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ABSTRACT

This study focused on exhibitions organized and curated by artists in the
history of exhibitions in Turkey. Along with the proposition to think and discuss
about the concept of "exhibition" and "the history of exhibitions" which are not
emphasized enough in the local art environment, the artists' exhibition practices in the
field of curatorship starting from the second half of the 19th century to the present
were examined. The exhibitions, which are the spatial arrangements that
institutionalize the public life of the work of art in its most general definition, have
been transformed into tools for producing discourses today, while their essential and
only meaning was to display following of artistic production and centering upon
selection and presenting actions since their origins in the 15th century. The artist-
curator is presented as a different model of the curatorial profession created by this
transformation as of the 1990s. However, artists had existed in the history of
exhibitions and art history as actors producing ideas on exhibiting art long before the
1970s when curatorship became popular in the world and the 1990s when it was
recognized as a profession. This thesis examined this idea in detail in the case of

Turkey by briefly touching upon its similar status in the world as well.

Since the beginning of the history of the exhibitions, the artist's interest in exhibitions,
the institutionalization of curatorship and the existence of numerous artists who have
focused on exhibition practices as well as artistic practices have all created a model
named "artist-curator”. Today, there is a plethora of artist-curators who organize
exhibitions in various collaborations or for biennials and museums. The research
focusing on the exhibitions organized by the artist- curators constitutes an important

area in the history of exhibitions and, therefore, in the history of art.



Keywords: exhibition history, artist-curated exhibition, artist-curator, artist as

curator, exhibition, history of exhibitions, curator, art history



OZET

Bu c¢aligma, Tiirkiye sergiler tarihi i¢inde sanatgilar tarafindan orgiitlenen,
organize edilen sergilere odaklanmistir. Yerel sanat otami i¢inde {izerinde ¢ok
vurgulanmayan “sergi” kavrami ve “sergileme tarihi” lizerine diisiinme ve tartigma
oOnerisi beraberinde sanatcilarin, 19. ylizyilin ikinci yarisindan giinlimiize sergileme
pratikleri ve kiiratorliik alanindaki rolleri incelenmistir. En genel tanimiyla sanat
eserinin kamusal yasamini kurumsallastiran mekansal diizenlemeler olan sergiler,
15.ylizyildaki kdklerinden bu giine, sanatsal {iretimin izinde; segme ve sunma
eylemleri merkezinde, temel ve tek anlami teshir etmek iken gilinlimiizde sdylem
iiretme araglaria doniismiislerdir. Sanatci- kiirator, 1990’lar itibariyle bu doniistimiin
dogurdugu kiiratorliik mesleginin farkli bir modeli olarak sunulur. Ancak sanatcilar,
kiiratorliigiin diinyada yayginlagtigi 1970’11 yillar ve Tiirkiye’de kabul gordiigi
1990’lardan 6nce sanatin sergilenmesi lizerine diisiince lireten aktorler olarak sergiler
tarihi ve sanat tarihi i¢inde var olmuslardir. Bu tez, bu diisiinceyi, diinyadaki benzer

durumuna da kisaca deginerek Tiirkiye i¢in ayrintili sekilde incelemistir.

Sergilerin tarihinin baglangicindan beri sanat¢inin sergileme meselesine olan ilgisi ve
pratigi, kiiratorliik mesleginin kurumsallagmasi ve sanatsal pratigi yaninda sergileme
pratiklerine de yogunlasan ¢ok sayida sanatc¢inin varligi ile “artist-kiirator” olarak
isimlendirilen bir model var etmistir. Bugiin, bagimsiz sekilde ¢esitli is birlikleri ile ya
da bienaller, miizeler i¢in sergiler diizenleyen ¢ok sayida sanatgi sergiler diizenler. Bu
sergilere odaklanan arastirmalar, sergiler tarihi ve dolayisiyla sanat tarihi i¢inde

onemli bir alan1 olusturur.

