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Frank Stella,

Jundapur Tapestry, 1996, wool, silk, cotton and synthetic fibers, approximately 77" diameter.

o
K.
=
=9
(3]
O
o
e
un
o
—
=4
2
1]

pamuk ve sentetik elyaflar, yakl

]

, ipek

1996, yiin

Frank Stella, Jundapur Duvar Kagids,

(Kapakrta, detay)



The Ankara exhibition and catalo
were made possible through the cﬁ“orts

of the following people:

Camille Benton, Curator

Leslie Evans, Curatorial Assistant
Rebecca Clark, Registrar

Marcia Mayo, Casalog Fditor

Barbara Aycock, General Services Officer

Printed by the Department of Stare,
Office of Multi-Media Services

at the Regional Printing Center, Manila.

Ankara sergisi ve katalogu,
agagida belirtilen kigilerin ¢abalar
ile miimkiin olmugtur:

Camille Benton, Miize Miidiiri

Leslie Evans, Miige Asistan:

Rebecca Clark, Kay:t Memeru

Marcia Mayo, Katalog Fditérii

Barbara Aycock, Genel Hizmetler Muduru

Digigleri Bakanlig: Miiltimedya
Hizmetleri Ofisi tarafindan Manila Balgesel Basim
Merkezinde basilmugtir.

UNITED STATES EMBASSY
ANKARA, TURKEY

ART IN EMBASSIES PROGRAM



AMBASSADOR’S STATEMENT

rt transcends political, national and cultural boundaries and plays an important role in linking
cultures. Each of the works in the Surface and Structure exhibition were chosen specifically with this in mind to bring
so-called mixed media art to audiences in Turkey. Many of these artworks have tactile or woven surfaces, which are
immediately accessible to Turkish viewers through their country’s long textile tradition; others explore the underlying
structure of various media; still others probe the relationship between the surface and the structure of the materials.

These artists — eleven women and two men — speak directly through their materials by physically engaging the viewer
through molded paper forms, screens, wire grids, canvas, cords and fabrics. In describing their creative process, several
of the artists work by building up of layers of paint, color or paper, sometimes revealing the underlying structure,
sometimes hiding it. Others speak of the transformation that occurs from the physical artwork to psychological
symbols and metaphors (surface to structure).

Another speaks of creating visual and psychological tensions and contradictions through their media. The works
selected for Surface and Structure embrace contemporary developments in the centuries old tradition of weaving as well
as other mixed media traditions. They are significant in that they carry these traditions forward, embracing new media
and treatments.

Surface and Structure serves as an invaluable addition to traditional diplomacy and provides the U.S. Embassy with the
opportunity to reach out to colleagues of other nations, across political and cultural boundaries. The collection will
reach broad audiences through traditional representational functions, visits by school groups, and visiting American
delegations.

The Art in Embassies Program was created in 1964 to promote American art in U.S. Embassies worldwide. The
Program has achieved its success though extensive lending agreements with museums, institutions, corporate and
private collectors, galleries and artists. Each exhibition is assembled to provide a visual experience of the cultural .an.d
artistic heritage of the United States, which is relevant and attentive to the unique cultural and political characteristics
of the host country.

We hope you enjoy the Surface and Structure exhibition.
Sincerely,
Ambassador W. Robert Pearson and Margaret C. Pearson

Ankara
January 2002

-

BUYUKELCI’NIN SUNUMU

Sanat politik, ulusal ve kiiltiirel sinirlar1 agar ve kiiltiirleri birbirine baglamada énemli bir rol oynar. “Yiizey ve Yap1”
sergisinde ki eserler goklu ortam ABD sanatimi Tiirkiye'deki sanatseverlere erigtirmek igin bu diisiince 1g18inda
secilmistir. Bu sanat eserlerinin bir cogu, Tiirkiye'nin uzun tekstil gelenegi vasitastyla Tiirk sanatseverlere hemen tanidik
olan dokuma ve 6rme yiizeylere sahiptir; digerleri de muhtelif ortamlarin altindaki yapiy1 kegfecmekte; bir kisim
digerleri de malzemenin yiizeyi ile yapist arasindaki iligkiyi irdelemektedir.

Bu on bir bayan ve iki erkek sanatginin her biri kendi malzemeleri vasitasiyla dogrudan kendilerini ifade etmekee,
sanatseverleri fiziksel olarak kendi kagut sekilleri, ekranlari, tel 6rgiileri, cadir bezleri, kordonlart ve kumaglarini
incelemeye sevk etmektedir. Bazt sanatcilar boya, renk veya kagit katmanlarinin st iiste ingasint anlatmakta; bazen
alundaki yapiy1 géstermekte bazen de gizlemektedir. Digetleri fiziksel sanat eserlerinden psikolojik semboller ve
metaforlara (yiizeyden yapiya) doniigiimii anlatmaktadir. Bir bagkasi ortami vasitasiyla gérsel ve psikolojik gerilim ve
geligkilerin yaratlmasindan soz etmektedir. “Yiizey ve Yap1” sanat eserleri dokuma ve diger karigik ortam
geleneklerindeki gelismeleri kucaklamakta, bu gelenekleri daha da ileriye gotiirmekte, yeni ortam ve dokunuglart
sarmaktadir.

“Yiizey ve Yap1” geleneksel diplomasiye degeri 6l¢iilemez bir katki saglamakta ve politik ve kiiltiirel sinirlart agarak ABD
Biiyiikelciligi'nin diger uluslardan dostlarina ulagmas: imkanini saglamaktadir. Bu koleksiyon, geleneksel temsilcilik
fonksiyonlari, okul gruplarinin ve iilkedeki Amerikali gruplarin ziyaretleri ile genis bir sanatsever kitlesine ulagacakeur.

Biiyiikelgiliklerde Sanat Programi, Amerikan Sanatini diinya genelin ABD Biiyiikelgiliklerde tanitmak icin 1964’te
baglaulmugtir. Program, miizeler, kurumlar, sirket ve ferdi koleksiyoncular, galeriler ve artistler ile genis caph 6diing
verme anlagmalart sayesinde bagarili olmugtur. Her sergi, evsahibi tilkenin egsiz kiiltiirel ve politik dzelliklerine iligkin
olan, Amerikan kiiltiir ve sanat mirasuun gdrsel bir deneyimini saglamak icin bir araya getirilmistir.

