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Preface

Since its establishment in 1995, the Center for Cyprus Studies at the Eastern Mediterranean
University (DAU-KAM) has been working to conduct and encourage research on every topic
related to Cyprus and to record previous research so as to make the unknown known, cast
light on the invisible and create scientific resources for researchers in particular and future
generations in general.

One project among many other important activities in this scope is the Visual Arts Archive
Project. The aim of this long-term project (http://daukam.emu.edu.tr/index.php/gorsel-
sanatlar-projesi/) is to put Turkish Cypriot visual artists on record and create a Turkish Cypriot
Visual Art archive. It is of utmost importance to support and evaluate the works of artists and
present them to the wider world in light of the current opportunities in our country where
museums and art institutions are lacking. Therefore, our Center places great importance to
organize activities that will contribute, within the bounds of possibility, to the effort to render
visible the works of artists who have so far remained low profile.

In this context, the second project that was realized as part of the activities of 15 April World
Art Day and by the joint efforts of the Center for Cyprus Studies at the Eastern Mediterranean
University and the European Mediterranean Art Association (EMAA) was the comprehensive
retrospective exhibition of the works of our valued artist Gonen Atakol.

The exhibition’s objective was to place the works created by Gonen Atakol throughout her
career in an art-historical perspective and render her production process, form of thinking and
inner struggles legible, visible and comprehensible. Meanwhile, we are proud to initiate the
training programme which represents a new understanding and which we hope to pursue
simultaneously and in coordination with this exhibition. We firmly believe that projects like
this will greatly contribute to bringing Turkish Cypriot art and art history to light and creating
building blocks that will be highly instructive for the future.

EMU-Center of Cyprus Studies extends sincere and endless thanks to Gonen Atakol for giving
the chance to organize and realize this event, to European Mediterranean Art Association as
the partner in this project, to Esra Plimer Bardak, the curator, for her outstanding enthusiasm
and volunteer service, to the Rector’s Office of Eastern Mediterranean University for their end-
less support throughout the entire process, to the President of the Turkish Republic of Cyprus,
his excellency Dr. Dervis Eroglu for their invaluable contribution for realizing this project.

Prof. Dr. Naciye Doratli
Director at DAU-KAM (EMU Center for Cyprus Studies)



Onséz

DAU Kibris Arastirmalan Merkezi (DAU-KAM), kuruldugu 1995 yilindan bu yana Kibris'la ilgili her
konuda arastirma yapmak, arastirmalari tesvik etmek, yapilan arastirmalar kayit altina alarak,
6zelde arastirmacilar genelde gelecek nesiller icin bilinmeyenleri bilinir, gdrinmeyenleri goru-
nur kilmak ve bilimsel kaynak yaratma ugrasi vermektedir.

Bu ugras icinde diger bir cok etkinlik arasinda dnemli bir yer tutan projelerden birisi de Gorsel
Sanatlar Arsiv Projesi'dir. Uzun soluklu bir proje olan bu proje ile (http://daukam.emu.edu.tr/
index.php/gorsel-sanatlar-projesi/), Kibris Turk gorsel sanatcilarini kayit altina alarak, Kibris
Turk Gorsel Sanati arsivi olusturmak amaglanmaktadir.

Mize ve sanat kurumlarindan yoksun olan Ulkemizde sanatgilarin eserlerine sahip ¢ikmak, ir-
delemek ve gtinuin gereklerini kullanarak diinyaya tanitmak biydk bir énem tasimaktadir. Bu
bilingle Merkezi'miz, 6zellikle cok g6z dniinde bulunmayan sanatcilarin birikim ve eserlerini
sergileyerek gorindr kiinmasina katki koymak igin olanaklar él¢tstinde etkinlikler dizenlemeyi
dnemsemektedir.

Bu baglamda DAU Kibris Arastirmalan Merkezi, Akdeniz Avrupa Sanat Dernedi (EMAA) ile bir-
likte 15 Nisan Diinya Sanat Gund dolayis ile strdirdigu projelerin ikincisini degerli sanatcimiz
Gonen Atakol'un kapsamli retrospektif sergisi ile gerceklestirmektedir.

Gonen Atakol'un baslangictan bu gline Gretimlerini sanat tarihsel bir perspektif ile ortaya ko-
yarak, yaratim slrecini, dustnce bicimini ve i¢ hesaplasmalarini okunabilir, gorulebilir ve an-
lasilabilir dizeye ¢ikarmayr amaglayan sergiyle, es zamanli ve esgididm icerisinde yuritmeyi
hedefledigimiz egitim programi ile de, yeni bir anlayisi baglatmis olmanin gururunu yasiyoruz.
Kibris'ta sergi/leme mantigini degistirebilecek bu ttrden projelerin, Kibris Ttrk sanatinin ve sa-
nat tarihinin gun 1s1gina ¢cikmasina ve ilerisi icin yol gosterici yapi taslarinin olusmasina katki
koyacagina yurekten inaniyoruz.

Kibris Turk sanati sanat tarihi ile ilgili olarak tarihimize not dismemize vesile olan degerli sa-
nat¢imiz Sayin Génen Atakol'a, uyum icinde calismaktan onur duydugumuz proje ortagimiz
Akdeniz Avrupa Sanat Dernegi'ne (EMAA), hic bir karsilik beklemeden serginin kuratorligint
biyuk bir 6zveri ile gerceklestiren Sayin Esra Plimer Bardak’a, Rektdr Yardimcimiz Sayin Prof.
Dr. Osman Yilmaz'in sahsinda, bu etkinligin her asamasinda gucli desteklerini esirgemeyen
Universitemiz Rektérliigine, katkilaryla projenin gerceklesmesini olanakli kilan KKT.C Cum-
hurbaskani Sayin Dr. Dervis Eroglu'na, DAU Kibris Arastirmalar Merkezi'nin sonsuz tesekkdir ve
saygilariyla...

Prof. Dr. Naciye Doratli
DAU - KAM Baskani



Preface

In this catalogue, a joint production of European Mediterranean Art Association (EMAA) and
Center for Cyprus Studies at Eastern Mediterranean University (DAU-KAM), you will find exam-
ples of the works created by Gonen Atakol, an important painter of Turkish Cypriot abstract
art, covering a period from 1970s to our day, and articles evaluating her art and philosophy of
production.

Gonen Atakol Retrospective Exhibition was first organized in 2013, as part of the activities on
15 April World Art Day, at EMAA Capital Art Center in Lefkosa, as a result of the cooperation
between EMAA and DAU-KAM. The exhibition, organized under the curatorship of Zehra Son-
ya, was Gonen Atakol’s first solo exhibition throughout her art career. Following this event, a
2nd Retrospective Exhibition was planned to take place in March 2014 at Magusa Culture and
Congress Center, including many other works of the artist which were not displayed in the
first exhibition and with the addition and contribution of Esra Plimer to the curatorial team.
Another project was to compile all the works displayed in both exhibitons in a catalogue and
curators worked to this end.

We would like to express our endless thanks to our valued artist Gonen Atakol who offered her
complete support and cooperation to the project team in every stage of the preparation of
both the catalogue and the exhibitions.

We would also like to thank DAU-KAM for making possible the publication of this catalogue,
and to Zehra Sonya and Esra Plumer for the labour and time they put into the preparation of
the contents of the catalogue with their articles.

Finally, we would like to thank every member of EMAA and DAU-KAM staff who took part and
contributed in initiating and conducting this project which we consider to be an important
contribution to Turkish Cypriot art history.

Ozgul Ezgin
Executive Board Member at EMAA



Onséz

Akdeniz Avrupa Sanat Dernegi (EMAA) ve Dogu Akdeniz Universitesi Kibris Arastirmalar Mer-
kezi (DAU-KAM) ‘nin isbirligi ile hazirlanan bu katalogda, Kibris Tuirk soyut sanatinin énemli res-
samlarindan Gonen Atakol'un 1970'li yillardan ginimuze kadar Urettigi eserlerinden ¢rnekler
ve sanatiyla Gretim felsefesinin degerlendirmelerini iceren makaleler yer almaktadir.,

EMAA- DAU-KAM isbirligi cercevesinde ilk olarak 2013 yilinda, 15 Nisan Diinya Sanat Ginu et-
kinlikleri kapsaminda, Lefkosa'da EMAA Baskent Sanat Merkezin'de, Génen Atakol Retorospek-
tif Sergisi gerceklestirilmistir. Zehra Sonya'nin kiiratérluguni yaptigi sergi ayni zamanda Gonen
Atakol'un sanat yasaminda actidi ilk solo sergi olma niteligini de tasimisti. Bunun devaminda,
kuratoryal ekibe Esra Plimer'in de katilimi ile sanatginin bir dnceki sergide yer almayan bir cok
eserini de icerecek sekliyle, Mart 2014'te 2. Retorospektif Sergisinin Magusa Kultur ve Kongre
Merkezin'de acilmasi hedeflenmistir. Her iki sergide de yer alan eserlerin bir katalogda toplan-
masi da ayrica projelendirilmis ve kuratorler bu amacla ¢alismislardir.

Herseyden once gerek sergilerin, gerekse katalog calismalarinin her asamasinda oldukca titiz
ve isbirligi icinde proje ekiplerine destek veren degerli sanatgimiz Gonen Atakol’a sonsuz te-
sekkarlerimizi sunariz.

Katalogun yapilmasini mimkiin kilan DAU-KAM@, harcadiklan emek, zaman ve yazdiklar maka-
lelerle katalogun iceriginin olusmasini saglayan Zehra Sonya ve Esra Plimer'e de tesekkir ederiz.

Kibris Turk sanat tarihine énemli bir katkisi olacagina inandigimiz bu ¢alismanin baslamasi ve
yuritilmesinde yer alan ve katki koyan diger tiim EMAA Uyeleri ile DAU-KAM calisanlarina da
ayirca tesekkdrlerimizi iletiriz.

Ozgul Ezgin
EMAA YK Uyesi.
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Resim / Picture 1

DOWN THE LINE: ACROSS AND BEYOND
BORDERS

Dr.Esra Pliimer

Thirty squares, evenly distributed across the canvas, are positioned against a pale grey back-
ground. Each square is individually painted with a palette of bright blues and oranges; forming
a simultaneously abstract yet tangible and complex series of blocks (Picture 1). A closer look at
the canvas transforms these squares into windows that reveal inscriptions such as ‘Ask’ (Love).
Placed on an easel, between the kitchen and living room of her residence in Kyrenia, this is
Gonen Atakol's most recent work Windows (2013); considerably larger in size than many of her
previous paintings.? The title subtly hints to an evolution of the line in her work which can only
be revealed through close examination. Surrounded by the clutter of life, the used brushes
and paint are almost absorbed into the space in which she works. Unlike the conventional im-
age of ‘the artist’, Atakol does not have a studio. Rather than isolating the act of production to
asingle space, she chooses to remain involved in her daily life whilst working in multiple areas.
In her current space, only a narrow wall divides the space of life and creativity, all of which share
the common view of the Mediterranean Sea.

The use of geometrical shapes, like the 'square’, dates back to Atakol's days as an art student
at the Pennsylvania State University. One of her earliest painting is Pink (1971) (Picture 2). In the
centre of the canvas we find a nest of squares, surrounded by parallel and perpendicular lines
dividing the field into sections; resembling a deconstruction of its core. The image presents
organised variations akin to Frank Stella’s Black series (1958-60): a series of pictures covered in
regular and irregular bands and polygons.? Atakol's exposure to American art, mainly Abstract
Expressionism and Minimalism is highly recognisable in nearly all her paintings.

In 1963 she married Kenan Atakol* and moved to North America. During this period, Génen
Atakol completed a BFA degree with highest distinction in Fine Arts with a major in painting
and minor in photography. Graduating in the spring of 1972, she moved back to Cyprus with
her husband and began teaching art and art history at the Nicosia Turk Maarif College in 1975.
In the space of 21 years as a teacher, she has inspired hundreds of young adults, forming the
next generation of artists. Retired in 1995, she has been focusing on her artistic practice, build-
ing a rich body of work that includes the mediums of drawing, painting and photography.

1 Within the restrictions of this short article, | would like to, if only briefly, draw attention to some early drawings
in relation to paintings which Gonen Atakol has been known for. By looking at Atakol's early figurative draw-
ings and sketchbooks, | will suggest that the use of geometrical shapes and what has previously been identi-
fied as ‘abstraction’is largely based on Atakol's use of drawing as a primary technigue. This will be discussed in
relation to the mid-twentieth century American art scene, which has a formative role in Atakol's artistic career.

2 Note that the mentioned painting Windows was completed in August 2013. Several other paintings were
produced during the publication of this article some of which are included in this catalogue.

3 Laterin the 1960s, Frank Stella began using colour in series like /rregular Polygons (1966-7) and Protractor (1967-
9) which was devoted to the relationship of colour, form and pattern.

4 Kenan Atakol (1937-) is a well known and respected politician; former member of Parliament (1976-1998), who
has also served as the Minister of Foreign Affairs and Defence for the TRNC between the years (1978-1983,
1985-1994) He was an assistant professor at the Pennsylvania State University between the years 1967-1972.
He is currently the co-founder and president of the Foundation for Environmental Conservation.



UFUKTA: SINIRLARIN KARSISINDA VE
OTESINDE

Dr. Esra Plimer

Solgun, gri bir arka plan éntinde, tuvalde birbirine esit mesafede konumlanmis otuz kare. Par-
lak mavi ve turunculardan olusan bir paletle, teker teker resmedilen kareler, ayni anda hem
soyut hem somut olabilen, karmasik bir kalip dizisi meydana getiriyorlar (Resim 1). Tuvale daha
yakindan bakildiginda, her bir kare, ‘Ask’ gibi ibarelere agilan pencerelere dénustyor. Gonen
Atakol'un, dnceki resimlerinin cogundan daha buyuk, Pencereler (2013) adli bu en son eseri,
sanatcinin Girne'deki evinde, mutfak ile oturma odasi arasinda bir sévale Gzerinde duruyor. ?
Eserin ismi zarif bir bicimde, ¢alismalarinda yalnizca ¢cok yakindan incelendiginde aciga ¢ikan
¢izginin gecirdigi evrime isaret ediyor. Hayatin hengamesiyle kusatiimis kullanilmis fircalar ve
boyalar, neredeyse icinde ¢alistigi mekana karisiyor. Bilindik 'sanatci’ imgesinden farkli olarak,
Atakol'un bir atdlyesi yok. Uretim eylemini tek bir mekanda yalitmaktansa, birden ¢ok alanda
calisirken gundelik yasamini strdtrmeyi tercih ediyor. Su anki mekaninda, ortak paydalari Ak-
deniz manzarasi olan yasam alani ile yaraticilik alanini yalnizca ince bir duvar ayiriyor.