Anahtar kelimeler: artist-kiirator, kiirator sanatci, sergi, sergiler tarihi, kiirator,

sergi, sergi hikayeleri, sanat tarihi
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PREFACE

Today, a work of art cannot be considered independently of its exhibition. Since the
15th century when the history of exhibitions began, exhibitions have performed many
tasks and acquired a wide range of scope and meaning on the basis of displaying.
During the development process of exhibitions, artists acted both on exhibiting their
own works and creating ideas on the concept of exhibition. The ideas and practices of
artists occupy a significant place in the history of exhibitions and curatorial activities.
This study, which focuses on artists' practices and ideas on exhibition practices in the
history of exhibitions in Turkey, aims to form an analysis within the theme of the
concepts of "exhibition™ and "history of exhibitions", which are not discussed much at

the local dimension.

A number of key elements have been effective in determining the subject of my thesis
study: The most important element, which includes my reason for my getting and
continuing education in this field, is my existential interest in history and art sciences,
as well as my passion for research and reading. The second element is the
“exhibitions" that brought me and art together with my life in Istanbul. The third
element is that while studying in the Art Management department, | worked as an
assistant in a few exhibitions curated by my adviser Prof. Dr. Marcus Graf. This
process has led me to focus on studying and researching the past and current situation,
which I believe to be problematic, of the profession of curatorship. In addition, my
curiosity about the attitude of the artists, their perspective, their approach to the issues

caused me to reach a decision on this issue.

With the opportunity of this thesis, I would like to extend my deepest appreciation to

all my wonderful teachers I have met along my education, especially my thesis
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adviser Prof. Dr. Marcus Graf. It was one of my biggest chances to have met teachers
who reinforced my interest in history, literature and art. | would like to thank my
thesis adviser Prof. Dr. Marcus Graf, who has always been there with me, for his
understanding of education far from being restrictive, didactic and compelling, his
providing a working environment open to different ideas and critics, and his

humanistic view of the world and his elegance.

Writing a thesis on a subject that | love, am interested in and enjoy researching does
not harbor any difficulty by itself. However, with the challenges | had to experience
during this process, the process of writing my thesis became quite difficult. | owe
gratitude to my friends who have been with me throughout the process. Also, | would
like to express my gratitude to all my friends, especially Giilsah Altinkaya -my
primary stress call- with her ever-beautiful heart, positive look and her joy, and
Selmin Kus, Alev Berberoglu, Selin S6l, Esengiil Celik and G6zde Sahinbas. I would
also like to thank them for listening to the issues surrounding my thesis and for giving

me the opportunity to discuss and exchange information.

Endless thanks to the artists whom | consulted for their opinions during the thesis
process for sharing the memories of the exhibitions and the documents in their
archives with me. My special thanks go to my parents for first providing a happy
childhood and an atmosphere of freedom and then for their patience, unconditional
labor and love which cannot be paid back with thanks, and to my sisters Sevil, Sema

and Semra Siizer for their support and love.

Ataer, Cinar Ahmet, Alya Duru, Mete and Sarp also deserve many thanks for adding
excitement and enthusiasm to my life and for being the source of happiness in our

home.
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1. INTRODUCTION

1.1. The Purpose of the Study

This study, titled Artist-Curated Exhibitions in the Exhibition History of
Turkey, aims to explore and analyze exhibitions organized by artists and to reveal the
impacts and contributions of artists' art practices and exhibition initiatives to the
creation and development of curatorial field. In addition, it is also aimed to
demonstrate how effective a role the artists have played in the institutionalization of
the profession of curatorship starting from their first exhibition attempts in the late

Ottoman periods till the present day through examples and documents.

With these main aims in the background, the study aims to deal with, examine
and discuss such basic concepts as exhibitions and exhibition history, which do not
draw much attention in the contemporary art field, including academic studies

conducted on exhibitions.

Another purpose of the thesis is to show that the artists- curator title had
existed long before curatorship profession became popular in the world in the 1970s
and it was recognized in Turkey in the late 1980s, and that it has existed since the
periods when art met with the public in exhibitions organized by artists, though they

were not called curators.