“Yiizey ve Yap:” sergisinden hoslanmantz dilegiyle.
Saygilarimla
W. Robert Pearson

Biiyiikelgi
A.B.



THE ART IN EMBASSIES PROGRAM

he Art in Embassies Program (AIEP) is a unique blend of art and diplomacy, politics and
culture. Regardless of the medium, style or subject matter, art transcends barriers of language and provides
the means for AIEP to achieve its mission: to promote national pride and the distinct cultural identity of
America’s art and its artists.

Modestly conceived in 1964, this “Public Diplomacy” initiative has evolved into a sophisticated program
that manages and exhibits more than 3,500 original works of loaned art by United States citizens. The work
is displayed in the public rooms of some 170 U.S. Embassy Residences and diplomatic missions worldwide.
These exhibitions, with their diverse themes and content, silently yet persuasively represent one of the most
important principles of our democracy: freedom of expression. The art is a great source of pride to U.S.
ambassadors, assisting them in multi-functional outreach to host country educational, cultural, business, and

diplomatic communities.

Works of art exhibited through the Program encompass a variety of media and styles, ranging from 18th
century colonial portraiture to contemporary glass sculpture. They are obtained through the generosity of
lending sources that include U.S. museums, galleries, artists, institutions, corporations, and private collec-
tors. In viewing the exhibitions, the thousands of guests who visit United States Embassy residences each
year have the opportunity to learn about our nation — its history, customs, values, and aspirations —by
experiencing firsthand the international lines of communication known to us all as “Art.”

The Art in Embassies Program is proud to lead this global effort to present the artistic accomplishments of
the people of the United States. We invite you to visit the AIEP web site, heep://aiep@state.gov, which fea-
tures exhibition catalogs as country web pages, and hyperlinks with participating embassies and lenders.

BUYUKELCILIKLERDE SANAT PROGRAMI

Biiyiikelciliklerde Sanat Programi (AIEP), sanat ve diplomasi, politika ve kiiltiiriin egsiz bir karigimudir. Araci,
tarzt veya konusu ne olursa olsun, sanat, dil engellerini agar ve AIEP’in gu gorevini yerine getirmesine

yardimci olur: Amerika nin ulusal gururunu ve sanatinin ve sanatgilarinin belirgin kiiltiirel kimligini
tanitmak.

1964 yilinda miitevazi bir gekilde tasarlanan bu “Kamu Siyaseti” girisimi, Amerika Birlesik Devletleri
vatandaglari tarafindan &diing verilen 3.500'den fazla orijinal sanat eserini yéneten ve sergileyen karmagik bir
programa doniismiistiir. Eserler, diinyanin her tarafindaki 170 kadar ABD Biiyiikelgilik Rezidanslarinin ve
diplomatik misyonlarinin halka agik odalarinda sergilenmektedir. Farkli konular: ve igerikleriyle bu sergiler,
sessizce fakat ikna edici bir sekilde, demokrasimizin en 6nemli prensiplerinden biri olan ifade dzgiirliigiinii
temsil etmektedirler. Sanat, ABD biiyiikelgileri i¢in biiyiik bir gurur kaynagidir ve onlara, ev sahibi tilkenin
egitsel, kiiltiirel, ticari ve diplomatik topluluklarina ok iglevli bir sekilde ulagmalarina yardimer olmaktadur.

Bu Program vasitastyla sergilenen sanat eserleri, 18. yiizyilin koloni dénemine ait portrelerden, ¢agdas cam
heykellere kadar desgisen cesitli araglar1 ve tarzlari igermektedir. Onlar, aralarinda ABD miizelerinin,
galerilerinin, sanatgilarinin, kurumlarinin, sirketlerinin ve 6zel kolleksiyoncularinin da yer aldig kaynaklarin
comertligi sayesinde elde edilmektedir. Her yil Amerika Birlesik Devletleri'nin Biiyiikel¢ilik rezidanslarin
ziyaret eden binlerce misafir, sergileri gezerken, hepimizin “Sanat” olarak bildigi uluslararasi iletisim aracina
ilk elden maruz kalmak suretiyle bizim ulusumuz - onun tarihi, adetleri, degerleri ve istekleri - hakkinda bilgi
sahibi olma firsatini elde etmektedirler.

Biiyiikelciliklerde Sanat Programi, Amerika Birlesik Devletleri halkinin artistik bagarilarini sunmay:
amaglayan bu kiiresel cabaya 6nderlik etmekten gurur duymaktadir. Sizi, AIEP nin web sitesini,
http://aiep@state.gov, ziyaret etmeye davet ediyoruz; ki bu sitede, iilke web sayfalar: olarak sergi kataloglari
ve katlan biiyiikelcilikler ve 6diing verenler ile baglanular (hyperlinks) yer almaktadur.



Bill Alexander

For Frida - Broken Heart #8, 1995, fiber, 72 x 60 x 8 in.
Courtesy the artist, Morganton, Georgia.

Frida Ipin - Kok Kalp #8, 1995, fiber, 182.9 x 152.4 x 20.3 cm.
Sanatct tarafindan 8diing verilmistir, Morganton, Georgia.

ill Alexander’s work ranges from exquisite framed miniatures to massive fiber installations. In hand
wrapped industrial yarns, as well as premium metal wires, silks and Mylar, his works display a fine detail
and subtlety of design not possible using machine wrapping.

According to the artist, “When I was 9 or 10, I saw and was much interested in an exhibit of latex casts of the veins
and arteries of human organs made at a university hospital. When I began to use coiling as a technique, I recalled the
evocative forms of these bundles of tubes, and began a series of cardinal (or heart) forms. These have become a format
for the placement of abstract color.”