‘Kare’ gibi geometrik sekillerin kullanimi, Atakol'un Pennsylvania Eyalet Universitesindeki 63-
rencilik yillarina uzaniyor. Pembe (1971), ilk eserlerinden biri (Resim 2). Tuvalin merkezinde, alani
bdlmelere ayiran ve 6zUnu adeta yapisokime ugratan dikey ve yatay cizgilerin barindigi bir
kare yuvasina rastliyoruz. imge, Frank Stella'nin kah diizenli kah diizensiz serit ve poligonlarla
kapli resimlerinden olusan Siyah serisini (1958-60) animsatan planli gesitlemeler sunuyor.? Ata-
kol'un Amerikan sanatina, ¢zellikle Soyut Disavurumculuk ve Minimalizme asinaligini hemen
hemen bitin resimlerinde gérmek mamkain.

Gonen Atakol 1963 yilinda Kenan Atakol* ile evlenip Kuzey Amerika'ya yerlesti. Kuzey Ameri-
ka'da bulundugu dénemde, resim ana dali ve fotografcilik yan dalinda yuksekdgrenim gorerek
Guzel Sanatlar lisans derecesini (BFA) birincilikle kazandi. 1972 baharinda mezun olduktan son-
ra, kocaslyla birlikte Kibris'a dondi ve 1975 yilinda Lefkosa Turk Maarif Koleji'nde sanat ve sanat
tarihi dersleri vermeye basladi. 21 yillik 6gretmenlik hayatinda, yiizlerce gence ilham vererek bir
sonraki sanatgi neslinin yetismesine buyuk katkida bulundu. Emekliye ayrildigi 1995 yilindan bu
yana, sanatina yogunlasti ve ¢izim, resim ve fotograf ortamlarinda yarattigi eserleriyle zengin
bir birikim olusturdu.

1 Bukisa makalenin sinirlr kapsami izin verdigi 6lglde, Atakol'un taninan resimlerine istinaden bazi erken ¢izim-
lerine dikkat ¢cekmek isterim. Atakol'un erken figur ¢izimleri ve ¢izim defterlerinden de gorilecegdi Uzere,
geometrik sekillerin kullaniminin ve daha énce ‘soyutlama’ olarak deginilenin buyuk 6lctide Atakol'un birincil
teknik olarak ¢izimi kullanmasina dayandigini distintyorum. Bu konuyu Atakol'un sanat kariyerinde belirleyici
bir rol oynayan, yirminci ytzyil ortasi Amerikan sanatiyla iliskilendirerek tartisacagim.

2 Bahsigegen Pencereler adli eser, Agustos 2013'te tamamlandi. Bu makalenin yayina hazilanmasi suresinde san-
atcinin yapimi sirmekte olan ve tamamlanan bircok eserinden bazilari da kataloga eklenmistir.

3 Frank Stella, siyah disindaki renkleri, 1960'larin ikinci yarisinda, Diizensiz Poligonlar (1966-7) ve renk, bigim ve
desen arasindaki iliskiye adanmis Agiélcer (1967-9) gibi serilerinde kullanmaya basladi.

4 Kenan Atakol (1937-), milletvekilliginin yani sira (1976-1998), KKTC Disisleri ve Savunma Bakani olarak da gorev
yapmis (1978-1983, 1985-1994) taninmis ve saygideder bir siyasetcidir. 1967-1972 yillarinda Pennsylvania Eyalet
Universitesinde ders vermistir. Ayni zamanda, su anda baskanligini ytriittigu Cevre Koruma Vakfi'nin kurucu-
larindandir.

Resim / Picture 2
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Resim / Picture 4
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Beyond short biographical accounts and anecdotal reflections on her paintings, Atakol's oeu-
vre has never been discussed in its entirety.> The retrospective exhibition Down the Line
gathers only a portion of her prolific career, presenting nearly 100 works to the public. The ma-
jority of works presented in the first section and titled ‘Early Drawings’, are shown for the first
time, placing emphasis on the role of drawing within her work which has been overshadowed
in the last decade by her relatively better known paintings. Significantly, these are presented
as a fundamental part of Atakol's artistic career that are integral to beginning to understand
Atakol’s artistic outlook. The exhibition presents Atakol’s work in six sections, building a vi-
sual relationship between the use of different media in her practice; 'Movement and Colour’
presents a series of figurative drawings on paper that are animated with the use of bright and
playful colours whilst ‘The Body in Paint’ acts as a transitional section between the two media.
The following sections ‘Nature and Script’,‘Framing Nature’ and ‘Abstraction’ presents the evo-
lution of the use of lines to borders. The display of her personal sketchbook allows us to see the
striking methodology behind these paintings, revealing an original insight into Atakol's work.

Recently, Atakol has been described as a hidden gem in Turkish Cypriot art. Contrary to this
belief, she has been an active member of the Cypriot art community from the late 1960s,
exhibiting her work whilst still a student amongst then established artists such as Inci Kansu
and Aylin Orek. Ever since, she has exhibited her work in over a dozen art shows together with
some of the most respected artists of her generation, including Emin Cizenel and Emel Sa-
mioglu. Unlike her contemporaries, however, the longevity of drawing in Atakol’s practice has
allowed her work to evolve into a unique exploration of lines and boundaries.

One of the first exhibitions to showcase Atakol's early drawings was the 1994 show Drawing in
Turkish Cypriot Art at the HP Gallery.® In Untitled (seated figure) (1970), the monumental figure
sits on a throne-like structure, filling the page with a heavy, three-dimensional quality that
deems the woman as statuesque (Picture 3). The watercolour drawing is delicately executed,
leaving translucent marks across the page. Whilst the execution is a remarkable example of
her style, the heavy and cold presence of the figure is atypical of Atakol's body of work, which
often depicts lively figures with overflowing features and movement. The untitled ink line
drawing (circa 1969-1971) portrays the woman in a simple three-quarter pose, the soft brush
strokes of her hair animating the body (Picture 4). Movement becomes a distinct feature of
Atakol’s figurative drawings from 1971 into the late 1990s, which are accentuated with the use
of bright colours. These are mostly referred to by Atakol as ‘Figure Studies’ or simply ‘Studies’.
In another watercolour drawing (circa 1971), the male and female figures are placed within
different axis; the woman is erect and active, walking away from the man who lies flaccid on
the table (Picture 5). The bright purple background creates an inner frame within the page,
and the woman’s movement is heightened by her placement at the left border of the page.
The fuchsia door in the far right points to the space beyond what is portrayed, perhaps an
entrance and exit for the figure that is only passing by. In a number of drawings, the female
form is studied in multiple variations on the same page, re-enacting sequences of movement
(Figs. 6 and 7). The represented body is constantly in action, which requires a certain level of
agility on behalf of the artist. These not only depict action but require a highly dynamic mode
of production.

5 See Netice Yildiz, "A Mark of Modernity: The Role of Turkish Cypriot Women in the Evolution of Modern Art”
(e-article, 2003), Pierre Oberling, The Heart of a Nation: A History of Turkish Cypriot Culture, 1571-2001 (Rustem,
2007), Heidi Trautmann, Art and Creativity in North Cyprus (EMAA, 2010).

6 Haydarpasha Gallery, known as HP Gallery opened in 1994 following the art boom between the years 1988-
1992 prompted by The Foundation of Culture and Art established by the infamous businessman Asil Nadir and
the art connoisseur Ergin Olgun who offered spaces for artists. Rezan Nevzat, however, is said to have opened
the HP Gallery without commercial support and restored the St. Catherine’s Church (Haydarpasha Mosque)
into a monumental space for art appreciation. Yildiz, (2003).



Atakol'un kulliyati, kisa biyografik anlatilarin ve resimlerine dair anekdotlara dayali yorumlarin
Otesinde, buttnuyle hig tartisilmadi® Yaklasik 100 eserinin sergilendigi Down the Line (Ufuk
Cizgisi) adl retrospektif sergi son derece Uretken kariyerinin yalnizca bir kismini kapsiyor. Bi-
rinci bolumde sergilenen ve ‘Erken Cizimleri’ basligiyla sunulan eserlerinin cogu ilk kez sergi-
leniyor. Erken cizimleri, son on yilda nispeten daha fazla bilinen bazi resimlerinin gélgesinde
kalan ¢izimin ¢alismalarindaki yadsinamaz roltine vurgu yapiyor. Bu eserlerin Atakol'un sanat
perspektifini anlamaya baslama ¢abasinin ayrilmaz bir parcasi ve sanat kariyerinin asli bir bo10-
mu olarak sergilenmesi buytk dnem arz ediyor. Sergi, Atakol'un eserlerini, sanatinda kullandigi
farkli ortamlar arasinda gorsel bir iliski kurarak, altr bolimde sunuyor: ‘Hareket ve Renk’, kagit
Uzerinde yapilmis ve parlak, oyunbaz renklerin kullanimiyla canlandirimis bir dizi figtr gizimin-
den olusuyor. ‘Boyali Beden'ise, iki ortam arasinda bir gecis bolim islevi goriyor. Bunu takip
eden 'Dogda ve Yazl, 'Dogayi Cercevelemek' ve ‘Soyutlama’ bolimleri ¢izgi kullaniminin sinirlara
dogru evrilmesini temsil ediyor. Kisisel ¢cizim defterinin sergilenmesi de bu resimlerin ardindaki
carpici yontembilimi gérmemizi saglayarak Atakol'un killiyatina dair 6zgin bir kavrayis edin-
memize olanak taniyor.

Gonen Atakol son zamanlarda Kibris Turk sanatinin sakli cevheri olarak betimlenmistir. Halbuki
Atakol, bu tarifin ima ettiginin aksine, eserlerini 1960’larin sonundan itibaren hentiz 6grenciy-
ken, Inci Kansu ve Aylin Orek gibi kendini kanitlamis sanatcilarla birlikte sergileyen, Kibris sanat
camiasinin faal bir Gyesi olagelmistir. Atakol'un eserleri, bazilar kendi neslinin Emin Cizenel ve
Emel Samioglu gibi saygideger sanatcilariyla birlikte, ondan fazla sergide yer almistir. Gelgele-
lim, Atakol'un ¢agdaslarindan farkli olarak ¢izimle uzun bir siire zarfinda ugrasmasi, eserlerinin
cizgilere ve sinirlara dair essiz bir kesif seklinde evrilmesine yol agmistir.

Atakol'un erken cizimlerinin yer aldidi ilk sergilerden biri, 1994'te Haydarpasa Galeri'de gercek-
lesen Kibris Ttirk Resminde Desen [Cizim] Sergisi olmustur.® [simsiz (oturan figiir) (1970) eserinde,
anitsal figlr tahta benzeyen bir yapi Gzerinde oturmakta, sayfa kadini heybetli bir heykele do-
nUstren agir, G¢ boyutlu bir havayla dolmaktadir (Resim 3). Suluboya ¢izim 6zenle icra edilerek
sayfada yari-seffaf izler birakir. Cizimin ortaya konus sekli Atakol'un tarzinin carpici bir drnegi
olsa da, figurtn agir ve soguk varliginin, akicilikla ve hareketle tasvir edilen canli figurlere sik¢a
rastlanan Atakol kulliyatindaki yeri siradis. 1969-1971 dolaylarinda murekkeple ¢izdigi, isimsiz,
basit bir Uic-ceyrek kadin portresinde ise, saclardaki yumusak firca darbeleri viicuda hayat verir
(Resim 4). Hareket, Atakol'un 1971'den 1990'larin sonuna kadar yaptigi, parlak renklerin kullani-
miyla vurgu kazandirilan figur cizimlerinin belirgin bir 6gesine dénusur. Atakol bu calismala-
rina genelde ‘Figlr Calismalar’ veya sadece ‘Calismalar’ adini vermektedir. 1971 dolaylarinda
yapilmis bir baska suluboya ciziminde, erkek ve kadin figurler farkli eksenlerde konumlandirilir;
masada glcini kaybetmis bir sekilde uzanan erkekten uzaklasarak yuriyen kadin dik ve faaldir
(Resim 5). Parlak eflatun arka plan sayfa icerisinde bir i¢ cerceve etkisi yaratirken, sayfanin sol
kenarina yerlestirilmesi kadinin hareketini kuvvetlendirir. Uzak sag kosedeki fusya rengi kapi
portrelenenin ¢tesindeki mekana, belki de yalnizca dnimizden gecip gitmekte olan figir icin
bir girise ve ¢ikisa isaret eder. Birkag ¢iziminde, kadin formu ayni sayfada bir hareket silsilesini
tekrarlayarak birden fazla cesitlemeye konu olur (Resimler 6 ve 7). Temsil edilen beden strekli
eylem halindedir, ki burada sanatgidan belli ¢lctide bir kivraklik sergilemesi beklenir. Dolayisiy-
la, bu ¢alismalar eylemi tasvir etmekle kalmayip son derece dinamik bir Gretim tarzina gerek-
sinim duyarlar.

5 Bkz Netice Yildiz, "A Mark of Modernity: The Role of Turkish Cypriot Women in the Evolution of Modern Art”
[Bir Modernite Isareti: Modern Sanatin Evriminde Kibrish Ttrk Kadinlarin Roli] (e-makale, 2003), Pierre Oberling,
The Heart of a Nation: A History of Turkish Cypriot Culture, 1571-2001 [Bir Ulusun Kalbi: Kibris Ttrk KaltGrintn
Tarihi] (RUstem, 2007), Heidi Trautmann, Art and Creativity in North Cyprus [Kuzey Kibris'ta Sanat ve Yaraticilik]
(EMAA, 2010).