The thesis aims to analyze one exhibition of the artists who produce
exhibitions in curator capacity along with their art practices in the contemporary art

environment in Turkey and to determine the status of artist-curator in Turkey.



1.2. The Scope of the Study

In the second part of this study, the focus was on ideas about the concepts of
exhibition, exhibition history and curatorship which constitute the backbone of the
main subject of the thesis and provides for sub-reading as well as the historical
background of these concepts. The concept of exhibition was examined through
questions such as "What is an exhibition?", "What meanings has it gained through the
process?" and the historical development of exhibitions was reviewed. By focusing on
the history of exhibitions, the relationship between the history of exhibitions and the
writing of art history and the importance of studying the history of the exhibitions
were tried to be determined. The definition, function and historical development of
curator and curatorship concepts were provided. In the sub-section of artist-curator,
the past and present status of the actor in the main subject of the study in the world art

history were examined.

In the third part of the study, I initially had dwelt on the idea of a brief
overview of the Exhibitions History in Turkey, but as | deepened my research, |
noticed artists' active role in exhibition practices and decided to expand this section.
And | found it appropriate to change the section heading to "Exhibitions History in
Turkey through Exhibition Practices of Artists."” In this section, the exhibitions were
examined in a wide perspective ranging from the examples of the late Ottoman period
to the exhibitions in today's institutions, museums and initiative areas. Important
exhibitions and events that triggered exhibitions were presented in a chronological
order from 1845 till the present day. However, the exhibitions organized by the artists
between 1845 and 1989 were also discussed in a chronological order and brought to

the forefront under a separate heading. In addition, the exhibitions and activities of



institutions and initiatives that had an impact on curatorial works and exhibition

practices were examined in this section.

The exhibitions called "curated™ exhibitions which were organized by artists
after 1989 were discussed in the fourth section. The exhibitions titled Seretonin,
Istanbul Exhibition, Red Exhibition and Atsanat / Exhibition are not exhibitions
organized by a single artist, but by all participating artists collaboratively. However,
since they coincided with the formation and development phases of the field of
curatorship in Turkey, they were examined in this section. Misinformation that was
found in different sources related to Istanbul Exhibition and Atsanat / Exhibition
among these exhibitions especially made us feel responsible to include these

exhibitions.

With the advent of the 1990s, major changes were experienced in the fields of
art and curatorship in Turkey. For this reason, | had decided to create this section with
post-1990 exhibitions. However, having felt the obligation to include the Serotonin

exhibition, I also incorporated 1989 into this section.

In addition to those who continue their career as both artists and curators,
exhibitions which were curated/experimented by an artist only once and had a
significant impact on the field with that single exhibition were also dealt with. Each
exhibition has an imprint including the name of the exhibition, the date, the location,
the institution responsible for the organization, the artists and printed publications, if
any. In addition to this, the installation photos of the exhibitions were intended to be
included, yet this was not possible for some exhibitions. Exhibition venue, catalogs,
brochure visuals, press releases were included as needed. Detailed information about

the concept of each exhibition was provided through at least one paragraph of text.



1.3. The Method of the Study

Primarily, international books on the history of exhibitions, curatorship and
artist-curator issues were reviewed. The past issues and the issues published
throughout the process of periodicals in English on artist-curator and curatorship were
followed. Master's theses and PhD dissertations written in Turkish and English on
Curatorship and Exhibitions History were investigated. The recordings of the
conferences and seminars on “artist-curator" were watched, and the published

presentation articles and interviews made with “artist-curators™ were examined.

In order to form the section on Exhibitions History in Turkey, books, theses, art
almanacs, exhibition catalogs, periodicals and art archives especially of SALT

Research and libraries on Art History in Turkey were screened.

For post-1989 exhibitions, besides books and various magazine articles, the views of
the artists themselves, their experiences and the written and oral information they

provided to me were analyzed.