Alexander notes that “Large Heart (for Frida) is the largest of this series. Its dedicated to Frida Kahlo, the Mexican
painter who did a number of self-portraits ‘with heart exposed.” It uses some of her colors including the blue she
described as ‘akin to pain or religious ecstasy.”

Bill Alexander’in calismasi, zarif gerceveli minyatiirlerden ¢ok biiyiik fiber yapitlara kadar degisiklik gostermektedir. Elle
sarilmug endiistriyel iplikler yaninda birinci sinif metal teller, ipekler ve Mylardan yapilmig eserleri makinada sarma ile
elde edilemeyecek ince ayrint1 ve desen ustalift sergilemektedir. 9 veya 10 yagindayken bir tiniversite hastanesinde
yapilmis olan insan organlarindaki toplar ve atar damarlarin lateksden dékiilmiis kopyalarinin teghir edildigi bir sergi
gdrmiis ve ¢ok ilgilenmigtim. Sarmay1 bir teknik olarak kullanmaya bagladigimda bu ince boru demetlerinin anilamirt
uyaran formlar aklima geldi ve bir seri doygun kirmuzi (veya yiirek) formlarina bagladim. Bunlar soyut renk
uygulamas: igin bir format olugturdu.

“Biiytik Yiirek (Frida icin)” bu serinin en biiyiigiidiir. ‘Kalbini agikta) tasvir ettigi birkag kendi portresini yapmis olan
Meksikali ressam Frida Kahlo’ya ithaf edilmistir “Aci veya dinsel vecite akraba” diye tanimladigs de dahil onun
renklerinden bazilari bu eserde kullanilmigtir.



Emily Dubois

articipating with the materials and processes, we are equal partners and the work seems to create itself.
Matter (thread) transforms through energy (weaving) into spirit (artworks with the potential to inspire).

Weavers face several challenges. One is staying with the craft long enough that the techniques become second nature,
Dantro, 1997, ikat discharged and dyed, . so the weaving can start to be expressive. Another is sustaining the artistic vision of each image or form through the
> >

e aeiaie e
B

— -
e T e e o o 0t e =, 4
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it Hang Courtesy the artist, Benicia, California. St ( :
i ﬁiﬂ" o . the weavers: to cultivate imagery or form that emerges with the weaving process.
i i ; 1t
38 P
L LA . = ioli . Lo . . .
r i Dantro, 1997, desarje ve boyali, rme pamuk iplik, My weavings depict the rippling, wave-like patterns in nature, which express movement, growth and energy. Iam
i 101.6 x 86.4 cm. Sanatgi tarafindan odiing verilmigtir, interested in correspondences between patterns: feather markings and cloud formations; shell designs and water
g i Benicia, California. reflections; the patterns made my measuring magnetic fields and sound waves.

Textile processes provide a rich and appropriate way to translate these themes into visual language. 1 use many
techniques in both weaving and surface design, including ikat dyed and discharged warp and weft, shibori, various
other resist processes applied before and after weaving, brocade, and a range of complex, computer-controlled weave
structures.

~ Emily Dubois

“Malzemelere ve iglemlere katilarak esit ortaklar oluyoruz ve is neredeyse kendiliginden ortaya ¢ikiyor. Madde (iplik),
enerji (dokuma) yoluyla bir ruha (esinlendirme potansiyeli olan sanat eserlerine) déniisiiyor.”

“Dokumacilar gesitli zorluklara kargilagir. Bunlardan biri sanatla yeterince uzun ugrasmanin teknigi ikincil 5neme
diisiirmesi ve o zaman dokumanin duygulas yansitmaya baglamasidir. Bir digeri, dokuma calismasinin yaratilmasina
giden uzun ve gogu zaman dolayl: yol boyunca her bir geklin veya formun sanatsal gériiniimiinii korumakar. Bir
tigiinciisii ise tekstilin iki zorunlu &gesi yiizey ve yap1 arasindaki iligkiyi gelistirmeyi 6grenmektir. Benim goriigiim bu

Bankawi, 1990, dyed and woven cotron, zorluklarin dokumacilarin genel hedefini belirledigi yolundadir: dokuma siireci i¢inde ortaya ¢ikan benzetme veya
54 x 44 in. Courtesy the artist, Benicia, California. B formlart gelistirmek.
Tsankawt, 1990, Boyanmis dokuma pamuk, p Benim dokumalarim, devinim, biiyiime ve enetji ifade eden tabiattaki ¢alkanuls, dalga seklindeki desenleri yansitir. Ben
137.2 x 111.8 cm. Sanatgi tarafindan &diing verilmi- desenler arasindaki benzegmelerle ilgileniyorum: kus tiiylerindeki isaretler ile bulut olusumlari; deniz kabugu desenleri

stir, Benicia, California. ile su yansimalari; manyetik alanlarin 8l¢timiiyle olugan desenler ile ses dalgalari.

Tekstil islemleri bu temalarin gorsel dile gevrimi i¢in zengin ve uygun bir yol sagliyor. Ikat boyali ve asitlenmis ¢ozgii ve
atkilar, gibori dokumadan 6nce ve sonra uygulanan diger bazi koruma iglemleri, brokar ve bir dizi karmagik, bilgisayar
kontrollii dokuma yapilar1.”
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Grimanesa Amoros

Voyage, 1998-2000, cotton pulp, lath, mixed media, 76 x 36 in. each of 2 panels.
Courtesy the artist, New York, New York.
Seyahat, 1998-2000, pamuk &zii yontu, karigik tual, 193.0 x 91.4 cm.
Sanatcs tarafindan 8diing verilmistir, New York, New York.
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any years ago | tead Think on These Things by J. Krishnamurti. Since then I often reflect on some
thoughts expressed in this great book:

“The weight of tradition is so enormous that all initiative has been
destroyed, and you have ceased to be an individual.”

“You are merely part of a social machine . . . then you are not a complete
human being, because fear gnaws at your heart and as long as there

is fear there is no joy, no creativity.”

“This earth is ours . . . It is yours and mine, to be lived on, without
conflict . . . and that is the state of learning.”

In a similar way, my work is about having the patience to examine my life, without fear or restrictions to stop the
creative process.