6 Haydarpasa Galeri, diger adiyla HP Galeri, bugtin k&tl bir séhrete sahip olan is adami Asil Nadir ile sanatsever
Ergin Olgun'un kurdugu, sanatgilara mekan olanaklari sunan Kulttr ve Sanat Vakfinin tetikledigi 1988-1992
yillari arasindaki sanat patlamasini takiben acildi. Ote yandan, Rezan Nevzat'in HP Galeri'yi herhangi bir ticari
destek almadan actigi ve sanatin takdir gormesine imkan taniyan bir anit mekan yaratmak amaciyla St. Cath-
erine Kilisesi'nin (Haydarpagsa Cami) restorasyonunun yapildigi séylenir. Yildiz, (2003).
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In an earlier, somewhat controversial exhibition in 1990, a number of international artists were
housed under the theme of ‘eroticism’. The First International Eroticism in Art exhibition took
place at the Atatdrk Cultural Centre, engaging with the longstanding debate on the condem-
nation of nudity and nakedness in art which often considers images as pornographic. In the
accompanying exhibition catalogue, Kaya Ozsezgin addresses these issues, inviting viewers to
reconsider the interpretation of such images. Whilst many ideas put forward by Ozsezgin are
outmoded, there are some claims that remain significant for its time. He writes: “In Ottoman
days, when anatomical studies could only be carried out using antique statues, erotic works
were out of the question. But, despite the restricted social settings, many artists in Turkey
worked to master the techniques blossoming in Western art and strove to reflect the trend
for nude studies."” Atakol's artistic education in America allowed her to take part in what
Ozsezgin refers to as the techniques ‘blossoming in the West’, as opposed to trying to master
or imitate these as a trend.

Looking through the catalogue, it is not hard to notice a distinctive characteristic of what is
considered ‘erotic’. With titles like Woman and Eye (Tomas Klengel), Girl on Towel (Anton Petz),
Woman in Bath (Anton Petz), Daughters of the Gardener (Michael Hedwig), Girl Torso (Achim Frey-
schmidth), and Bir Baska Tanrinin Kadinlari [Women of Another God] (GUner Pir), there surfaces
a common thread throughout the exhibition. Despite the modern achievement of catching
up with the Western ‘trend for nude studies’, nudity in many spheres remain to be associated
with ‘female nudity’ alone and largely excludes the image of the male nude. Atakol's live figure
studies are radical in the sense that they freely record the body without gender restrictions,
which negates the sexualisation of the nude altogether. The male figure is represented with-
out restraint in her earlier drawings (1969-1971), reflecting the more liberal atmosphere of art
practice in the United States (Pictures 8 and 9). Atakol continues to draw male models up to this
day; however, there is a recognisable shift in representation that takes on a more conservative
modality after moving to Cyprus in 1972. This is also echoed in the exclusion of Atakol's male
nude drawings from the ‘Eroticism’ exhibition, the male body becoming a suppressed image.

One of the two acrylic paintings that were included in Eroticism in Art is titled Red Lights (1990).°
The frame is divided into three rectangular panels; it is the first work to combine the reoccur-
ring use of geometrical shapes with the image of the body, marking an important milestone
in her oeuvre (Picture 10). The sections, while self-contained, interact with the overall picture:
the painted arc around the top figure drips down into the next frame together with the leg of
the model that freely hangs outside of its boundaries. The bottom panel, almost like a caption,
read illegible inscriptions giving the entire tableaux a feeling of scientific documentation. Each
individual part of the painting amalgamates the most recognisable characteristics of Atakol’s
work into a single composition: the body, colour, use of frames and scripture, making it a tran-
sitive piece. The central panel introduces a window motif which is reworked throughout the
2000s. This scene becomes more voyeuristic as the models do not interact with the spectator
but perform movements within blurred boundaries. This scene is an exact adaptation of an
earlier sketch made in the 1970s, which has been later incorporated into the painting (Picture 7).

7 Kaya Ozsezgin, “Art and Eroticism” in 1st International Erotic Art Exhibition catalogue (Ministry of Education
and Culture, 1990).
8 The other painting included in the exhibition was Uyku (The Sleep) (1990) (Fig. 12a)



1990 yilindaki bir baska ve bir bakima daha tartismali, ‘erotizm’ temali sergide, uluslararasi bir
sanatgl grubu yer almisti. Birinci Uluslararasi Sanatta Erotizm Sergisi, Atattrk Kultir Merkezi'n-
de gerceklesmis ve sanatta siklikla pornografik olarak degerlendirilen imgelerdeki ciplakhigin
ve 'ni'niin kinanmas! Gzerine coktandir devam eden tartismaya odaklanmisti. Kaya Ozsezgin,
serginin katalogunda yer alan yazisinda bu konulara deginiyor ve izleyicileri bu imgeleri yeni-
den yorumlamaya davet ediyor. Ozsezgin'in ileri stirdtigu bircok fikrin modasi ge¢mis olmasina
ragmen, icinde bulundugu dénem agisindan 6nem arz eden bazi savlara dikkat cekmek gerekir.
Soyle demisti Ozsezgin: “Anatominin eski heykeller kullanilarak uygulandigi Osmanli devrinde
erotik calismalara rastlamak s6z konusu degildi. Fakat, kisith toplumsal sartlara ragmen, Turki-
ye'de bircok sanat¢l Bati sanatinin gelismekte olan tekniklerinde ustalasmak igin cabalamis ve nu
calisma trendini yansitmaya calismistir”” Amerika'da goérdigi sanat egitimi, Atakol'un, Ozsezgin
tarafindan ‘Bati sanatinin gelismekte olan’ diye nitelenen ve taklit edilesi bir trend olarak gorulen
teknikler Gzerine ustalasmasina degil, bu tekniklere katkida bulunmasina imkan tanimisti.

Kataloga goz gezdirildiginde, ‘erotik” addedilene dair belirgin bir 6zelligi fark etmemek gic.
Eserlerin adlarinda —Kadin ve G6z (Tomas Klengel), Haviunun Uzerindeki Kiz (Anton Petz), Ban-
yodaki Kadin (Anton Petz), Bahgivanin Kizlari (Michael Hedwig), Kizin Gévdesi (Achim Freyschmi-
dth), Bir Baska Tanrinin Kadinlari (GUner Pir)— butdn sergiyi kusatan ortak bir 6zellik var. Batili
'nU ¢alisma trendi'ni yakalamadaki modern basariya karsin, ¢iplakligin bircok alanda yalnizca
‘kadin ciplakhgr'yla iliskilendirildigini ve ¢iplak erkek imgesini biyuk 6lcide disladigini goriyo-
ruz. Atakol'un canli igr calismalarinin ciplakligin cinsellestiriimesini butinuyle reddeden bir
bedeni toplumsal cinsiyet kisitlamalari olmaksizin serbestce kayda gecirmesi bakimindan radi-
kal bir yoni oldugu kesin. Erken cizimlerindeki (1969-1971) erkek figrd, Birlesik Devletlerdeki
gorece liberal sanat atmosferini yansitir bicimde, dizginlenmeden temsil ediliyor (Resimler 8
ve 9). Atakol erkek model ¢izimlerini giinimize kadar strdtrd. Ne var ki, 1972 yilinda Kibris'a
yerlesmesinden sonra, temsilinde daha muhafazakar bir tarza birtinen fark edilir bir degisim
var. Atakol'un nt erkek ¢izimlerinin erkek imgesinin bastiriimis bir imgeye déndtstugud ‘Erotizm’
sergisinde yer almayisi, bu dedisimin bir diger yansimas.

‘Sanatta Erotizm’ sergisinde yer alan iki akrilik resim calismasindan birinin adi, Kirmizi Isiklar
(1990). ¢ Cerceve, dikdortgen seklindeki ¢ ayrn bolmeye ayriliyor. Bu, tekrar tekrar beliren geo-
metrik sekiller ile beden imgesini bir araya getirdigi ilk calismasi olmasi bakimindan Atakol'un
kulliyatinda 6nemli bir kilometre tasi olarak yer aliyor (Resim 10). Bolmeler, birbirlerinden ba-
gimsiz olsalar da, resmin buttnuyle etkilesim icerisindeler: tst figrin etrafinda resmedilen ke-
mer, modelin bélmenin sinirlar disinda kalan ve serbestce sallanan ayadiyla birlikte bir sonraki
cerceveye akiyor. En alttaki bolme adeta bir altyazi gibi, fakat bittin tabloya bilimsel bir belge
oldugu hissini yayan okunamayan notlardan ibaret. Resmin her bir kismi Atakol'un eserlerinin
en tanidik 6zelliklerini —bedeni, renkleri, cercevelerin ve yazinin kullanimini— tek bir kompo-
zisyonda birlestiren bir har¢ meydana getiriyor ve resmin tamamina hilkmeden bir geciskenlik
yaratiyor. Merkezi konumdaki bélme, 2000'lerden bu yana Uzerinde tekrar tekrar ¢alisilan bir
pencere motifi sunuyor. Manzaranin izleyiciden rontgenci yaratma kapasitesi, izleyiciyle etki-
lesime gegmeyen fakat bulanik sinirlar icerisinde hareketlerini sergileyen modellerle birlikte
doruga ulastyor. Bu manzara, 1970'lerde yapilmis ve daha sonra bu resme dahil edilmis erken
bir ¢izimin tipki uyarlamasi (Resim 7).

7 Kaya Ozsezgin, "Art and Eroticism” [Sanat ve Erotizm] in 1st International Erotic Art Exhibition catalogue [1.
Uluslararasi Sanatta Erotizm Sergisi katalogu] (Ministry of Education and Culture / Egitim ve Kiltur Bakanhgi,
1990).

8 Sergide yer alan diger resim ise, Uyku [The Sleep] (1990) idi (12a no.lu resim).
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Resim / Picture 11 b

What is largely unknown about Atakol’s paintings is that they are often reworked from previ-
ous figurative life drawings, sketches or photographs, which are then carefully organised and
composed into paintings. There are a number of figure drawings that are directly re-worked
in acrylic paint, as well as others that are used in a more improvisational manner (Figs. 11a/b
and 12a/b). In the late 1990s, Atakol further explored compositions that integrate strong co-
lour, scripture in conjunction with limits and borders. The Hole T (1998) has become an iconic
image in Atakol's body of work, which was first shown in the Art for Peace exhibition, 2009,
at the United Nations Good Offices Mission.? It was later on loan to the Cumhuriyet Resim
Sergisi [Republican Painting Exhibition], 2011, shown together with The Hole 2 (1998) (Pictures
13 and 14). Although these paintings appear spontaneous and abstract, they are in fact highly
premeditated to the degree of carefully scripting details in sketches before execution (Picture
15). Atakol’s sketchbooks reveal the deliberate abstraction created in her work, which repeats
what appear to be infinite permutations of specific characteristics that form her artistic style.
The artist describes this process as one that originates from a single idea which is explored by
means of drawing that helps its evolution into a final product.

Atakol has been named as one of the first artists to use abstraction in Cyprus, becoming a
leading figure to question the more traditional symbolic mode of painting of the 1970s. The
affinities between Atakol’s drawings and paintings complicate a definition of her work which
has previously been related to Abstract Expressionism. American post-war identity encour-
aged artists to develop a ‘free-form’ aesthetic: “a new modern art that abandoned stylistic
conventions of the past and was predominantly self-reflective, [focussing] on the qualities of
its particular medium and the ‘feelings’ of its individual makers."°

The upsurge of Abstract Expressionism as a movement and more importantly as a school
dates back to the developments that took place during 1920-1950 when America overcame
the Great Depression with drastic advances in the industrial and cultural fields followed by
their success in the Second World War. In this period, America was searching for new cultural
understandings and many artists exchanged the previous era’s focus on flux and fragmen-
tation for clarity and balance. In the 19305, cities boasted with 167 art museums, showing a
56 percent raise from the previous decade. Among the American people, artistic production
greatly suffered during the Depression. This was partially relieved by the New Deal; the govern-
ment aid for art set out by the then president F. D. Roosevelt who spent $35 million between
the years 1933 to 1945, employing 12,000 out of work artists including Arshile Gorky, William
de Kooning, Jackson Pollock and John Cage among others who only gained acclaim after the
Depression.”

9 The Hole 1 was on display in the room where the Turkish Cypriot and Greek Cypriot leaders held their peace
meetings during 2003-2004.

10 Erika Doss, Twentieth-Century American Art (Oxford University Press, 2002) 125.

11 Artists were paid $25 per week, which had a huge impact on the development of modern art in the US: “Ab-
stract Expressionism would have been unthinkable without the encouragement to survive and experiment
that was given these artists by the Works Progress Administration.” Doss, (2002) 98-100. In the 1970s, Cyprus,
on the other hand, was not as fortunate and many promising young men and women were sent abroad for
work or to pursue a proper education.



Atakol'un resimlerinin az bilinen bir yonu var: Sanatgl, siklikla dnceki insan figlrt ¢izimleri, es-
kizler veya fotograflar tzerinde yeniden calisiyor ve onlari daha sonra dikkatle dizenleyerek
resimlerinde birlestiriyor. Figur ¢izimlerinin bazilari akrilik boyayla yeniden yorumlanmis, bazi-
lari ise daha dogaclamacti bir Uslupla ele alinmis (Resimler 11a/b ve 12a/b). 1990'larin sonuna
yaklastigimizda, Atakol guclu renkleri ve yaziyi sinirlarla birlestiren kompozisyonlar kesfetmeye
devam ediyor. Atakol'un ilk kez 2009 yilinda Birlesmis Milletler Iyi Niyet Misyonu'nun Baris Iin
Sanat sergisinde gosterimi yapilan Delik 1 (1998) adli eseri, kulliyatinin simgesel nitelikteki eser-
lerinden biri olmug durumda. ® Ayni eser, 2011 yilinda Cumhuriyet Resim Sergisi'nde Delik 2 (1998)
adli eserle birlikte de sergilenmisti (Resimler 13 ve 14). Bahsi gecen resimler, ilk bakista spontane
ve soyut gorlnseler de, aslinda yaratilmalarinin 6ncesinde eskizler Gzerinde dikkatlice alinmis
notlarla en kuictk ayrintiya kadar planlanmuslar (Resim 15). Atakol'un not defterleri, sanatginin,
eserlerinde, kendi sanat tarzinin belli bash ¢zelliklerinin sonsuz sayida farkli dizilimleriymis gibi
gorinenlerin tekrarlanmasindan ibaret planli bir soyutlamanin icra edildigini gdsteriyor. Atakol,
bu sireci tek bir fikirden dogan ve ¢izim yoluyla o fikrin incelenmesine ve nihai bir tirine dogru
evrilmesine imkan veren bir stirec olarak tarif ediyor.

