She produced silkscreen at the Camlica House of Art
between 1982-1993. She died in 1994.

Kadri Ozayten. Kadri Ozayten was born in Antalya in 1947. He earned his
undergraduate degree from the istanbul Tatbiki College of Fine Arts, Department of
Painting. The same year, he joined the teaching faculty of the istanbul Tatbiki College
of Fine Arts. He continued with studio work at the Salzburg Summer Printmaking
Academy with a scholarship from the Austrian governmentin 1977. He was given a
printmaking certificate from Werner Otte. He produced printmaking at the Camlica
House of Artin 1986. He died in 2014.

Mehmet Koyunoglu. Mehmet Koyunoglu was born in Istanbul in 1956. He earned his
undergraduate degree from the istanbul Academy of Fine Arts, Department of Painting
in 1982. He did studio work at the Paris National School of Fine Arts in Paris in 1983,
and with a scholarship, did etching at the Rene Carcan Foundation in Brussels in 1990.
He produced printmaking at the Camlica House of Artin 1990. He died in 2001.
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oldu. Daha sonra Amerika’ya gidip, Yale Universitesi, Resim Bslim{’'nde lisans
ve yuksek lisans egitimini tamamladi. 1969-1970 vyillan arasinda Robert Kolgj
ogretim kadrosuna, 1971’de Istanbul Devlet Giizel Sanatlar Akademisi’nde
ogretim kadrosuna katildi. 1985’de Mimar Sinan Universitesi Resim Balimi’'nde
dogent, 1990 yilinda profesor oldu. 1996-1998 yillar arasinda iki ddnem Resim
BolimU Baskanlidi yapt. 1971-1975 vyillan arasinda Urart Sanat Atélyesi’ni
kardesi Mehmet Kabas ile kurdu ve modern kuyumculuk tasarim calismalari
yaptl. 1979 yilinda Camlica Sanat Evi'nde baskiresim calismalari yaptl. 1998
ylinda istanbul’da vefat etti.

Burhan Uygur. 1940 yiinda Giresun'da dogdu. ik ve orta okulu Tirebolu'da,
lise dgrenimini Trabzon'da tamamlandi. 1968'de Istanbul Deviet Giizel Sanatlar
Akademisi, Resim Bolimi’'nde 6nce Nurullah Berk ile calisti, daha sonra da
Bedri Rahmi Eytboglu Atélyesi’nden lisans diplomasi aldi. 1970 yilinda Avusturya
hukimetinin bursuyla Salzburg Yaz Akademisi’nde ressam Corneille ile galismalarini
sUrddrdd. 1982’de Camliica Sanat Evi'nde baskiresim calismalar yapti. 1992 yilinda
stanbul’da vefat etti.

Gl Derman. 1942 yilinda Ankara’da dogdu. 1962’de Arnavutkdy Amerikan Kiz
Kolej'nden mezun oldu. 1971 yiinda istanbul Devlet Giizel Sanatlar Akademisi,
Resim BolumU Bedri Rahmi Eyliboglu Atdlyesi'nden lisans diplomasi aldi. 1982
ylinda Istanbul Universitesi, Sanat Tarihi Balimi’nde yaptigi doktora calismasini
tamamladi. 1970-1975 ve 1980°'de Avusturya hikimeti Kultir Bakanligi bursu ile
Salzburg Yaz Akademisi’nde Prof. Otto Eglau ve Prof. Werner Otte yénetimindeki
Gravir ve Litografi Bolumleri’ne devam etti. 1977'de Rochester Institute of
Technology Baski Bolimi’'nde ve 1981-1993 yillan arasinda alti kez Salzburg Tas
Baski Atélyesi'nde misafir sanatgl olarak tas baski calismalarinda bulundu. 1982-
1998 vyillan arasinda Gamlica Sanat Evi'nde serigrafi galismalar yapti. 1994 yilinda
vefat etti.

Kadri ézayten. 1947 yiinda Antalya’da dogdu. 1973’de Istanbul Devlet Tatbiki
GuUzel Sanatlar Yiksek Okulu, Resim Bélimu’nden lisans diplomasi aldi. Ayni yil
istanbul Devlet Tatbiki Glizel Sanatlar Yiiksek Okulu égretim kadrosuna katildi.
1977°de Avusturya hukimeti bursuyla Salzburg Yaz Akademisi Baski Resim
Atdlyesi’ne devam etti. Prof. Werner Otte’den baski calismalarn sertifikasi ald.
1986’da Camlica Sanat Evi'nde baskiresim calismalari yapt. 2014 yilinda
vefat etti.

Mehmet Koyunoglu. 1956 yiinda istanbul’da dogdu. 1982'de istanbul Devlet
Guzel Sanatlar Akademisi, Resim Bolumi’nden lisans diplomasi aldi. 1983'de
Paris'te Glzel Sanatlar Ulusal Okulu’nda Atélye calismasi, 1990'da aldigi bursla
Briksel'de Rene Carcan Vakfi'nda gravir ¢alismalar yapt. 1990 yilinda Camlica
Sanat Evi'nde baskiresim calismalari yapti. 2001 yilinda vefat etti.
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