~ Grimanesa Amoros, 2001

Yillar énce J. Krishnamurti’'nin Bunlar Uzerinde Diisiiniin kitabint okudum. O zamandan beri sik¢a bu miithis kitapta
ifade edilen bazi diisiincelere kafa yormusumdur:

“Gelenegin yiikii o kadar biiyitktiir ki biitiin insiyatifi yok eder ve sen artik bir birey degilsindir.”

“Sen sadece sosyal makinanin bir pargasisin... dyleyse tam bir insan degilsin, ciinkii korku yiiregini kemiriyor
ve korku oldugu miiddetge nese yoktur, yaraticilik yokeur.”

“Diinya bizimdir... iizerinde zitlagmadan yagsamak i¢in senin v ebenim ... ve iste bu 6grenmenin koguludur.”

Aynu sekilde, benim galismam, yaratict siireci durduracak korku veya kisitlamalar olmadan yasamimi inceleme sabrina

sahip olma hakkindadir.
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Chetna Sharda Mehta

Om (The Primal Sound), 2000, batik on silk, 54 x 54 in.
Courtesy the artist, Chatsworth, California.
Om (Esas Ses), 2000, Ipek iizeri batik, 137.2 x 137.2 cm.
Sanatci tarafindan 8diing verilmistir, Chatsworth, California.
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paint on silk using the technique of Batik, which involves alternating layers of dyes and hot wax,
which act as a resist. When I unveil all the layers to discover the final result, the process is like discovering the “real
divine self” as in Indian philosophy.

Color is an integral part of my work. When I choose colors, I do not go by the theory of color. Instead I choose colors
from nature, but by my instincts, and incorporate them intuitively. I relate colors from nature to symbols in my work.
I find the brilliance of colorful dyes and fabric most exciting to work with. Away from home, it became important to
retain my roots and identity through my work. I thought I would lose myself in the alien land. But instead the
western world helped me to achieve a breakthrough in my work and brought me closer to my roots and made me
appreciate my cultural heritage even more.

~ Chetna Sharda Mehta, 2000

“Ben, degisken boya katlari ve boya 6nleyici olarak da erimis mum kullanarak Batik tekniginde ipek boyuyorum. Nihai
sonucu ortaya ¢ikarmak igin katlarin hepsini kaldirdigim zaman bu islem sanki Hint felsefesindeki “gergek kutsal
benligin” kesfedilmesi gibi oluyor.

Renk isimin ayrilmaz bir pargasidir. Renkleri segerken renk teorisine uymam. Bunun yerine renkleri icgiidiilerimle
dogadan seger ve sezgisel olarak birbirleriyle kangtiririm. Dogadan aldigim renkleri isimdeki sembollerle iligkilendiririm.
Renk renk boyalarin ve kumagin gérkemi ile galismay gok heyecan verici buluyorum. Ulkemden uzakta oldugum igin
koklerimi ve kimligimi isim yoluyla korumak énemli hale geldi. Yabanci topraklarda kendimi kaybedecegimi sandim.
Ancak tersine bau diinyast isimde biiyiik bir aulimi ger¢eklestirmeme yardimer oldu ve beni kéklerime daha ¢ok
yaklastird1 ve kiiltiirel mirasimi daha da ¢ok takdir etmemi sagladi.”
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Josette Urso

Barco, 1992, mixed media fabric collage, 90 x 64 in.
Courtesy the artist, New York, New York.
Barko, 1992, Karigik tual kumas kolaj, 228.6 x 162.6 cm.
Sanatgi tarafindan 8diing verilmistir, New York, New York.
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paint and construct animals and heads thac share both animal and human characteristics. My figures
participate and move in a fantasy world . . . “a mind-garden” where instinct presides over routine and where threat contradicts
pleasure.

I strive to create a reality full of visual and psychological tensions and contradictions. These are similar to the ones I feel when
during a special personal celebration I can feel both excited and disappointed, or when I am tempted to stick my hand in a
fan or the cage of a wild animal just to see if the threat is real, or when I am near the edge of a high place and am both afraid
of falling and want to go a little closer.

The situations in my work are playful, festive and elegant; and at the same time devilish, beastly and bizarre. My figures
display both masculine and feminine characteristics. My animals display postures which speak of lovemaking or murder,
dance or battle, and eroticism or violence. My painting and sculpted reality is based on relationships that are contradictory
and ambiguous and at the same time very easy to understand and relate with.

I use paint, fabric, found and sculpted objects, small pieces of metal and jewels to create varying and overlapping areas of
visual rhythms and tensions. In my process, I do not distinguish between the way I use the various materials and the way I
use the paint. The tactile qualities of other materials in combination with the “ART” qualities of the paint allow me to create
a world which I feel has concrete substance and in many ways feels “real.” T use the decorative elements to hide or camouflage
some of the threats. I want the viewer to become eagerly involved with my extravagant and expressive use of materials and at
the same time be repulsed by my slashing and abrasive areas.

Through my work, I balance what I know, understand and feel comfortable with, with what causes uneasiness and is a
mystery to me. I want the viewers to both understand and to become confused when he encounters my work. I want to
clear up doubts as well as pose new questions.

~ Josette Urso

Ben hem hayvan hem de insan ézelliklerini barindiran hayvan ve kafalar boyuyorum ve yapiyorum. Benim sekillerim
bir fantazi diinyasina katiliyor ve o diinyaya giriyorlar... i¢giidiiniin olagana bagkanlik ettigi ve tehdidin zevkle celistigi

“bir akil bahcesi”..

Gérsel ve psikolojik gerilimler ve celiskilerle dolu bir gergek yaratmaya ¢abaliyorum. Bunlar, kisisel bir kutlama
sirasinda hem heyecan hem de diis kirikligi duydugum veya elimi bir vantilatdre ya da vahsi bir hayvanin kafesine sirf
tehdidin gercekligini sinamak igin sokmak istedifim veya yiiksek bir yerin kenarina yakinken ve hem diigmekten
korktugum hem de biraz daha yaklagmak istediim anlarda hissettiklerime benziyor.