Atakol, Kibris'ta soyutlamayi kullanan ilk sanatgilardan biri olarak addediliyor; 1970’lerin daha
geleneksel ve simgesel resim tarzini sorgulayan 6nci isimlerden biri olarak gorltyor. Ata-
kol'un ¢izimleri ile resimleri arasindaki yakinliklar énceleri Soyut Disavurumculukla iliskilendiri-
len eserlerine kesin bir tanim verilmesini zorlastiryor. Savas sonrasi Amerikan kimligi sanatcilari
“serbest-form” estetik gelistirme yonunde cesaretlendirmisti: Bu, “gecmise ait tarz geleneklerini
geride birakan ve kendi tikel ortaminin ¢zellikleri ve bireysel yaraticilarinin ‘duygularina [odak-
lanan], 6z-dustintmsel niteligi agir basan yeni bir modern sanat” olacakt. °

Soyut Disavurumculugun bir akim ve daha da dnemlisi bir ekol olarak ytkselisi, Amerika'nin
BlyUk Buhran'in Ustesinden gelmesini takip eden sanayi ve kdltdr alanlarindaki buydk ilerle-
meler ve Ikinci Diinya Savasi galibiyeti gibi 1920-1950 dénemini kapsayan gelismelere uzanir.
Bu donemde, Amerika yeni kilttrel anlayislar pesindeydi ve bircok sanatgi dnceki devrin de-
gisim ve parcalanmislik odaginin yerine acikligi ve dengeyi koyma ¢abasindaydi. 1930'larda,
bir dnceki on yila gore sayilar ylzde 56 artis gostererek 167'ye ¢ikan sanat muzeleri sehirlerin
ovung kaynadiydi. Biyuk Buhran sirasinda, Amerikan halkinin sanatsal Uretimi de buydk bir
darbe yemisti. Bu gerileme, Yeni Duizen'le (New Deal) kismen giderildi: 1933-1945 yillari arasinda
35 milyon ABD dolart harcayarak aralarinda Buhran'dan sonra tin kazanan Arshile Gorky, William
de Kooning, Jackson Pollock ve John Cage gibi isimlerin bulundugu 12.000 issiz sanatciya is
kazandiran, dénemin ABD baskani F. D. Roosevelt'in bu yeni ekonomik dizeni, sanata devlet
yardiminin éndndeki engelleri kaldirmisti.

9 Delik 1, Kibrish Turk ve Kibrisli Rum liderlerin 2003-2004 yillarindaki baris muzakerelerini yiruttukleri odada
sergilendi.

10 Erika Doss, Twentieth-Century American Art [Yirminci Yizyil Amerikan Sanati] (Oxford Universitesi Yayinlari,
2002) 125.

11 Sanatgilara haftada 25 dolar 6deniyordu. Bunun ABD'de modern sanatin gelismesi bakimindan etkisi by tkti:
“Bayindirlik Ilerleme Idaresi bu sanatcilar hayatta kalma ve deneyler yapma yéniinde tesvik etmeseydi, Soyut
Disavurumculugun ortaya ¢ikmast mimkin olmayacakti” Doss, (2002) 98-100. Ote yandan, 1970'lerin Kibris'l,
gelecek vadeden ¢ok sayida geng kadin ve erkek calismak ve iyi bir egitim almak icin yurt disina génderildigin-
den bu kadar sansli degildi.
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Resim / Picture 13

Resim / Picture 14

The art of the 1930s is often recalled for representational art. However, some artists continued
to pursue geometric and non-representational styles, championing them as an era of order
and stability. In fact, graphic design employed a visual vocabulary of geometric abstraction
and bright, primary colours.'? These usually integrated representational imagery. Finally by the
end of the 1930s, geometric abstraction was eclipsed by new strains of non-objective paint-
ing, marked by the formation of the American Abstract Artists in 1937, moving away from the
representational, realist and regionalist styles that were dominant. Whilst these artists exper-
imented with new forms of representation, they retained the mural-sized scale, use of bright
colours and dynamism of regionalism in their work.

The term Abstract Expressionism was not coined until a decade later, in 1947, by Robert Coates.
Thus, the New York School was born, rivalling the School of Paris which had dominated Mod-
ern Art. Now, abstraction became the prevailing style of a post-war community that had first
worked together on various New Deal projects. Although ‘abstraction” is commonly known to
refer to the work of well known artists like Jackson Pollock, it is rather an umbrella term for a
range of stylistic differences. Among the Abstract Expressionists we find various artists who
used different techniques; Pollock is known for his drip style, also known as action paintings,
which are considerably different from Adolf Gottlieb's pictographs or Mark Rothko's colour
fields. Not only are these stylistic differences reflected in the visual outcome of works but they
also represent different outlooks on production. Whilst Pollock was interested in the uncon-
scious workings of the mind and the physical immersive nature of action painting, Gottlieb on
the other hand was preoccupied with reinventing painting through destruction.” Therefore,
although a single definition for Abstract Expressionism does not exist, there are certain quali-
ties which can act as identifying factors.

Over the years Abstract Expressionism came to be known as large-scale action painting that
placed emphasis on the medium of painting itself, the borders of the canvas, its two-dimen-
sional flatness and pigment becoming its most important qualities.' In essence, Abstract
Expressionism proposed personal creative expression, which encouraged liberation through
personal and autonomous ‘acts’ of expression. However, by the late-1960s, once the move-
ment was consolidated as a ‘school’ and a ‘canon’ of art, it became more of a style rather than
an ideology.

Looking at Atakol’s paintings, one gets a strong sense of influence by the American Abstract
Expressionists’ in their use of colour, geometrical shapes and scale. These qualities, however,
derive from and are developed in her use of drawing which in essence reflect the ideological
freedom, spontaneity and purity of the movement. In fact, Atakol describes her notebook
drawings as “raw sense of expression, which has certain freshness, immediacy” that she finds
essential to drawing. These spontaneous, inherently unfinished drawings are always made in
simple materials, which Atakol claims is “quick and simple”. This, for her, is considered the most
naked and purest form of expression.'

Therefore, whilst Atakol's educational influences are certainly rooted in American Expression-
ism, it is not restricted to it. Instead, her work evolves into a broader amalgamation of painting
and drawing that reflects the early ideals of self-reflective individualism, feeling and flatness.
These can be read as formative ideologies that helped shape her artistic career, similar to the
next generation of American artists who turned to more minimal work.

12 Doss, (2002) 115.

13 During World War Il, many European artists took refuge in America, most notably the Surrealists who sought to
escape European fascism. “While never dominant, Surrealism served as a mediating style during the moment
of a major transformation in American culture; from regionalism to Abstract Expressionism.” On the other
hand, Gottlieb noted in an interview (1963) that: “It was necessary for [him] to destroy... the concept of what
constituted a good painting at that time." Doss, (2002) 123-4

14 See Clement Greenberg, “"Modernist Painting” (1960) in Modern Art and Modernism: A Critical Anthology. ed.
Francis Frascina and Charles Harrison (1982).

15 Conversation between the author and Atakol took place on June 11, 2013.



1930'larin sanati genellikle temsili sanatiyla hatirlanir. Halbuki, bu dénemde, bazi sanatcilar di-
zen ve istikrar devrini kutlayan geometrik ve gayritemsili tarzlarini strdtdrmuslerdir. Gergekte,
grafik tasarim, geometrik soyutlama ve parlak, temel renklere dayali gorsel bir lisani kullanima
sokmustur. '* Burada cogunlukla temsili bir imgeleme yer verilmistir. Nihayetinde, 1930'larin
sonuna gelindiginde, geometrik soyutlama, 1937'de Amerikan Soyut Sanatgilar (American
Abstract Artists) drguttnitin kurulmasiyla birlikte, o déneme kadar baskin olan temsili, gercekgi
ve bolgeci tarzlardan uzak, yeni gayrinesnel resim tarzlarinin gélgesinde kaldi. Bu sanatcilar
eserlerinde yeni temsil bigimlerini deniyor olsalar da, duvar resmi dlcedini, parlak renklerin kul-
lanimini ve bélgeciligin dinamizmini korumaya devam ettiler.

Soyut Disavurumculuk mefhumu, ancak on yil sonra, 1947'de, Robert Coates tarafindan ortaya
atilacakti. Boylece, Modern Sanata hikmeden Paris Ekoltne rakip bir New York Ekolt dogmus
oldu. Ik olarak cesitli Yeni Diizen projelerinde birlikte calismis insanlarin olusturdugu bir savas
sonrasl toplulugunun énde gelen tarzi artik soyutlamaydi. ‘Soyutlama’, yaygin olarak Jackson
Pollock gibi taninmis sanatcilarin eserlerini tanimlamak icin kullanilsa da, bir dizi tarz farkliliklari-
ni kapsamina alan semsiye bir mefhumdan s6z ediyoruz. Soyut Disavurumcular arasinda farkli
teknikler kullanmis bircok sanatgi vardir. Pollock, ‘eylem resim’ olarak da adlandirilan damlatma
tarziyla bilinir, ki bu Adolf Gottlieb'in piktograflarindan veya Mark Rothko'nun renk alanlarindan
oldukga farklidir. Tarzlar arasindaki bu farkliliklar yalnizca eserlerin gorsel neticesini etkilemekle
kalmiyor, ayni zamanda Uretime dair farkli yaklagimlari temsil ediyor. Ornegin, Pollock zihnin
bilingdisi isleyisiyle ve eylem resmin duyular cevreleyen fiziksel dogasiyla ilgiliydi. Gottlieb ise
resmi yikima ugratarak yeniden icat etmeyle mesguld. * Dolayisiyla, Soyut Disavurumculu-
gun tek bir tanimi olmasa da, tanimlayici etkenler olarak islev géren birtakim 6zelliklerinden
bahsetmek mumkunddr.

Zaman icerisinde Soyut Disavurumculuk, tuvalin sinirlarinin ve iki-boyutlu dizlGgunin ve pig-
mentin en dnemli 6zellikleri arasinda yer aldigi resmetme ortamina vurgu yapan buyuk olcekli
eylem resim olarak taninir oldu. * Soyut Disavurumculuk temelde kisisel ve ézerk ‘disavurum'’
edimleriyle 6zglrlesmeyi tesvik eden kisiye 6zgU yaratici bir disavurumculuk éneriyordu. Gel-
gelelim, bu sanat akimi, 1960'larin sonuna gelindiginde bir ‘ekol” ve ‘kanon’ halini alinca, bir
ideolojiden ¢ok bir tarza donusta.

Atakol'un resimlerine baktiginizda, Amerikan Soyut Disavurumcularinin renk, geometrik sekil
ve Olcek kullaniminin sanatgl Uzerinde buytk bir etkisi oldugu hissine kapilirsiniz. Yine de bu
ozellikler esas olarak akimin ideolojik serbestliginin, kendiligindenliginin ve safliginin yansitildi-
g1 cizimlerinde turer ve gelistirilir. Atakol'un kendisi de defterlerindeki ¢izimlerini, ¢izimin vaz-
gecilmez bir unsuru olarak gérdigu “bir tur tazeligi ve dolaysizligr olan ham disavurum hissi”
diye tarif eder. Buttin bu kendiliginden olusan, dogasi geregi tamamlanmamis ¢izimler hep
Atakol'un “cabuk ve basit” olarak niteledigi sade malzemelerle yapiliyor. Bu, onun géziinde, en
ciplak ve en saf disavurum bigimidir. *°

Dolayisiyla, Atakol'un egitiminden gelen etkiler, temelde Amerikan Disavurumculugu kaynakli
olsa da, bununla sinirli degildir. Bilakis, ¢alismalari, 6z-dtsinimsel bireyciligin, duygunun ve
dizligun erken ideallerini yansitan genis bir resim ve ¢izim karisimina evrilmektedir. Bunlar,
Atakol'un sanat kariyerini bicimlendiren ve daha minimal calismalara yénelen bir sonraki Ame-
rikan sanatci kusagininkine benzer ideolojiler olarak okunabilir.

12 Doss, (2002) 115.

13 Ikinci Diinya Savasi sirasinda, cok sayida Avrupali sanatgl, &zellikle Avrupa fasizminden kacmaya calisan Strre-
alistler, Amerika'ya sigindi. “Hicbir zaman baskin akim olmasa da, Strrealizm Amerikan kulttrinde buyuk bir
doéndstimun yasandigi bir anda, bolgecilikten Soyut Disavurumculuga gegiste araci bir tarz olarak islev gordd.”
Ote yandan, Gottlieb bir réportajinda (1963) séyle demisti: “Iyi resmin ne olduguna dair o dénem hikiim siiren
kavrami yok etmek bir zorunluluktu.” Doss (2002), 123-4.

14 Bkz. Clement Greenberg, “Modernist Painting” [Modernist Resim] (1960), Modern Art and Modernism: A Critical
Anthology [Modern Sanat ve Modernizm: Elestirel bir Antoloji]. der. Francis Frascina ve Charles Harrison (1982).

15 Yazar ile Atakol arasindaki gérisme 11 Haziran 2013 tarihinde gergeklesmistir.
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Resim / Picture 16

In her colour studies, 2007-2011, many of which were made in her weekly ‘Thursday Artists’
group, the body is deconstructed into autonomous parts that are harmonized in simple move-
ments." In a drawing dated July 10, 2008, the image of the figure fluctuates between poses,
the superimposed lines forming an irregular geometrical shapes (Picture 16). In his 1960 essay
‘Life Drawing’, John Berger claimed that for the artist “drawing is discovery - it records the
unfolding of an event, not the fixed reality of an object.”” This is most apparent in Atakol’s
drawings that portray the movement of dance. The body becomes a sign on the surface that
is performing an event. In another drawing made on November 2, 2009, this is most striking as
the residue of colour can be traced in the red sweater of the figure, indicating that the same
figure is portrayed from various positions (Picture 17).

Spontaneity, chance and improvisation are traits that can be traced in Atakol’s drawings, which
are then carefully processed and combined with an observational connection and sensitivity
towards nature. Like the human body, nature is spontaneous, everchanging and fragile. Nature
plays a central role in Atakol's work and occupies the theme of almost all of her paintings.
Whilst her drawings represent the immediacy of sight and feeling, these act as records by
means of sketches or photographic documentation which are translated into the medium
of painting that allow a more reflective and elongated thinking process. The use of the line
becomes stronger in her later work, marking the space of confinement as a space of alteration.
Frames, which are a recognizable motif in her paintings, can be seen as an evolved reworking
of the use of lines in her drawings.