2. EXHIBITION AND CURATORIAL STUDIES

“Exhibitions are hubs of interaction within the art world, the places where artists,
dealers, critics, and collectors come together, and where the newest art first comes

before the public.”

Bruce Altshuler, 2013

2.1. About the Concept of Exhibition

Exhibitions are very complex structures which need to be addressed and
analyzed through the changes in their functions as well as their basic meaning and
purpose since the late 17th century when they started to bring works of art to the
attention of the public until today, and which need to be defined by asking the
question "what is an exhibition?" again and again. This section traces the changing

meaning and definitions of exhibitions in the historical and cultural process.

Vesna Madzovski likens exhibitions to a place that is “constantly under
construction." And he emphasizes that with each exhibition new narratives and
meanings are created (Madzoski, 2016, s. 13) Exhibitions are mechanisms that have
artistic, social, cultural, aesthetic, political, ideological, educational, and economic

functions and that create meaning.

It will be appropriate and enlightening to go to the beginning and etymological
roots of the word “exhibition" in order to comprehend its various meanings and

definitions that changed over time and their status in the contemporary art world. The



word “exhibit" is derived from the verb "exhibere" in Latin ("ex" is "out," and
"habere™ is "hold"), which means "to hold out" . (Oxford English Dictionary, 2009)
Thus, it is defined as "to hold out or submit (a document) for inspection, especially as
evidence in a court of law," or, more relevant to us, as "to have (an item) on show in
an exhibition.” In its most basic sense, an exhibition is the public presentation/display
of works of art. From international biennials to fairs, from solo exhibitions to
retrospective exhibitions, all exhibitions and all kinds of curatorial definitions exist
within this scope. (Groys, 2013, s. 13) However, this definition constitutes merely the

basis for display efforts to make sense of the dominant existence of exhibitions today.

The roots of the exhibition as a form of ritual or action date back to
ceremonies and festivals held every year or every season in the Middle Ages. During
these festivals and ceremonies, artisans presented their mastery to the people of the
city and had the opportunity to showcase their best products/productions to both the
public and their masters. In this way, the apprentices had the chance to be promoted in
their guilds following the inspection of the masters. Therefore, the exhibition emerged
as a professional acceptance/approval ritual at a time when expertly-crafted, useful
objects were rare. Throughout the Middle Ages, what we know today as visual art was
not exhibited publicly. Paintings and sculptures were exhibited by the royal family
and nobles in their mansions, castles, and courts as signs of respect and wealth. Until
the 17th century, the public's relationship and contact with the visual arts had
generally been possible through the huge temples, cathedrals, and mosques in the

places of worship of the Middle Ages. (Obrist, 2014, s. 29)

The exhibitions which started in 1673 with the aim of exhibiting the works of
the graduates of the art academy and held in the Louvre with the name Paris Salon as

of 1725 was the main venue for art to be exhibited until the end of the 19th century.



(Antmen, 2010, s. 16) In the Salon Exhibitions, different types of art such as historical
paintings, portraits, landscapes, busts, and plaster models of large sculptures were
exhibited in a style which was established as “salon aesthetics." The works were
exhibited in a hierarchical order according to their sizes and in close proximity to each
other. In Salon Exhibitions, the main and only purpose is to present and exhibit works

of art.

Figure 1 The Salon of 1785 by Pietro Antonio Martini

With the development of democratic states in the 17th and 18th centuries,
museums managed by the state emerged. "Nine days after the termination of the
monarchy on August 10, 1792, the decision to convert the royal palace building into a
public museum was issued as a symbol and expression of the intent of the gains of the
revolution.” (Schubert, 2000, s. 44) The museum had an important function as a
symbol of the new order and society, and the most important means of the museum to
realize this function was to make exhibitions. And thus, the first public exhibition on
the first anniversary of the Republic was held in 1793 in the Louvre. (Richter, 2011, s.