Josette Urso
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080,1992, mixed media fabric collage, 33 x 34 in.
Courtesy the artist, New York, New York.
0S80, 1992, karigik tual kumag kolaj, 83.4 x 86.4 cm.

Sanatg tarafindan 8diing verilmigtir, New York, New York.
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Benim isimdeki durumlar eglenceli karnaval havasinda ve elegant ama ayni zamanda seytanca hayvanlara 6zgii ve
tuhaftir. Benim gekillerim hem erkeksi hem de kadinsi 6zellikler gosterir. Hayvanlarim agk yapmak veya cinayet, dans
veya savas, ve erotizm veya vahgetten bahseden pozlar sergilerler. Resmim ve heykel gercegim, geligkili ve muglak ama
aynt zamanda kolaylikla anlagilan ve yakinlik kurulan iligkilere dayanir.

Ritim ve gerilimlerin degisken ve birbiri iizerine binen alanlarini yaratmak icin boya, kumag, bulunmus veya yontulmug
cisimler, kiigiik metal ve kaymetli taglar kullanirim. Calismam sirasinda gesitli malzemeleri kullanma seklim ile boyays
kullanma seklim arasinda ayrim yapmam. Diger malzemelerin dokunsal degerlerinin resmin “SANAT” degerleriyle
birlesmesi, elle tutulur bir cismi oldugunu ve bircok yonden “gergek” hissi verdigini diisiindiigiim bir diinya yaratmam
sagliyor. Dekoratif 6geleri tehditlerden bazilarini saklamak veya kamufle etmek igin kullaniyorum. Seyircinin benim
malzemeyi savurganca ve etkileyici bir bigimde kullanigima hevesle yaklagmastnt ve ayni zamanda benim bigak gibi inen
ve torpiileyici sahalarimdan irkilip gerilemesini istiyorum.

Caligmam sirasinda, bildigim, anladigum ve rabat oldugum seylerle bana rahatsizlik veren ve benim igin bir muamma
olan1 dengeliyorum. Seyircinin benim eserimle kargilagtiginda hem anlamasini hem de kafasinin karigmasint istiyorum.
Hem siipheleri ortadan kaldirmak hem de yeni sorular ortaya atmak istiyorum.

19



Maria-Theresa Fernandez

Exterior 2, 1999, mixed media: photo, stichery, wire, paint, 60 x 24 x 2 in.
Courtesy the artist, Baltimore, Maryland.
Digaris: 2, 1999, karsik tual, foto, dikis, tel, boya, 152.4 x 61 x 5.1 cm.
Sanatgi tarafindan 6diing verilmigtir, Baltimore, Maryland.
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ravel is an important part of my life and work. [ have lived in four cultures and the different
surroundings, people and their way of life have contributed to the ideas and evolvement of my work over the years. We
live in a global world and the opportunity to experience these countries, people, culture, etc. brings a deeper
understanding, appreciation and tolerance for other people. As an artist and person I feel that this is an important part
of my life and to also bring the richness and diversity of the places I have visited and experienced to the communities
and audiences that I serve as an artist-in-residence.

These travels have also contributed to many aspects besides the art. The foods, dress codes, history, etc. become a vital
aspect of my work. While some countries stimulate me more than others, nevertheless, I find they all have something
to offer for the interested and the curious. My work is experimental and 1 find working in various media challenging
and thought provoking.

~ Maria-Theresa Fernandez, 2001

“Gezi, yasamimun ve igimin dnemli bir parcasidir. Ben dort kiiltiir icinde yagadim ve degisik cevreler, insanlar ve onlarin
yasam tarzlart yillar icerisinde isimle ilgili fikirlerime ve isimin gelisimine katkida bulundu. Kiiresel bir diinyada
yagtyoruz ve bu iilkeleri, insanlari, kiiltiirleri vs. tanima firsati, diger insanlara kargi daha derin bir anlays, deger verme
ve hoggorilyii de beraberinde getiriyor. Bir sanatgt ve insan olarak bunun yaganumin dnemli bir pargast oldugunu
hissediyorum. Gezmis ve deneyimlemis oldugum yerlerin zenginlik ve cesnisini sanatgt olarak gérev yaptgim yerlerdeki
topluluk ve izleyicilere getirmem de yasantimin bir diger parcasidir.

Bu gezilerin sanat diginda da ¢ok yoénlii katkilari oldu. Yemekler, giyim-kusam kurallari, tarih vs. igimin hayati
yonlerinden biri oldu. Bazi iilkelerin digerlerine gore beni daha ¢ok heyecanlandirmasina kargin ilgili ve merakli birine
hepsinin sunabilecegi bir seyleri oldugunu goriiyorum. Benim igim deneyimseldir ve ¢esitli basin-yayin kuruluglarinda
calismay: kamgilayici ve diigiinceyi diirtiikleyici buluyorum.”

NOT ILLUSTRATED

Autumn, U.S.A., 1981, mixed media: screen, textile, wire, wood, 24 x 60 x 3 in.
(61.0 x 152.4 x 7.6 cm) each of 3 panels. Courtesy the artist, Baltimore, Maryland.

ABD'de Giiz, 1981, karigik tual ekran, tekstil, tel, agac, 24 x 60 x 3 in.
(61.0 x 152.4 x 7.6 cm) her bir panel. Sanat¢: tarafindan 6diing verilmigtir, Baltimore, Maryland.
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Mary-Alice Huemoeller

Blanket Series - Self Acceptance, n.d., weaving, 69 x 44 in. Courtesy the artist, Wilson, Wyoming.

Battaniye Serisi - Oz Kabul, (tarihsiz), Dokuma 175.3 x 111.8 cm.
Sanatg tarafindan 6diing verilmistir, Wilson, Wyoming.
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y art addresses the psychological journey of life: cycles of living, birth and death, separation and
joining, transformation and ecstasy. It is an attempt to reflect our search for self-awareness and self-acceptance, order,
and balance in our changing and evolving world. Within each weaving are personal and universal symbols, patterns,
and colors which can become a connection to one’s inner self and life experience.