In Atakol's large-scale abstract paintings, such as Red and Blue (2001), there is a more direct ref-
erence to nature which began in the late 1980s (Picture 18 a/b). Whilst in works like Pink, or
Red (1972) (Picture 19) we find a more geometrical and abstract use of colour, later works like
Through the window (1989), represents a focussed mechanism of processing natural surround-
ings (Picture 20). The immensity of the world and of information, also referred to as the ‘sublime’,
become prominent concerns in Atakol's thinking process. The term infinity, a term of bound-
lessness, in the subject or spectator is grounded within the discourses of the 1960s when infinity
comes to substitute the ‘sublime’.’® Atakol's work, similar to the minimalist drawings of Agnes
Martin, are about making distinct frames or borders that “embrace the infinite but resist becom-
ing totalities.""”

16 Atakol joined the ‘Thursday Artists’in 2007, a group of artists in Kyrenia, mainly expats living in Cyprus, includ-
ing Heidi Trautmann.

17 John Berger quoted in Brian Dillion, “On the Elements of Drawing” in The End of the Line (Hayward Publishing,
2009) 9.

18 Briony Fer, The Infinite Line: re-making art after modernism (Yale University Press, 2004) 47

19 Fer, (2004) 53.



Bircogu her hafta bir araya gelen ‘Persembe Sanatcilar’ grubunda, 2007-2011 yillari arasinda
Gretilmis renkli calismalarinda, beden yapisokime ugratilarak basit hareketlerde uyumlulasti-
rilan 6zerk parcalara boltndr. '® 10 Temmuz 2008 tarihli bir ¢iziminde, figlr imgesi, Gst Uste
gelmis cizgilerin olusturdugu dizensiz geometrik sekiller, pozlar arasinda salinir (Resim 16).
1960 yilinda yayimlanan ‘Canli Cizim’ (Life Drawing) adli denemesinde, John Berger sanat¢l igin
‘cizimin kesfetmek, bir nesnenin sabit gercekligini degil, bir olayin meydana gelisini kaydet-
mek’ oldugunu ileri sirmdstt.  Bu, en belirgin haliyle, Atakol'un dans hareketlerini sergileyen
cizimlerinde gorulur. Beden, bir olayi icra eden ylzey Uzerinde bir isarete dontsur. Bu durum, 2
Kasim 2009 tarihinde yapilmis bir baska cizimde de ayni 6l¢tide carpicidir. Burada, figtirtn kir-
mizi kazaginda izi strdlebilen bir renk kalintisi, ayni figtirin cesitli konumlardan resmedildigine
isaret eder (Resim 17).

Kendiligindenlik, sans ve dogaglama, Atakol'un ¢izimlerinde karsilasilan ve daha sonra dogaya
yonelik gézlemsel bir baglanti ve duyarlilikla, 6zenle islenen ve birlestirilen ézelliklerdir. insan
bedeni gibi, doga da kendiliginden, strekli degisken ve kirllgandir. Doga, Atakol'un calismala-
rinda merkezi bir rol oynar ve neredeyse butln resimlerindeki temayi kusatir. Cizimleri, gor-
menin ve hissetmenin dolaysizligini temsil etmekle birlikte, daha derin ve uzun bir disiinme
srecine imkan veren resim ortamina tercime edilmis eskizler veya fotografik belgeler yo-
luyla tutulan kayitlar olarak islev gorir. Daha sonraki eserlerinde ¢izginin kullanimi, tutukluluk
mekanini bir degisim mekani olarak gdstermek suretiyle daha belirgin bir hal alir. Resimlerinde
tanidik bir motif olan cerceveler, cizimlerinde kullandidi cizgilerin evrim gecirmis bir yeniden
kullanimi olarak dustindlebilir.

Atakol'un Kirmizi ve Mavi (2001) gibi biyuk dlcekli soyut resimlerinde, 1980’lerin sonuna dogru
baslayan doga géndermesi daha dogrudan bir hal alir (Resim 18 a/b). Pembe veya Kirmizi (1972)
gibi resimlerinde (Resim 19) daha geometrik ve soyut bir renk kullanimiyla karsilasmamiza rag-
men, Pencere Icinden (1989) gibi sonraki calismalan dogal ortami islemeye odaklanan bir meka-
nizmayi temsil eder (Resim 20). ‘Yice' olarak da anilan diinyanin ve bilginin buyuklugd, askinligi,
Atakol'un distinme surecinde 6ne ¢ikan meselelerdir. Bir sinirsizigi ifade eden 6znenin veya
izleyenin sonsuzlugu teriminin temeli, ‘ylce’nin yerini sonsuzlugun aldigi 1960'arin séylemleri-
dir. ® Agnes Martin'in minimalist cizimleri gibi, Atakol'un eserleri “sonsuz olani kucaklayan fakat
bitunluge donusmeye direnen” 6zgiin cerceveler ve sinirlar yaratmakla ilgilidir. '

16 Atakol, Girne'de yasayan, cogunlugu aralarinda Heidi Trautmannin da bulundugu yerlesik yabancilardan
olusan ‘Persembe Sanatgilari’ grubuna 2007 yilinda katild!.

John Berger'den alintinin yer aldigi eser: Brian Dillion, “On the Elements of Drawing” [Cizimin Unsurlan Uzer-
inel, The End of the Line [Cizginin Sonu] (Hayward Yayincilik, 2009) 9.

Briony Fer, The Infinite Line: re-making art after modernism [Sonsuz Cizgi: modernizm sonrasinda sanati
yeniden yaratmak] (Yale Univeritesi Yayinlar, 2004) 47

19 Fer, (2004) 53.
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As Robert Smithson once said: “we are lost between the abyss within us and the boundless
horizons outside us."?® Returning to Windows (2013), we can now observe that the self-con-
tained blocks are not only fields of bright colour but thresholds into Atakol’s private world.
Even though Atakol's paintings experiment with boundaries, the borders drawn within the
canvas only point to what is beyond them, the focus that is drawn is simultaneously distract-
ed by wonder. The square series experiment with borders within and of the page, not only
as a determinant of the artist’s orientation in space but as microcosms that are infinite and
ever-changing.

The frames we see are not the lines that restrict or divide our sight but rather determine Ata-
kol's position and perspective in relation to the outside world, to her surroundings. Looking
from the inside out, the vast landscape before her is simplified, but at the same time threaten-
ing because there is an entire world outside these borders. Whilst Atakol depicts a detailed line
of vision in early line drawings, we now look at private capsules of time and memory, unknown
and unrevealed to us. Down the line, looking back at Atakol's long standing career, our curios-
ity is drawn towards what will come in the future.

Resim / Picture 18 a Resim / Picture 18 b

20 Robert Smithson, “A Cinematic Atopia” (1971) in Robert Smithson, the Collected Writings (University of
California Press, 1996) 140.



Robert Smithson'un da belirttigi gibi: “icimizdeki dipsiz derinlik ile disimizdaki sonsuz ufuklar
arasinda kaybolmus” bir haldeyiz.?® Pencereler (2013) adli esere dondugumuzde, artik bagimsiz
bloklarin yalnizca parlak renk alanlari olmayip, Atakol'un 6zel diinyasina dogru esikler oldukla-
rini gdzlemleyebiliriz. Atakol'un resimlerinde sinirlar deneylere tabi tutulsa da, tuval kapsamin-
da ¢izilmis sinirlarin tamami yalnizca 6telerinde olana génderirler; cizilen odak, ¢izildigi anda,
hayretle ve merakla dagitilir. Kare serisi, sayfanin icerisindeki ve etrafindaki sinirlari, yalnizca sa-
natcinin mekandaki oryantasyonunun bir belirleyicisi olarak degil, sonsuz ve strekli degisen
mikrokozmoslar olarak deneye tabi tutar.

Gordigumuz cergeveler, bizim gortsimuzu sinirlayan veya bolen cizgiler degil, Atakol'un dis
dlnyaya ve etrafina gére konumunu ve perspektifini belirleyen cercevelerdir. Icten disa dogru
baktigimizda, onun goézlerinin dntindeki engin cografya sadelesir, fakat ayni zamanda tehdit
edici bir hal alir, ¢tinkt bu sinirlarin 6tesinde koca bir diinya vardir. Atakol erken ¢izgi izimlerin-
de ayrintili bir goris ¢izgisi tasvir etse de, artik bizim bilemeyecedimiz ve bize a¢ik edilmeyen
6zel zaman ve hatira kapsullerine bakmaktayizdir. Geriye dénlp Atakol'un uzun kariyerine bak-
tigimizda, ufukta, gelecegdin neler getireceg@ine iliskin merakimiz uyanmaktadir.

Resim / Picture 19 Resim / Picture 20

20 Robert Smithson, “A Cinematic Atopia” [Sinematik bir Yersizlik] (1971), Robert Smithson, the Collected Writings
[Robert Smithson: Toplu Eserleri] (California Universitesi Yayinlari, 1996) 140.
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Resim / Picture 1

Resim / Picture 2

Resim / Picture 3

Questioning Perceived Reality and
Art’s Own Reality

Zehra Sonya

A look at the short history of Turkish Cypriot art shows that abstract art began to gain prom-
inence and sustain itself by adopting a progressive and revolutionary identity against figura-
tive and descriptive artistic perspectives between the years 1985 and 1990. Many artists used
abstract forms of art by assigning significance to aesthetic language and transformed them
into lyrical and expressionist narratives by first employing an abstraction of nature and then
transforming it into an emancipatory internal journey.

Gonen Atakol's works in the 1970s reveal how she was primarily interested in the concrete-
ness of abstract art. In terms of nurturing this interest, the role played by her education in art
in the United States of America cannot be ignored. We see that neither the desire to create
aesthetic pleasures which was felt in the historical origins of abstract art nor the reflection of
emotions on the canvasin line with an expressionist understanding was considered a problem
in Atakol’s struggle with geometric forms and colours in her early paintings. (Picture 1 and 2)
In her later paintings, however, we often see intertwined frames, squares, geometric shapes
reminding us of our part in a game of the mind, how these create variegated effects when
they are superimposed, and how these effects lead to differentiation in colours, all of which,
in their entirety, push us into a position where our perceptive repertoire encounters many
difficulties. Works reminiscent of pure forms of thought summon various intermingled points
of view, situations and realities. Such features can be said to run parallel to the perspective of
art which was prevalent in the United States, especially during the 1960s and 1970s, and which
we can call abstract abstraction. According to this perspective, an artist creates her work not
by utilizing a method of abstraction, but by employing the right usage of concrete elements of
painting like the field on the canvas, lines, volume, space and colours. In this sense, the paint-
ing does not refer to anything other than itself; it points to its own original value and reality.
It examines how colours and forms affect human beings. For more powerful effects, the size
of the work must grow bigger. The viewer is banished from the subjective world of the artist
and left on her own with the work. One objective is to lead the viewer into an uncanny empty
space so as to trigger thinking and contemplation, as effectively done by Atakol's works.

There are remarkable changes in Gonen Atakol's works after her return to Cyprus (1972). It
should not be forgotten that the artist is a part and under the direct influence of the geog-
raphy that she inhabits and wider social realities around her. The nature, the sun, colours and
post-war turmoil, complications and traumas of the island of Cyprus all have direct effects
on Atakol. The universal dimension of nature, environment, human emotions and affects be-
comes more visible in her understanding of art.

The artist speaks a dynamic, fluent and energetic language of aesthetics in her works inspired
by the nature and her own environment. She accordingly adds a wider variety of colours to
her palette. Her works in the 1980s are marked by flat surfaces which are broken into pieces
and intertwined, following quick touches, with geometric shapes with no definite boundaries.
Familiar objects, houses and bodies become aesthetic taints as her style of composing grows
more dynamic and complex. As colours become brighter and livelier, they turn down into up,
up into down, inside into outside and outside into inside. (Picture 3 and 4) Such properties in
her compositions are reminiscent of the social and psychological structure and upheveals of
post-war Cyprus as well as the will to find a new balance. They also lead the viewer to seek a
creative act and encourage her to change the way she looks at her environment and nature.
There are not many figurative forms in Atakol’s works throughout the 1980s. Nature, on the
other hand, is not directly visible; it is only felt as association. Its abstractions do not take part
in a progressing process that is based on concrete reality. They are more like rational products
constructed in light of effects which are desired to be energetically captured.



Goriinen Gerceklikle, Sanatin Kendi

Gercekliginin Sorgulanmasi
Zehra Sonya

Kibris Turk sanatinin kisa tarihine goz attigimizda, ézellikle soyut sanatin 1985-1990 yillarinda
deger kazanmaya, figUratif ve betimlemeci sanat anlayisinin karsisinda, ilerici ve devrimci bir
kimlige blrtnerek varlik sirmeye basladigini sdyleyebiliriz. Cogu sanatgl dnceleri, dogayi so-
yutlayarak ve ardindan 6zgur, i¢sel yolculuklara donustirerek, soyut sanat formlarini kullanmus,
estetik dili Gnemseyerek, lirik ve disavurumcu anlatimlara dontstirmustar.

Gonen Atakol'un 1970'li yillarindaki Gretimlerine bakildiginda, soyut sanatin somutluguyla ilgi-
lendigini gortyoruz. Boylesi bir ilgide Amerika Birlesik Devleti'nde aldigi sanat egitiminin payi
yadsinamaz. Atakol'un ilk dénem resimlerinde, geometrik sekil ve renklerle giristigi hesap-
lasmada soyut sanatin tarihsel baslangicinda varligini hissettiren estetik hazlar yaratma veya
duygularin disavurumcu bir anlayisla tuvale yansimasini sorun edinmedigini anlariz. (Resim 1
ve 2) Daha sonraki resimlerinde de sik¢a gérecegimiz ve bize dustinsel bir oyun icinde oldugu-
muzu animsatan i ice gecmis cerceveler, kareler, geometrik sekiller ve bunlarin bir-biri Gizerine
geldiginde yarattigi farkli etkiler, bu etkilerin renk farkliliklarina déntsmesi ve benzeri durumlar,
bizleri algi dagarcigimizi zorlayan bir pozisyona iter. Saf dustince formlarni cagristiran yapitlar
birbiri icine gecmis farkli bakis agilarini, durumlari ve gerceklikleri caginr. Boylesi dzelliklerin,
ozellikle 1960-70'i yillarda Amerika'da varlik stren soyut soyutlama diyebilecegimiz sanat anla-
yist ile paralellik gosterdigi sdylenebilir. Bu anlayisa gore, bir sanatgi eserini soyutlama yontemi
ile degil, somut resim ¢geleri olarak tuval Gzerindeki alanin, ¢izginin, hacmin, mekanin ve ren-
gin dogru kullanimiyla meydana getirir. Resim, kendisi disinda hicbir seye génderme yapmaz;
kendine 6zgu bir degeri ve gercekligiisaret eder. Renklerin ve bicimlerin insan Gstindeki etkile-
rini irdeler. Etkilerin artmasi icin eserlerin ebatlari biydir. Izleyici, sanatcinin 6znel diinyasindan
atilarak, eser ile bas basa kalir. Amaclardan bir tanesi de izleyiciyi garip bir bosluga dusurerek
distnceye, tefekkure itelemektir ki, boylesi etkiler Atakol'un eserlerinde de yer alir.