31) In addition to the display of selected works of art such as paintings and sculptures,



the task and the issue of representing a certain idea, presenting narratives, and
creating a new structure began for the exhibitions. In the early 1800s, the German
philosopher, art and literary theorist Friedrich Schlegel expressed his experience of
the exhibition after his visit to the Louvre during his trip to Paris as such: “Each new
exhibition and compilation of old paintings creates a body of its own where several
things will appear to the art lover in a new light, which he had not yet seen so

clearly.” (Locher, 2009, s. 173-187)

The "mega exhibitions™ World Fairs, which revealed the structure of nations,
which gave them the opportunity to display their commercial production,
technological, and architectural development, technological innovations, artistic
attitudes and approaches, and which turned each country into a sub-exhibition of a
single large exhibition, emerged in the second half of the 1800s. The most spectacular
of these exhibitions, which were the means of presenting the imperialist scenes of the
ruling powers of the world in the 19th century, were held in Paris and London.*

(Artun, 2017, s. 118-119)

Terry Smith proposes that we reconsider the meaning of "exhibition™ by
considering the word "inhibition™ as the antonym of the word "implicated.” While an
exhibition brings together a large number of works within a certain framework; it also
leaves out many works. He calls this “exinhibiting." According to Smith, the
exclusion of a work from an exhibition is at the same time the emancipation of the
work of art. (Smith, 2015, s. 13-37) The refusal of artists such as Gustave Courbet,
Edouard Manet (1832-1883), and Claude Monet (1840-1926) by Salon Exhibitions

led these artists to organize alternative and independent exhibitions. With these

! The first one of the mentioned exhibitions, the Great Exhibition, was held at Crystal Palace in London
in 1851.



exhibitions (The Salon des Refusés), they not only exhibited their rejected works, but
"they also announced their seeking an alternative to academic painting and
demonstrated an opposing stance in this sense™ (Antmen, 2010, s. 21) Claude Monet's
painting named Impression, Sunrise, which was displayed in the exhibition organized
by thirty artists who came together in 1874 under the name of "Union of Anonymous
Artists," was considered as the opening of a decisive new era in the history of art.
With the limits being pushed in painting in terms of subject and technique, exhibition
styles and gallery space also went through a great change. According to this new
understanding, which emphasizes the unique importance of each work of art, the
distance between the paintings exhibited started to increase. A gallery venue was
created, enabling the viewer to see each work in a way that is isolated from all
possible disturbances. (Obrist, 2014, s. 29) Brian O'Doherty expressed the change
caused by this gallery venue created by the new understanding and its importance in

art history as follows:

"The history of modernism is almost intertwined with the history of that
venue; so much so that, it seems possible by linking the history of modern art
with the changes in that venue and how we perceive those changes.”

(O'Doherty, 2010, s. 107)

George Simmel described exhibitions as the image of modern art, which has
undergone a major transformation, completely differing from the past. He stated that
the reflection of modern times, which makes visible the collective actions of many
people rather than individual action, can be seen in an art exhibition. He defined

exhibitions as "an inevitable extension and result of modern specialization in art.”
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(Simmel, 2015)? An important aspect of this specialization is now the audience.
Therefore,"exhibitions appeared at a particular moment, designed to answer a certain
set of specific historical conditions. Forms of display go very deep into human social
behavior, from the display of medieval relics to cave paintings and beyond, but the
"exhibition" as such was invented in the Enlightenment in Western Europe, as a new

form of publicness for a new sort of audience.” (Myers, 2011, s. 244)

Between the 1920s and 1950s, significant innovative display approaches
emerged, affecting the physical development of exhibitions. With this approach,
which emerged with the individual ideas and efforts of the artists El-Lissitzky and
Frederick Kiesler on exhibitions and exhibition venue, museum directors, including
Alexander Dorner and Alfred Barr, pioneered important developments in the
exhibitions. Alexander Dorner, who served as the museum director at Hanover's
Landesmuseum from 1923 to 1936, put forth an experimental and discussion-
generating exhibition model with the exhibition he organized in May 1929 titled
Original and Facsimile. In this exhibition he organized for Kestner Society, Costner
exhibited thirty-five works by canonical artists such as Cézanne, Renoir, Lorrain, and
Tiepolo, along with their high-quality photographic copies next to them. This
exhibition, in which the viewer had difficulty distinguishing between the original and
the replica of the work, led to long-standing discussions on the subject of
reproducibility of the work of art. “Indeed, the exhibition resulted in over six months
of heated debates among museum authorities, art critics, and university professors in