These weavings speak to the sacred and convey messages, sometimes hidden, sometimes not. They reflect my interest
in the healing process and the regeneration and nurturing of one’s self and the universe. By choosing woven cloth —
used in every person’s life from beginning to end — to protect, provide comfort, celebrate, record — I am joining in

the ancient weaving tradition in the documentation and history of life.

~ Mary Alice Huemoeller, 2001

“Benim sanatim, yagamin psikolojik yolculuguna hitabeder: yasamin dénemleri, dogam ve 8liim, aynlik ve kavugma,
doniisiim ve cogkunluk. Kendimizden haberdar olma, kendimizi kabul etme, degisen ve gelisen diinyamizda diizen ve
denge kurma yolundaki arayiglarimizi yansitmaya yonelik bir ugrasur bu. Her bir dokuma icindeki kisisel ve evrensel
semboller, desenler ve renkler, kisinin i¢ benligi ve yasam deneyimi ile bir bag olusturabilir. Bu dokumalar kutsalla
konugur ve bazen gizli bazen agik mesajlar iletir. Onlar, benim iyilegtirici siirece ve insanin kendisinin ve evrenin yeni
bir ruh kazanmast ve gelisip biiylimesine olan ilgili yansiurlar. Her bireyin yagaminin bagindan sonuna korunmak,
rahatlik saglamak, kutlamak, kaydetmek icin kullandigi dokuma kumagi secmekle, yasamin belgelenmesi ve tarihin
kaydedilmesinde eski dokuma gelenegine kaulmig oluyorum.”
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Susan Venable

La Mer Celeste, n.d., steel and copper wire construction; oil and encaustic on panel, 60 x 120 in. total;
60 x 60 in. each of 2 panels. Courtesy the artist, Santa Barbara, California.
La Mer Celeste, (tarihsiz), Celik ve bakir tel yapi, panel iistii yagli ve ankostik, 152.4 x 304.8 cm toplam;
152.4 x 152.4 cm her bir panel. Sanatgi tarafindan 6diing verilmistir, Santa Barbara, California.
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y work is non-objective and reductivist in approach — a formal exploration of structure and surface,
and the relationship between the two. The reliefs are constructed of steel grids and copper wire. The paintings are
encaustic and oil on panel. In both the reliefs and the paintings, layers are stacked to produce a rich and complex
surface. I want to maximize the physicality of the materials, seeking a presence and energy field through the structure
and the surface.

My inquiry is on a perceptual as well as tactile level. The non-objective approach of my work is to elicit an abstract
response from the viewer. Not to recall a specific place or object, but to create a transcendent realicy. To create the
emotion or the conceptual part of nature. To remind without being specific. To be contemplative and serene. To
transform the viewer beyond relative space into their own imagination.

~ Susan Venable, 2001

“Benim isim ne objektif ne de indirgemeci olan bir yaklagimdir ve bu, yapr ve yiizeyin ve bunlar arasindaki iliskinin
ciddi olarak aragtirmast anlamina gelir. Kabartmalar ¢elik 1zgaralar ve bakir tellerden inga edilmigtir. Tablolar pano iizeri
yakilarak yagli boya ile renklendirilmistir. Hem tablolar hem de kabartmalarda katlar, zengin ve karmagik bir yiizey
olugturacak gekilde birbiri tistiine yigilmistr. Ben yapi ve yiizey yoluyla bir meveudiyet ve enerji alani arayarak
malzemenin fizikselligini en iist diizeye ¢tkarmak istiyorum. Benim sorgulamam algsal diizeyde olduu kadardokunsal
diizeydedir. Isimin objektif olmayan tarafi seyirciden soyut bir tepki elde etmektir. Belli bir yer veya cismi gagristirmak
yerine olagandis1 bir gerceklik yaratmak. Doganin duygusal ya da kavramsal ySniinii ortaya ¢tkarmak. Belirsizlik i¢inde
hatirlatmak. Diistinceye daldirict ve sakinlegtirici olmak. Seyirciyi goreceli ortamin tesine kendi diig diinyalarina
cevirmek.”
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Joan Giordano

Dancing with Shadows, 1995, copper with scored handmade paper, wax paint, plaster, 42 x 38 x 12 in.

Courtesy the artist, New York, New York.
Gilgelerle Dans, 1995, El yapimi kagt igli bakir, macun boya, macun, 106.7 x 96.5 x 30.5 cm.
Sanatci tarafindan 6diing verilmigtir, New York, New York.
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am exploring and finding my language in the paper. Paper is transformable. Flat — you can fold it.
Three dimensional - you can unfold it again. You can use it as a building material or as a container and work at an
endless series of surfaces and forms. With paper I am free to sail between a plane and a space. So I can push this age
old most common of mediums to express my ideas.

I make my own paper from Kozo or from abaca (banana plant). The paper is malleable and can be fused with copper.
I sometimes wrap and tie my wall sculptures with scraggly and scorched, electrical cable. These electrical discards
liberated from junk yards metaphorically refers to stitching, binding or typing.

Then too, the fusion of copper cable, metal, paper and wax (all from the earth) is about the power in connecting the
seemingly inconnectable.

My work often alludes to the torso, referencing a childhood of sewing materials and dress forms used by my seamstress
mother. Needle and thread for me became symbols of mending and marriage. There is personal meaning in this
association and like sewing, transforming two-dimensional material into volumetric form is most direct using paper.

I am interested in the transformative nature of time and its relationship to materiality.

~ Joan Giordano, 2001

Ben aragtiriyorum ve anlatim dilini kagitea buluyorum. Kagie degistirilebilir niteliktedir. Diizken katlarsiniz 3 boyutlu
olur sonra tekrar agip diiz hale getirebilirsiniz. Onu bir yap1 malzemesi ya da bir kap olarak kullanabilir ve sonsuza
uzanan bir dizi yiizey ve formda caligabilirsiniz. Kagt sayesinde bir diizlemden bir alana yelken agabilirim. Boylece bu
cok eski ve en yerlesik aract fikirlerimi ifade etmek i¢in sonuna kadar kullanabilirim.