Gonen Atakol'un Kibris'a dondiikten(1972) sonraki tretimlerinde dedisimler olur. Unutmamak
gerekir ki sanatgl, yasadigi cografyanin ve toplumsal gercekliklerin bir pargasidir, ondan etkile-
nir. Kibris'in dogasi, glinesi, rengi ve savas sonrasi ¢alkantilari, karisikliklari, travmalari Atakol'lu
etkiler. Doganin, ¢evrenin ve insani duygularin, duygulanimlarin evrensel boyutu sanat anlayi-
sinda daha ¢ok yer alrr.

Dogay ve yasadigi cevreyi isin icine katarak Urettigi eserlerinde, estetik dilini hareketli, akici
ve enerji ile dolduran sanatgl, renk kullaniminda da paletini genisletir. 1980'll yillardaki Gretim-
lerinde dz yUzeyler parcalanir, hizli vuruslarla sinirlart belli olmayan geometrik sekillerle i¢ ice
gecer. Tanidik nesneler, evler, bedenler estetik lekelere dontstrken, kompozisyon kurma bicimi
de harekelenip karmasiklasir. Renkler, parlaklik ve canlilik kazanirken, diger yandan alti Gste, st
alta, ici disa, disi ice dondsturar. (Resim 3 ve 4) Kompozisyonlarda algilanan boylesi dzellikler
Kibris'in savas sonrasi sosyal ve psikolojik yapisini, altlst olusunu ve yeniden bir dengeye gelme
istencini cagnistinr. Ayrica bizi yaratici bir edim icine sokarak yasadigimiz cevreye ve dogdaya
karsi bakisimizi degistirmeye iter. Atakol'un 80'li yillardaki eserlerinde figiratif bicim ¢ok az yer
bulur, doga ise gérundr degildir, sadece ¢agrisim olarak hissedilir. Soyutlamalar somut gercek-
likten kalkarak ilerleyen bir stirece dahil degildir. Daha ¢ok enerjiyle yakalanmak istenen etkiler
cercevesinde kurgulanan ussal Grtnler olarak dururlar.

Sanat¢inin eserlerinde gorulen yazi/kaligrafi kullanimi, kelime anlamindan ¢ok estetiksel 6ge-
lere donUsur, kompozisyona hareket, enerji ve denge katar. Bir nevi “vicut dili” olarak da al-
gilayabilecegimiz yapilar, bize sanatcinin anlik psikolojisinin ve distncelerinin gizli ipuglarini
sunar. Betimlemeyi ve tasviri diglayan soyut sanat, bireysel diinyalarin da ok gerilere itilmesine
neden olur. Atakol'un bazi yapitlarinda bireysel diinya, gizli imgelerle tuvale yansir. Dikkatli bir
izleyicinin gézine ¢arpan imgeler, gizlenmeye calisilan ve cok gerilere itilen duygusal bir diin-
yanin, duyarliligin ve ailevi degerlerin izini strer.

Resim / Picture 4

Resim / Picture 5
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Texts and calligraphy used in her works are less literal meanings than aesthetic elements. They
bring dynamism, energy and balance to the overall composition. Structures which can be per-
ceived as some form of "body language” provide us with difficult clues as to the momentary
psychology and mindset of the artist. Abstract art that excludes description and depiction also
makes individual worlds fade into the deep background. In some of Atakol's works, the world
of the individual is reflected on the canvas through a secret imagery. Images that come to the
attention of a careful observer lead to the traces of an emotional world, a sensitivity, and family
values which are tried to be concealed and pushed far back.

Her works in the 2000s consist of an intensive use of aesthetic values and pleasures grounding
abstract art, yet are products of a perspective faced with pure forms of thought. As Atakol
brings two very different notions of art together on the same ground, she stops utilizing na-
ture as a simple aesthetic element and transforms it into an important problem in need of
contemplation. Nature is given the center stage. She then realigns our view and draws our at-
tention with horizontal and vertical lines and squares, rectangles and circles placed inside the
painting. In other words, she frames the eye and the mind, not allowing them to drift away. She
persistently leads us to ask certain questions and find their answers. These questions concern
not only art's own values, but also nature itself which forms an essential content. In Atakol’s
eyes, nature is of vital importance. She seems to be placing an emphasis upon the indispens-
able significance of nature for humanity, without which life is impossible. (Picture 6 and 7)

We can never be completely sure of the reality that we see in Gonen Atakol's works. This does
not simply apply to her works in the 2000s. It seems valid for most of her works. Works full of
associations always seem to play with us. They make us suspicious and lead us to question.
When questioning, we can never be completely sure that we have found the right answer. Still,
the pleasure of the process of questioning itself is irresistible. Our position in the face of these
works is very much like the aesthetic understanding which Kant depicts, without holding
judgment, as a free, endless game full of tricks that the capacity to imagine and the capacity
to think play on us. Of course, Atakol's works comprise a strong critique and questioning of
aesthetic values. From this perspective, we see that a double-edged questioning takes place,
so far unprecedented in Turkish Cypriot art: questioning perceived reality and art’s own reality.
These are the two values that form the basis of Gonen Atakol’s works.

(August 2013)

Resim / Picture 6



2000'li yillardaki Uretimleri, soyut sanatin temel buldugu estetik degerlerin ve hazlarin ytksek
seviyede kullanildigl, buna ragmen saf dustince formlari ile karsi karsiya gelinen bir anlayi-
sin Granldar. Atakol, iki farkli sanat anlayisini bir temelde bulustururken, dogayi da salt estetik
unsur olmaktan cikararak tzerinde distnulmesi gereken énemli bir soruna déndsturar. Do-
Jayl merkeze alir, dikey ve yatay cizgilerle, resmin icerisine gecirdigi kareler, dortgenler veya
cemberlerle bakisimizi ve dikkatimizi odaklar. Baska bir deyisle, gozi ve akli cerceveler, baska
yerlere kaymasina izin vermez. Israrla bize bazi sorular sordurur ve cevaplarini bulmamiz ister.
Bu sorular, sanatin kendi degerleri kadar icerik olarak da temel olan doganin kendisine aittir. Bu
noktada doga, Atakol icin yasamsal bir ©neme sahiptir; daha ¢cok doganin insanlik icin dnemi
ve onsuz yasanilamayacagini vurgular gibidir. (Resim 6 ve 7)

Gonen Atakol'un sadece 2000'i yillardaki eserlerinde degil, bircok eserinde, gordugimiiz
gerceklikten hicbir zaman emin olamayiz. Cagrisimlarla dolu yapitlar bize hep bir oyun oynar
gibidir. Stpheye dusurdrler ve sorgulatirlar. Sorgulama stirecinde dogru cevabi buldugumuz-
dan hicbir zaman emin olamadigimiz gibi, sirecten aldigimiz hazdan da vazgecemeyiz. Eserler
karsisinda distigumuz bu durum, Kant'in yargiya varmaksizin, hayal gict ile disiince glcu-
nuin bize oynadigi 6zgur, bitimsiz bir oyun olarak ele aldigi estetik anlayisi akla getirir. Stphesiz
Atakol'un eserlerinde estetik degerlerin siki bir elestirisini ve sorgulamasini buluruz. Bu agidan
bakildiginda da Kibris Tirk Sanat'nda pek esi benzeri bulunmayan iki uclu bir sorgulamanin
gerceklestigine taniklik ederiz; gorilen gerceklikle, sanatin kendi gergekliginin sorgulanmasi.
Bu iki deger ayrica Gonen Atakol'un eserlerinin temelini de olusturur.

(Agustos 2013)

Resim / Picture 7
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Figlir/ Figure, 1971, kagit tizerine miirekkep, pen & ink on paper, 30x45 cm.



Oturan NU/Sitting Nude, 1971, kagit Gzerine murekkep, pen & ink on paper, 60x48 cm.
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iki Model / Two Models, 1971, kagit izerine miirekkep / pen & ink on paper, 46x56cm.



Oturan N/ Seated Nude, 1971, kagit tizerine mirekkep / pen and ink on paper, 40x30cm.
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Yelkenler / Sails, 1982, monoprint tizerine komur kalem / charcoal on monoprint, 48x36cm.



Sapkali Oglan / Boy with Cap, 1971, kagit Gzerine murekkep / pen & ink on paper, 24x44 cm.
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iki Model / Two Models, 1971, kagit lizerine miirekkep / pen & ink on paper, 48x60cm.



Ciplak Model / Nude Model, 1971, kagit tizerine miirekkep / pen & ink on paper, 48x60cm.
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Duran Erkek / Standing Male, 1971, kagit Gizerine mirekkepli kalem / pen & ink on paper,




Oturan Erkek / Seated Male, 1971, kagit tizerine miirekkepli kalem / pen & ink on paper, 48x60cm.
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iki Erkek Model / Two Male Models, 1971, kadit tizerine miirekkep / pen & ink on paper, 48x60cm.



Model, 1970, kagit Gzerine murekkep / pen & ink on paper, 48x60cm.

41



42

|
‘x

Yatan Erkek/Lying Male, 1971, kagit Gizerine murekkep, pen & ink on paper, 48x60cm.

BVl

Yatan Kadin / Lying Female, 1971, kagit Gizerine miirekkep / pen & ink on paper, 48x60cm.




Ug Kizil Sacli / Three Red Heads, 1971, kagit tizerine miirekkep / pen & ink on paper, 48x60cm.
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Ug Model / Three Models, 1971, kagit lizerine miirekkep / pen & ink on paper, 48x60cm.



Model, 1971, kagit tizerine miirekkep / pen & ink on paper, 48x60cm.
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Oturan N / Seated Nude, 1970, kagit Uzerine mirekkep / pen & ink on paper, 48x60cm.



Model, 1971, kagit tizerine mirekkep / pen & ink on paper, 35x45cm.
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Kirmizi Koltuk / Red Chair, 1971, kagit tizerine mirekkep / pen & ink on paper, 48x60cm.



Model, 1970, kagit tzerine kara kalem / pencil on paper, 48x60cm.
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Yatan Adam / Lying Man, 1970, kagit Gizerine komiir / charcoal on paper, 48x60cm.
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Oturan Adam / Seated Man, 1970, kagit Gzerine kdmuir / charcoal on paper, 48x60cm.
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Kadin & Erkek / Woman & Man, 1971, kagit Gizerine mirekkep / pen & ink on paper, 48x60cm.



iki Duisiinen Model / Two Thinking Models, 1971, kadit tizerine miirekkep / pen & ink on paper, 48x60cm.
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Kirmizi Paravan / The Red Partition, 1971, kagit tizerine mirekkep / pen & ink on paper, 48x60cm.



Models, 1971, kagit Gizerine murekkep / pen & ink on paper, 48x60cm.
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Yatan / Lying, 1971, kagit Gizerine murekkep / pen & ink on paper, 48x60cm.



Model, 1970, kagit Uizerine kémir / charcoal on paper, 27x57cm.
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Yansima / Reflection, 1971, kagit lizerine mirekkep / pen & ink on paper, 48x60cm.



Model, 1969, kagit lizerine kara kalem / pencil on paper, 48x60cm.
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60 Model, 1971, kagit tizerine miirekkep / pen & ink on paper, Kirmizi Yastik / Red Pillow, 1971, kagit tizerine miirekkep / pen &
48x60cm. ink on paper,48x60cm.



Model, 1969, kagit Uzerine karakalem / pencil on paper, 48x60cm.
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Model, 1970, kagit Gzerine kdmur / charcoal on paper, 48x60cm.



Dinlenirken / Resting, kagit Gzerine mirekkep / pen & ink on paper, 48x60cm.
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Zincirli Kiz / Girl with Chain, 2011, kagit Gzerine mirekkep / pen & ink on paper, 35x46cm



iki Model / Two Models, 1971, kagit iizerine keceli kalem / marker on paper, 48x60cm.
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Figur Cizimi / Figure Drawing, 2008, kagit izerine kege kalem ve mirekkep / marker & ink wash on paper, 30 x 42 cm.



67

Figlr Cizimi/ Figure Drawing, 2008, kagit (izerine kege kalem ve miirekkep / marker & ink wash on paper, 30 x 42 cm.
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Figlr Cizimi / Figure Drawing, 2010, kagit tGizerine kege kalem / marker on paper, 30x42 cm.




Figlr Cizimi / Figure Drawing, 2009, kagit tizerine sulu kalem / pencil wash on paper, 30x42 cm.
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Figir Cizimi / Figure Drawing, 2009, kagit tizerine kece kalem ve miirekkep / marker & ink wash on paper, 30x42 cm.



Figlr Cizimi / Figure Drawing, 2010, kagit Gizerine miirekkep / ink wash on paper, 42x60 cm.
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Figlr Cizimi / Figure Drawing, 2008, kagit izerine kara kalem / pencil on paper, 30x42cm.

Figlr Cizimi / Figure Drawing, 2008, kagit (izerine kara kalem / pencil on paper, 30x42cm.



Figlr Cizimi/Figure Drawing, 2008, kagit Gizerine kara kalem / pencil on paper, 30x42 cm.
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Figur Cizimi / Figure Drawing, 2008, kagit Gizerine kara kalem / pencil on paper, 30x42cm.



Figlr Cizimi / Figure Drawing, 2009, kagit Gzerine mirekkep / pen & ink wash on paper, 42x60cm.
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Figlr Cizimi / Figure Drawing, 2009, kagit tizerine kege kalem / marker on paper, 30x42cm.



Figlr Cizimi/ Figure Drawing, 2009, kagit Gizerine kece kalem ve mirekkep / marker & ink wash on paper, 30x42cm.
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Figlr Cizimi / Figure Drawing, 2008, kagit lizerine sulu kalem / pencil wash on paper, 30x42cm.



Figur Cizimi / Figure Drawing, 2008, kagit Gizerine kege kalem ve mirekkep / marker & ink wash on paper, 30x42cm.
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Figlr Cizimi / Figure Drawing, 2009, kagit tizerine kece kalem ve miirekkep / marker & ink wash on paper, 30x42cm.



Figlr Cizimi / Figure Drawing, 2009, kagit tizerine kege kalem ve miirekkep / marker & ink wash on paper, 30x42cm.
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Mavili / In Blue, 2009, kagit Gizerine mirekkep / ink wash on paper, 24x32cm.



Figiir Cizimi / Figure Drawing, 2008, kagit Gizerine sulu kalem & miirekkep / pencil & ink wash on paper, 24x32cm.
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Figur Cizimi / Figure Drawing, 2011, kagit Gzerine kege kalem ve mirekkep / marker & ink wash on paper, 42x60cm.



Figr Cizimi/ Figure Drawing, 2013, kagit Gizerine miirekkep / pen & ink wash on paper, 42x60cm.
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Figlr Cizimi/ Figure Drawing, 2011, kagit Gzerine mirekkep / pen & ink wash on paper, 42x60cm.



Figlr Cizimi / Figure Drawing, 2011, kagit Gizerine kege kalem ve miirekkep / marker & ink wash on paper, 42x60cm.
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Oturan Kadin / Seated Woman, 2011, kagit Gizerine kece kalem ve
murekkep / marker & ink wash on paper, 58x41cm.

Kirmizi Elbise / Red Dress, 2011, kagit tizerine kece kalem ve
murekkep / marker & ink wash on paper, 58x41cm.



Pembe Elbiseli Kadin/Woman in a Pink Dress, 2011, kagit lizerine kece kalem ve murekkep /
marker & ink wash on paper, 58x41cm.
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Ayse, 2014, kagit Uizerine kege kalem / marker on paper, 42x60cm.




Udeme, 2014, kagit tizerine kece kalem / marker on paper, 42x60cm.
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Yesil Cizgiler / Green Stripes, 2014, kagit Gizerinde kege kalem ve karisik teknik / marker and mixed
media on paper, 42x60cm.
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paper, 42x60cm.

Distinen / Thinking, 2014, kagit tizerine kege kalem / marker on
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Pembe / Pink, 1971, tuval Gizerine akrilik / acrylic on canvas, 180x180cm.

Foto/ Photo: Ozglil Ezgin



Kirmiz1 / Red, 1972, tuval Gizerine akrilik / acrylic on canvas, 120x180cm.

Foto/ Photo: Ozgiil Ezgin
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Kirmizi&Mavi 2 / Red & Blue 2, 2001, tuval tizerine akrilik / acrylic on canvas, 160x180cm.

Foto/ Photo: Ozglil Ezgin



Foto/ Photo: Ozgiil Ezgin

Kirmizi&Mavi 1/ Red & Blue 1, 1989, tuval tizerine akrilik / acrylic on canvas, 130x106cm.
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Yatan Figure / Lying Nude, 1971, tuval lizerine
akrilik / acrylic on canvas, 94x124cm.




Oturan Ciplak / Seated Nude, 1983, tuval tizerine akrilik
/acrylic on canvas, 100x140cm. (Ozel koleksiyon/
Private Collection)

Catlak / The Crack, 1971, tuval Uzerine akrilik /
acrylic on canvas, 23x192cm.
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Sinirlar / Boundaries, 1971, tuval Uizerine akrilik / acrylic on canvas, 94x156cm.

Foto/ Photo: Ozgdil Ezgin
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Eski Lefkosa / Old Lefkosa, 1983, cuval tizerine akrilik / acrylic on burlap, 66.5x56cm. (KKTC koleksiyon/ TRNC collection)

Foto/ Photo: Ozglil Ezgin



Foto/ Photo: Ozgiil Ezgin

Eski Lefkosa / Old Lefkosa, 1983, cuval tizerine akrilik / acrylic on burlap, 75x85cm. (KKTC koleksiyon/ TRNC collection) 105



106 Flamingolar / Flamingos, 1983, tuval tzerine akrilik / acrylic on canvas 74x78cm. (KKTC koleksiyon / TRNC collection)



Sevgi/ Love, 1972, tuval Gizerine akrilik / acrylic on canvas, 155x94cm. (KKTC koleksiyon / TRNC collection)

Girne / Kyrenia, 1981, tuval tizerine Akrilik / acrylic on canvas, 80x180cm. (Ozel koleksiyon / Private collection) 107
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108 Uyku / The Sleep, 1990, tuval tzerine akrilik / acrylic on canvas, 80x110cm.



Riya / The Dream, 1990, tuval lizerine akrilik, acrylic on canvas, 110x130cm. (Ozel koleksiyon / Private collection) 109



110

isimsiz / Untiled, 2011, tuval tizerine akrilik / acrylic on canvas, 41x51cm.



Pencereden 1/ Through the Window1, 1989 tuval Gzerine akrilik / acrylic on canvas, 90x120cm.

Pencereden 2/ Through the Window2, 1989 tuval tzerine akrilik / acrylic on canvas, 90x120cm.
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isimsiz / Untiled, 1982, tuval (izerine akrilik / acrylic on canvas, 91x76cm. (KKTC koleksiyon / TRNC collection)

Foto/ Photo: Ozgtil Ezgin



isimsiz / Untiled, 1982, tuval tizerine akrilik / acrylic on canvas, 81x84cm. (KKTC koleksiyon / TRNC collection)

Foto/ Photo: Ozglil Ezgin
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Delik 2 / The Hole2, 1998 tuval tizerine akrilik / acrylic on canvas, 120x90cm.

Foto/ Photo: Ozglil Ezgin



Delik 1/ The Hole 1, 1998 tuval tizerine akrilik / acrylic on canvas, 120x90cm.
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Ev Tadi / A Taste of Home, 2007, tuval (izerine akrilik / acrylic on canvas, 50x75cm. (Ozel koleksiyon / Private collection)



Atlantis, 2004, tuval tizerine akrilik / acrylic on canvas, 90x60cm. (Ozel koleksiyon / Private collection)

Foto/ Photo: Ozglil Ezgin
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Pencerem / My Window, 2007, tuval tizerine akrilik / acrylic on canvas, 90x120cm.

Foto/ Photo: Ozglil Ezgin



Bodrum, 2004, tuval tizerine akrilik / acrylic on canvas, 92x152cm. (Ozel koleksiyon / Private collection)
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120 Doga Uzerine Cesitlemeler 2 / Variations on Nature 2, 2013, tuval lizerine akrilik / acrylic on canvas, 50x70cm.
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Yer, Gok, Deniz / Earth, Sea, Sky, tuval tizerine akrilik / acrylic on canvas, 60x90cm. (Ozel koleksiyon / Private collection) 121
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Pencereler / Windows, 2013, tuval Gizerine akrilik / acrylic on canvas, 130x160cm.

Foto/ Photo: Ozgiil Ezgin



Kareler 1/ Squares 1, 2011, tuval tizerine akrilik / acrylic on canvas, 24x30cm.

Foto/ Photo: Ozgdil Ezgin

Kareler 2 / Squares 4, 2013 tuval Gizerine akrilik / acrylic on canvas, 24x30cm.
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Kareler 3 / Squares 2, 2013, tuval tzerine akrilik / acrylic on canvas, 24x30cm.

Kareler 4 / Squares 3, 2013, tuval tzerine akrilik / acrylic on canvas, 24x30cm.

Foto/ Photo: Ozgiil Ezgin

Foto/ Photo: Ozglil Ezgin



Doga Uzerine gesitlemeler 1/ Variations on nature 1, 2013, tuval zerine akrilik / acrylic on canvas, 70x100cm 125



126 Kirmizi Isiklar / Red Lights, 1999, tuval tizerine akrilik / acrylic on canvas, 140x100cm. (Ozel koleksiyon/ Private collection)



Hazal, 2013, tuval (izerine akrilik / acrylic on canvas, 70x100cm. (Ozel koleksiyon/ Private collection) 127



128 Tirmik, 2005, tuval Gizerine akrilik / acrylic on canvas, 40x30cm.



Kirmizi Cigekler / Red Flowers, 2011, tuval Gizerine mirekkep ve kege kalem / ink and marker on canvas, 24x32 cm. 129



130 Merdivende / On the Staircase, 1970, tuval lizerine akrilik / acrylic on canvas, 120x120cm. (Ozel koleksiyon/ Private collection)



Mavi Isik / Blue Light, 2013, tuval Gzerine akrilik / acrylic on canvas, 100x140cm. 131
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Gonen Atakol
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GGnen Atakol - timeline

1964

1972

144

"444,

1945 - Gonen Hulusi is born on December 11 in Nicosia, to mother Feyziye and father
Mustafa Hulusi.

1949 - January 14: Brother Ongun Hulusi is born in Nicosia.

1951-1959 - Gonen Hulusi enrols in the Ayasofya Elementary School and later in the
American Academy for Girls. She begins to explore an early interest in art at the Academy for
Girls with the encouragement of the school’s art programme which housed the first Turkish
Cypriot woman art teacher.

1959-1963 - Enrols in the Victoria Girls School, Lyceeum.
1963 — December 21: She marries Kenan Atakol.

1963 - Moves to America together with husband Kenan Atakol, who received a Fulbright
Scholarship for Graduate Studies.

1964 — December 19: Daughter Tlige is born in Albuquerque, New Mexico.

1967-1972 - Enrols on Bachelor of Fine Arts degree at the Pennsylvania State University.
Most memorable tutor is Harry West who wrote in Atakol's sketchbook: “You're damn good —
if you don't become a pro, you'll waste an awful lot of talent — H. West."

1967 — July 15: Opening of the sixth Turkish Cypriot Artists Exhibition at Saray Hotel, Nicosia.
This was the first public showing of her work which was sold to private collectors, one of
which is Stheyla Kuguk, wife of first Vice President of the Republic of Cyprus, Dr. Fazil Kli¢uk.

1967 - November 21: Daughter Bengi is born in State College, Pennsylvania.

1970 - Junior year: Gonen Atakol is awarded the Evan Pugh Award.

1971 - Senior year: She is awarded the Evan Pugh Award for the second time.

1971 - She is awarded the Edwin W. Zoller award for academic and artistic achievement.

1972 - Spring: Graduates with highest distinction from Pennsylvania State University with a
major in painting and minor in photography. Final Year Exhibition, Pennsylvania.

1974 - July 23: Brother Ongun is killed at war.
1974 - 1984 — Post-war period: Takes a break from work.
1975 - February: She begins teaching art and art history at the Lefkosa Turk Maarif College.

1977 — November 17: Exhibition of Turkish Cypriot Artists, Ankara State Fine Arts Gallery,
Ankara. 16 artists are invited, including Atakol.

1985 — After nearly a ten-year break in post-war Cyprus, she had her second debut exhibition
in collaboration with Emin Cizenel.

1972 1972



Go6nen Atakol — zaman
tineli

1945 — Gonen Hulusi, annesi Feyziye, babasi Mustafa Hulusi'nin kizlari olarak 11 Aralik'ta,
Lefkosa'da duinyaya geldi.

1949 - 14 Ocak: Erkek kardesi Ongun Hulusi, Lefkosa'da dogdu.

1951-1959 — Génen Hulusi énce Ayasofya ilkokulu'na, ardindan Amerikan Kiz Akademisine
kaydoldu. Amerikan Kiz Akademisi'ndeki ilk Kibrish Tirk kadin sanat 6gretmenine ev sahipligi
yapan sanat programinin tesvikiyle sanata olan ilgisini kesfetmeye basladi.

1959-1963 - Victoria Kiz Lisesi'ne kaydoldu.

1963 - 21 Aralik: Kenan Atakol'la evlendi.

1963 - Yuksek lisans calismalari icin Fulbright bursu kazanan kocasi Kenan Atakol'la
Amerika'ya yerlesti.

1964 - 19 Aralik: Kizi Tige, Albuquerque, New Mexico'da diinyaya geldi.

1967-1972 - Pennsylvania Eyalet Universitesinin Giizel Sanatlar lisans programina kaydoldu.
Hic unutamadigi profesorlerinden Harry West, Atakol'un ¢izim defterine su notu yazdr: “Cok
ama cok iyisin — eger profesyonel olmazsan, biyUk bir yetenegi harcayacaksin — H. West.”

1967 — 15 Temmuz: 6. Kibris Turk Sanatgilar Sergisi'nin acilisi Lefkosa'daki Saray Otel'de
gerceklesti. Boylece ilk kez sergilenen eserleri, aralarinda Kibris Cumhuriyeti Cumhurbagkani
Yardimaisi Dr. Fazil KigUk'Un esi Stheyla Kigtk'tn de bulundugu 6zel koleksiyonculara satildi.

1967 — 21 Kasim: Kizi Bengji, State College, Pennsylvania diinyaya geldi.

1970 - Universitede (ictinci yili: Gdnen Atakol, Evan Pugh Oduili'nii kazandi.
1971 - Universitede son yili: Atakol, Evan Pugh Odili'ni ikinci kez kazandi.
1971 - Edwin W. Zoller Akademik ve Sanatsal Basari Oduli'ni kazand.

1972 - Bahar: Pennsylvania Eyalet Universitesi'nin resim ana dal ve fotografcilik yan dal
programlarindan birincilikle mezun oldu. Mezuniyet sergisi, Pennsylvania'da gerceklesti.

1974 - 23 Temmuz: Kardesi Ongun savasta hayatini kaybetti.

1974 - 1984 — Savas sonrasi donem: Calismalarina ara verdi.

1975 - Subat: Lefkosa Turk Maarif Koleji'nde sanat ve sanat tarihi dersleri vermeye basladi.
1977 - 17 Kasim: Atakol'la birlikte 16 sanat¢inin davet edildigi Kibris Tlrk Sanatgilar Sergisi,
Ankara Devlet Glizel Sanatlar Galerisi'nde gerceklesti.

1985 — Savas sonrasi Kibris'ta ¢alismalarina verdigi yaklasik on yillik aranin ardindan Emin
Cizenel'le birlikte ikinci ilk sergisini acti.
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1986 — Atakol's place in the history of Turkish Cypriot art is established; one of the first
paintings made after the war, titled Old Lefkosa, 1983, is printed on an honorary stamp,
becoming an iconic image for the Turkish Cypriot community.