Ben kendi kagidimu Kozo veya abakadan (muz agaci) yaptyorum. Kagit kolayca sekil alir ve bakir ile kaynastirilabilir.
Ben bazen duvar heykellerimi egri biigrii yanik elektrik kablolariyla sarar ve baglarim. Hudaliklardan kurtarilan bu
elektrik atiklart mecazi olarak dikmek, baglamak veya tuglamakla iligkilidir.

O zaman yine bakir tel, metal, kagit ve mumun (hepsi topraktandir) eriyip kaynasmasi goriiniiste birlestirilemez olan
seylerin birlestirilmesindeki giicii ifade eder.

Benim galismam ¢ogu kez terzi annem tarafindan kullanian dikis malzemesi ve elbise mankenleri igindeki
gocuklugumu animsatan bagsiz kolsuz bir gévdeyi andirmaktadir. Dikis ignesi ve iplik benim igin onarmanin ve
evliliginin sembolleri olmuglardir. Bu bagdastirmada kisisel bir anlam vardir; ve dikiste oldugu gibi iki boyutlu bir

malzemeyi hacimli bir sekle déniigtiirmek en kisa yoldan kagitla miimkiin oluyor.

Ben zamanin déniigtiirme dzelligi ve bunun maddilikle ilgisi konusuyla ilgileniyorum.
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Frank Stella

Steven Sloman, New York

Jundapur Tapestry, 1996, wool, silk, cotton and synthetic fibers
(Tapisserie D'Aubusson-Felletin woven by les Ateliers PINTON), approx. 77" diameter.
© copyright Frank Stella/ Tyler Graphics Ltd./ Artists Rights Society (ARS), New York, New York 1996.
Jundapur Duvar Kagdz, 1996, yiin, ipek, pamuk ve sentetik fiber
(Tapisserie D’ Aubusson-Felletin dokuma, les Ateliers PINION maly), Yaklasik 195.6 cm cap.
© 'Telif: Frank Stella/Tyler Graphics Ltd / Artists Rights Society (ARS), New York, New York, 1996.
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merican painter and sculptor, Frank Stella, is an important influence to the minimalist art
movement. Stella himself is influenced by the grids and geometry in the work of Piet Modrain while at the same time
was fascinated with the free and uninhibited style of Abstract Expressionism. In the years following 1958, Stella
dismissed the idea of expressionism, focusing on the paint itself rather than representation. Stella’s goal is to transform
the perception of a painting to a physical object standing on its own without context. He explored painting thin
stripes breaking up naked areas of canvas as well as experimenting with different canvas shapes. In the late 1970s, Stella
began to evolve a style that combines expressionism with a three-dimensional response to the painted surface. Stella
continues to work with his colorful sculptures and paintings, and is exploring architectural structures including a recent
design for a bandshell in Miami.

~ Courtesy Richard Gray Gallery, Chicago, Illinois

Frank Stella, minimalist sanat hareketine $nemli etki yapmis olan bir Amerikali ressam ve heykeltrastir. Stella’nin
kendisi, Piet Modrain'in kafeslerinden ve geometrisinden etkilendi; ayni zamanda Soyut Ekspresyonizmin §zgiir ve gem
vurulmamug tarzina hayran kald:. Stella, 1958'den sonraki yillarda ekspresyonizm diisiincesini bir yana birakarak, simge
yerine, boyanin kendisine agirlik verdi. Stella nin amaci, bir resim ile ilgili algiy1, baglamsiz olarak kendi bagina duran
bir fiziksel nesneye déniistiirmektir. O, hem tuvalin ¢iplak alanlarini bslen ince seritler halinde resim yapmayi, hem de
farkli tuval sekillerini denedi. 1970’li yillarin sonlarinda, Stella, resmedilen yiizeye {ig boyutlu bir tepki ile,
ekspresyonizmi bitlegtiren bir tarz gelistirmeye bagladi. Stella, renkli heykelleri ve resimleri iizerinde alismaya devam
etmektedir ve son zamanlarda Miami'de agik havada calan miizik topluluklarini koruyan yarimkiire seklindeki 6nii agik

yapt ile ilgili bir tasarimu da igeren mimari yapulart aragtirmakeadir.

- Chicago, Illinoisteki Richard Gray Galerisi’nin izni ile.
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Marie Straw
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A Secret, n.d., acrylic on tar paper,
36 x 36 in. framed. Lent by the artist, courtesy
Spectrum Gallery, Washington, D.C.
Bir S, (tarihsiz), Katranlt kagie iizeri akrilik,
91.4 x 91.4 cm. Sanatc tarafindan 8diing verilmi-
stir, Spectrum Gallery, Washington D.C.

Woman in Black, n.d., acrylic on canvas,

38 x 26 in. (framed). Lent by the artist,
courtesy Spectrum Gallery, Washington D.C.
Siyahly Kadin, (tarihsiz), Cadirbezi iizeri akrilik,
96.5 x 66.0 cm. Sanatgi tarafindan édiing
verilmistir, Spectrum Gallery, Washington D.C.

he artist describes her work as “Made up of layering and rough brushing in of color; they are
reminiscent of the color poems of noted American artist Milton Avery.” Straw, a mother of six, tends to focus on the
theme of the family. She begins her paintings with a quick wash of color followed by several layers of paint, sometimes
allowing the paint to run on the canvas as a design element in the composition. Straw has also started to paint words
onto her paintings to add a dimension of narrative and time that engages the eye, heart and mind.

In describing her creative process, Straw observes that “I start in my studio with an idea and I go with it. Sometimes
g p y g

the completion of a work surprises me and can lead to the next work. When the work has an aspect that is fun in its

making, and when it all comes together, I am very pleased.”