1986 — 1st International Asia-European Art Biennial (Ankara Biennale).

1986 — September: Artists of Islamic Societies Exhibition, New York.

1988 - Ergiin Olgun publishes the first book on contemporary Turkish Cypriot artists.
1988 - 2nd International Asia-European Art Biennial (Ankara Biennale).

1989 — October 16-26: Turkish Cypriot Painters Exhibition, State Fine Arts Gallery, Zafer
Meydani, Ankara. Catalogue, 4 works exhibited (no illustrations): Red & Blue (130x106) 1989,
Sails (90x120) 1982, Through the Window | (90x120) 1989, Through the Window Il (90x120) 1989.

1990 — April 13-22: 1st International ‘Eroticism in Art’ Exhibition, AKM, Nicosia. lllustrated
catalogue with text by Kaya Ozsezgin (critic): 2 works exhibited: The Sleep (80x110) 1990, Red
Lights (140x100) 1990.

1994 - Drawing in Turkish Cypriot Art, Haydarpasha (HP) Gallery, Nicosia: lllustrated catalogue
with introductory text by HP Gallery: unknown number of works exhibited: one illustrated in
catalogue: Figure Study (seated figure) (58.5x44) 1970.

1995 - Atakol retires from teaching.

2001 — November 21, 2000-January 07, 2001: Mediterranean Stories: Painting, Sculpture and
Original Printmaking Exhibition, Migros Shopping Center, Tiyatro Cisenti Stage, Exhibiton Hall,
Akkopru, Ankara. lllustrated pamphlet with short bio: unknown number of works exhibited:
illustrated in pamphlet: Red and Blue Forever (130x106) 1989. Same as the work exhibited in
1989 exhibition in Ankara. However the title is amended... forever.

2002 - Isafounding and is an active member of the Foundation for Environmental Conservation.

2007 - Joins the regular group Thursday Artists — a group of artists in Kyrenia, mainly expats,
including Heidi Trautmann.

2009 - May: United Nations Good Offices Mission, Art for Peace, group show, Nicosia: The
Hole I (120x90) 1998.

2010 - September 4: Art for Peace, Green Line, Nicosia, group show together with Ruzen
Atakan, Katerina Attalides, Lia Boyiatzi, Andreas Charalambous, Mathaios Christou, Emin
Cizenel, Glnay Guzelgiin, Nilgiin Giiney, Pola Hadjipapa, Inci Kansu, Eser Kegeci, Osman
Keten, Asik Mene, Anastasios Modites, Giiner Pir, Anber Onar, Zehra Sonya, Ozden Selenge,
Gokee Sekeroglu, ismet Tatar, Daphne Trimikliniotes, Hambis Tsaggaris and loanna Voskou.

2010 - Art in Northern Cyprus, TDU Nicosia, group show together with Ali Atakan (died in
2007), Ruzen Atakan, Ayhatun Atesin, Baki Bogag, Marilyn Bosworth, Muriel Clutten, Cevdet
Gagdas, Sevcan Cerkez, Sheila Davis, llsa Easson, Emel Erkan, Mustafa Erkan, Sinem Ertaner,
Umit Ali Esinler, Ozgtil Ezgin, Nilgiin Gliney, Glnay Guzelgun, Mustafa Hastdrk, Christina
Hessenberg, Anne Hughes, Feridun Isiman, Kadir Kaba, inci Kansu, Giray Karahasan, Eser
Kececi, Osman Keten, Veli Kaymakiili, Deirdre Kirk, Asik Mene, Ayhan Mentes, Vedia Okutan,
Lisani Otag, ilkay Onsdy, Senol Ozdevrim, Gliner Pir, Rilya Resat, Emel Samioglu, Ozden
Selenge, Zehra Sonya, Ersin Taser, ismet Tatar, Mehmet Uluhan, Hikmet Ulucam, and Svetlana
Ziusina.
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1986 — Atakol, Kibris Turk sanat tarihindeki yerini aldi. Savastan sonra yaptigi ilk resimlerden
olan, 1983 yilina ait Eski Lefkosa adli eseri bir ani pulunda yer alarak Kibris Turk toplumunun
onemli sembollerinden biri oldu.

1986 - 1. Uluslararasi Asya-Avrupa Sanat Bienali (Ankara Bienali).

1986 - Eyliil: islam Ulkeleri Sanatgilan Sergisi, New York.

1988 — Erglin Olgun'un yazdigi cagdas Kibris Turk sanatgilarn hakkindaki ilk kitap yayimlandi.
1988 - 2. Uluslararasi Asya-Avrupa Sanat Bienali (Ankara Bienali).

1989 - 16-26 Ekim: Kibrisl Turk Ressamlar Resim Sergisi, Devlet Guzel Sanatlar Galerisi, Zafer
Meydani, Ankara. Katalogda 4 eser (resimsiz) yer aldi: Kirmizi & Mavi (130x106) 1989, Yelkenliler
(90x120) 1982, Pencereden | (90x120) 1989, Pencereden Il (90x120) 1989.

1990 - 13-22 Nisan: 1. Uluslararasi Sanatta Erotizm Sergisi, AKM, Lefkosa. Resimli katalog ve
Kaya Ozsezgin'in (elestirmen) sunus yazisi: 2 eser sergilendi: Uyku (80x110) 1990, Kirmizi Isiklar
(140x100) 1990.

1994 - Kibris Turk Resminde Desen Sergisi, Haydarpasa (HP) Galeri, Lefkosa: Resimli katalog
ve HP Galeri'nin sunus yazisi: bilinmeyen sayida eseri sergilendi: biri katalogda yer aldi: Figur
Galismasi (oturan figir) (58,5x44) 1970.

1995 — Atakol 6gretmenlikten emekli oldu.

2001 - 21 Kasim 2000-7 Ocak 2001: Akdeniz Oykiileri: Resim, Heykel, Ozgiin Baski ve Seramik
Sergisi, Migros Alisveris Merkezi Tiyatro Cisenti Sahnesi, Sergi Salonu, Akkdprd, Ankara. Kisa
biyografisinin yer aldigi resimli kitapcik: bilinmeyen sayida eseri sergilendi: kitapcikta yer alan
eserleri: Kirmizi ve Mavi Sonsuza Dek (130x106) 1989. 1989'da Ankara'da sergilenenle ayni eser,
fakat eserin adindaki degisiklik ‘sonsuza dek'.

2002 - Cevre Koruma Vakfi'ni kurdu ve aktif Gyesi oldu.

2007 - Aralarinda Heidi Trautmann’in da yer aldigi Girne'de yerlesik sanatcilarin, cogunlukla
yabancilarin kurdugu, diizenli bulusan Persembe Sanatcilari adli gruba katild.

2009 - Mayis: Birlesmis Milletler lyi Niyet Misyonu, Baris Igin Sanat, karma sergi, Lefkosa: Delik
1 (120x90) 1998.

2010 - 4 Eylil: Baris icin Sanat, Yesil Hat, Lefkosa - Ruzen Atakan, Katerina Attalides, Lia
Boyiatzi, Andreas Charalambous, Mathaios Christou, Emin Cizenel, Ginay Guzelgin, Nilgin
Glney, Pola Hadjipapa, inci Kansu, Eser Kececi, Osman Keten, Asik Mene, Anastasios Modites,
Glner Pir, Anber Onar, Zehra Sonya, Ozden Selenge, Gokce Sekeroglu, ismet Tatar, Daphne
Trimikliniotes, Hambis Tsaggaris ve loanna Voskou ile birlikte karma sergi.

2010 - Kuzey Kibris'ta Sanat, TDU Lefkosa - Ali Atakan (2007'de vefat etti), Ruzen Atakan,
Ayhatun Atesin, Baki Bogag, Marilyn Bosworth, Muriel Clutten, Cevdet Cagdas, Sevcan
Cerkez, Sheila Davis, llsa Easson, Emel Erkan, Mustafa Erkan, Sinem Ertaner, Umit Ali Esinler,
Ozgil Ezgin, Nilgiin Giiney, Giinay Giizelgln, Mustafa Hastirk, Christina Hessenberg, Anne
Hughes, Feridun Isiman, Kadir Kaba, Iinci Kansu, Giray Karahasan, Eser Kececi, Osman Keten,
Veli Kaymaklili, Deirdre Kirk, Asik Mene, Ayhan Mentes, Vedia Okutan, Lisani Otag, ilkay Onsdy,
Senol Ozdevrim, Gliner Pir, Rilya Resat, Emel Samioglu, Ozden Selenge, Zehra Sonya, Ersin
Taser, Ismet Tatar, Mehmet Uluhan, Hikmet Ulucam ve Svetlana Ziusina ile karma sergi.
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2010 - Publication of Heidi Trautmann's book.

2010 - Alashia, Istanbul, group show together with Ayhatun Atesin, Emin Cizenel, Emel
Samioglu, Feridun Isiman, Glner Pir, inci Kansu, ismet Tatar, Hikmet Ulucam, ilkay Onsoy,
Stmer Erek, Ozden Selenge, Eser Kegeciler, Hasan Hiiseyin, Gokge Sekeroglu, Gamze inan,
Anber Onar, Ayten Hiiseyin, Ahmet Ozgiinel, and Veli Kaymaklili.

2011 - October 21: From Life Art Exhibition, Kyrenia Public Library. Thursday Artists exhibition
together with Anne Hughes, Muriel Clutten, Marilyn Bosworth, Tneysel Yaylal, Margaret
Bosworth, Gulseven Coles, Catherine Bayley, Monika Ottow, llsemarie Petzoldt, Ingrid
Backhouse, Maxene Shailer, Christina Hessenberg, and Heidi Trautmann.

2011 - November 16-25: Republican Painting Exhibition, AKM, Nicosia: lllustrated catalogue
(one illustration for each of 19 artists, with short bio): 2 works exhibited: The Hole | (120x90)
1998, The Hole Il (120x90) 1998.

2013 - April: EMAA Retrospective Exhibition of Gonen Atakol's Works, Capital Arts Centre,
Nicosia.

Thursday
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Gonen Atakol,
Sanat Merkezi'nde

izl Sanatr
i Fakahesnden il
mezun o, Highest Dsinc-

Bilinmeyen eserlerini bir arada girebilecegins ik sergi

ey
Gonen Atakol'un retro:

2010 - Heidi Trautmann’in kitabr yayimlandi.

2010 - Alashia, Istanbul ~Ayhatun Atesin, Emin Cizenel, Emel Samioglu, Feridun Isiman, Giiner
Pir, Inci Kansu, ismet Tatar, Hikmet Ulucam, ilkay Onsoy, Stimer Erek, Ozden Selenge, Eser
Kegeciler, Hasan Hiiseyin, Gokge Sekeroglu, Gamze Inan, Anber Onar, Ayten Hiiseyin, Ahmet
Ozgiinel ve Veli Kaymaklili ile karma sergi.

2011 - 21 Ekim: Hayattan Sanat Sergisi, Girne Halk KitUphanesi. Anne Hughes, Muriel Clutten,
Marilyn Bosworth, Ttineysel Yaylali, Margaret Bosworth, Gilseven Coles, Catherine Bayley,
Monika Ottow, llsemarie Petzoldt, Ingrid Backhouse, Maxene Shailer, Christina Hessenberg, ve
Heidi Trautmann'in katildigi Persembe Sanatgilari sergisi.

2011 - 16-25 Kasim: Cumhuriyet Resim Sergisi, AKM, Lefkosa: 19 sanat¢inin her biri icin bir
resim ve kisa biyografi yer aldigi resimli katalog: 2 eseri sergilendi: Delik | (120x90) 1998, Delik II
(120x90) 1998.

2013 - Nisan: EMAA Gonen Atakol Retrospektif Sergisi, Baskent Sanat Merkezi, Lefkosa.
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1945 yilinda Lefkosa'da dogan Gonen (Hulusi) Atakol, kusaginin en say-
gin kadin sanatgilarindan biridir. 1960’larin sonundan 1970’lerin basina
kadar Amerika Birlesik Devletleri'nde yasayan ve oradaki, basta Soyut
Disavurumculuk olmak lizere, cagdas akim ve yénelimlerin sanat alanin-
da hayata gecirdigi yeniliklerinden etkilenen Atakol, 1972 yilinda Kibris'a
dondu. Burada, Turk Maarif Koleji'nde Guizel Sanatlar ve Sanat Tarihi
dersleri vermesinin yani sira sanat ¢alismalarini siirdiirdi. Sanatgi, Tar-
kiye'de Kibrisli sanatgilari temsil etmekle kalmayip, Avrupa’da ve Birlesik
Devletler'de birgok sergide yer aldi. Eserleri ¢cok sayida 6zel koleksiyonda
ve ulusal arsivlerde muhafaza edilmektedir.

Atakol’'un desen, resim ve fotografcilik alanlarini kusatan genis sanat
pratidi, cizgilerin dogada ve figurlerde gézlemlenen etkilesimli varhgini
arastiran 6zgUn bir yontemi yansitir. Sanati, doganin ve yasamin engin-
ligine sinir cizgilerinin kullanildigr yapisokiim yoluyla meydan okumak-
tadir. Atakol'un 50 yili askindir stiren tretkenligi onuruna agilan bu sergi,
sanatcinin kulliyatinin bugiine kadarki en kapsamli sunumunu tegkil
ediyor.

Born in Nicosia in 1945, Gonen (Hulusi) Atakol is one of the most highly
regarded woman artists of her generation. From the mid 60s to the early
1970s Atakol lived in the United States and was influenced by the artistic
innovations of contemporary movements and trends, mainly Abstract
Expressionism. Returning to Cyprus in 1972, Atakol continued her artistic
practice whilst teaching Fine Art and Art History at the Turk Maarif Col-
lege. Atakol has exhibited widely around Europe and the United States,
as well as representing Cypriot artists in Turkey. Her work is in many pri-
vate collections and national archives.

Her wide ranging practice, which includes drawing, painting and pho-

tography, compiles a unique method that investigates the interactive
presence of lines in nature and figuration. Atakol challenges the immen-
sity of nature and life by means of deconstruction with the use of bor-
ders. Celebrating over 50 years of creativity, the exhibition presents the
most comprehensive overview of Atakol’s oeuvre to date.
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