Rengin katlar halinde yayilmas: ve kaba fir¢a darbeleriyle uygulanmasindan olusan Marie Straw’in calismalari tanimmig
Amerikali sanatg1 Milton Avery’'nin renk siirlerini animsatmaktadir. Alt cocuk annesi Straw aile temast iizerinde
yogunlasma egilimi géstermektedir. Tablolarina ¢abuk bir renk uygulamasi ile baglar ve arkasindan birkag kat boya gelir
ki bazen boyanin kompozisyonda bir desen 6gesi olarak tuvalin iizerinde gezinmesine izin verir. Straw, géz, kalp ve akli
da isin igine katan bir anlatim ve zaman boyutunu eklemek amaciyla tablolarinda sézciikler de boyamaya baglamistir.

Straw ¢alismalarint goyle gézlemliyor: “Stiidyomda bir fikitle ige baglarim ve bunu hemen uygularim. Bazen galigmanin

tamamlanivermesi beni sagirtir ve bu bir sonraki calismaya kap1 acar. Caligmanin yapim sirasinda eglenceli bir boyutu
oldugu ve herseyin iyi gittigi zamanlar ¢ok mutlu oluyorum.”
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N’ima Leveton

Time Past / Time Future, 1985, Oil / rag paper on canvas, 84 x 91 x 3 in.
Courtesy the artist, Mendocino, California, and Virginia Stearns, San Francisco, California.
Gegmis Zaman | Gelecek Zaman, 1985, Cadirbezi tizeri yagli/pagavra kagit, 213.4 x 231.1 x 7.6 cm.
Sanatg tarafindan 8diing verilmistir, Mendocino, California ve Virginia Stearns, San Francisco, California.
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he work from nature describes an inner landscape. I attempt to make the work float in a twilight
between memory and wish. The line is animated and gestural to evoke the notions of body language and movement.
The landscape is more of a medium than an actual subject. My goal is not imitation but evocation.

Tor me, art is a necessity for everyday living. Art is the expansion of the mind where new ideas emerge and
experimentation takes place. Art presents a world where beauty has power, where there is time for introspection of our
internal flow, where there is a generosity of sharing our humanness, and a timeless connection with the earth that gives
us life.

~ N’ima Leveton

Dogadan gelen ¢aligma bir i manzaray: tasvir eder. Ben isin ani ile umurt arasindaki alacakaranlikta yiizmesini
saglamaya ¢aligtyorum. Cizgi, beden dili ve hareketi nosyonlarini gagristuracak sekilde canlandinlmig viicut hareketleri
icermektedir. Manzara, konunun aslindan ¢ok bir aragtir. Benim amacim taklit degil duygulari uyarmakur.

Benim igin sanat giinlitk yasamin bir gercksinimidir. Sanat, yeni fikirlerin ortaya ¢kt ve deneyimlemenin yapildig:

yer olan aklin geniglemesidir. Sanat, giizelligin giic sahibi oldugu, i¢ akiglarimizt gézlemlemeye zaman taniyan, icinde
insanligimiz1 paylagmanin cémertligi ve bize hayat veren toprakla zaman digt bir baglant bulunan bir diinya sunuyor.
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Roslyn Logsdon Roslyn Logsdon

Outdoor Cafe: Conversation with Dog, 1990, fiber, 20 1/2 x 28 in.
Courtesy the artist, Bethesda, Maryland.
Agtkhava Kahvehanesi Kspekle Sohbet, 1990, fiber, 52.1 x 71.1 cm.
Cafe: The Newspaper, 1992, fiber, 20 1/2 x 28 in. Sanat¢ tarafindan ddiing verilmigtir, Bethesda, Maryland
Courtesy the artist, Bethesda, Maryland.
Kahvehane ve Gazete, 1992, fiber, 52.1 x 71.1 cm.
Sanatgt tarafindan 6diing verilmistir, Bethesda, Maryland.
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think of my hooked wall hangings as paintings because I started out as a painter many years ago.
Rug hooking adds a tactile quality to the two-dimensional surface that cannot be achieved with paint.

The images I work with (people and architectural clements) take me in two different directions, though sometimes I
combine both. I am always concerned with the relationships between each of these elements, separately and together.
The reason these images are hooked rather than painted is because of the special quality you achieve when using a wide
range of fabrics - tweeds, heathers, checks, solids. Occasionally I will adventure further by using other materials such as
fabrics other than wool, yarns, handspuns, and metallics.

The surfaces achieved in rug hooking are unique to fiber techniques. Something special happens when a plaid or her-
ringbone is cut into strips and hooked into loops that create surfaces and shadows. I like working in a close color or
tonal range so that I have to find diversity within the textural surfaces. My images captured in wool are enhanced by
the endlessly varied colors and textures achieved by hooking.

~ Roslyn Logsdon, 2000

“Asma duvar siislerimi tablo olarak diisiiniiyorum ben ¢iinkii ¢ok yillar énce ressam olarak bagladim Asma yaygilar, iki
boyutlu yiizeye boya ile erisilemeyecek bir dokunsal nitelik kazandiriyor.

Uzerinde galisugim sekiller (insanlar ve mimari 8geler), beni, bazen de birbirine bitigtirdigim iki ayr1 yone gétiiriiyor.
Bu 8gelerin her biri arasindaki iligkiler, ayr1 ayrt ya da beraberce benim her zaman ilgi odagim olmustur. Bu sekillerin
boyanmak yerine asilmig olmasinin nedeni ¢ok gesitli kumas, tiivit, funda, ekose ve diiz renkler kullanildiginda
yakaladiginiz &zel bir nitelik olmasindandur.

Ara sira yiinli disinda kumaglar, dokuma ipligi, elde ¢evrilmis ve metalik malzeme gibi baska materyal kullanarak daha
macerali ¢caligmalar yaparim.

Asma yaygilarda elde edilen yiizeyler kumas teknikleri iginde gok iizgiindiir. Ekose veya baliksirti kumaslar seritler
halinde kesilip ilmeklere asildiginda yeni yiizeyler ve gélgeler olusturan ézel bir durum ortaya cikar. Birbirine yakin
renkler veya tonlar yelpazesinde galismayi1 seviyorum ¢iinkii dokusal yiizeyler i¢inde degisimler bulmaliyim. Yiinlillerle
yakaladigim sekiller asma teknigiyle sonsuz ¢esitlilikte renk ve dokular tarafindan daha da giizellesiyor.
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