Germany and left a long trail.” (Filipovic, 2016, s. 232)

2 Quoted from the translation of George Simmel’s article of 1890 titled “Uber kunstausstellungen”
(Unsere Zeit) which was published at the website of e-skop criticism journal.
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The establishment of MOMA as a museum devoted exclusively to modern art
IS an important turning point in the history of exhibitions. MoMA was founded in
1929 under the founding directorship of Alfred Barr, who played an important role in
transforming exhibitions into an experimental structure. Barr made comprehensive
and effective initiatives which would guide the future practices of museums and
exhibitions, and in 1937, he founded the museum's educational division under the
management of Victor D Amico. He organized conferences and guided tours during
the exhibitions. This shows that exhibitions now began to be transformed into
structures that need to be clarified, explained, and expounded. Barr created an
important structure in the transformation of museums and, along with the exhibitions,
he caused art to go through - in Karsten's words - a “conceptual revolution."
(Schubert, 2000) In Barr's words, the museum was now transformed into "a laboratory
for experiments in which the public was invited to participate.” The main experiment

of the museum which turned into a laboratory was exhibitions.

Figure 2 International Exhibition of New Theater Technique, Vienna Konzerthaus, 1924
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With the mobile exhibition unit he designed for the Exhibition of New Theater
Technique held in the Vienna Konzerthaus in 1924, Frederick Kesler introduced an
innovation that would have an impact on the traditional design practices of exhibitions
and add a different dimension to the existence of an exhibition as a physical entity.
The display system on the horizontal and vertical panels, called the 'Leger and Trager'
or'L"and 'T," created an active movement space for both the work and the viewer.
(O'Neill, 2003-2004, s. 7-10) Kiesler's mobile design unit created an important
suggestion of form as a display idea and attitude for the onset of interest that focuses

on the exhibitions being experienced by the audience in the following years.

El Lissitzky's striking work on exhibition design, Abstract Cabinet was held between
1927 - 1928 at Landesmuseum in Hanover. El Lissitzky was invited by Alexander
Dorner, the director of the museum, and a masterpiece, as Arseny Zhilyaev called it,
Abstract Cabinet came into being. "In the early years of the Soviet Union, even
during the period associated with the historical avant-garde, it constitutes the most
extreme example of known attempts to transform the museum institution.” (Zilhayev,

2017)
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Figure 3 El Lissitzky, Abstract Cabinet, 1928, courtesy of Spengel Museum Hannover
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According to Brian O'Doherty, EI Lissitzky is an artist who organizes exhibitions that
can transform public perception with his ideas about exhibition space and design.
Lissitzky "noticed the audience standing on the sidelines and enabled him/her to
become a participant." Doherty emphasized that El Lissitzky was perhaps the "first
exhibition designer/organizer.” He put forward the idea of modern exhibition,
transformed the gallery venue into a fictional structure, and enabled the audience to

assume an essential role in this fiction. (O'Doherty, 2010, s. 107)

8
D0k

Figure 4 First International Dada Fair, Berlin 1920

After the 1930s, in addition to exhibiting works of art or artistic works,
exhibitions started more clearly to transform into an intermediary institution where
the works of the artists who gathered around a certain idea along with the expression
of their problems and ideas were presented, and the projection of social life was
displayed. Artist communities organized exhibitions showing their own artistic claims
as well as their understanding of presentation/exhibition. For example, in 1920 at the
First International Dada Fair held in Berlin, Dada artists juxtaposed the text and the

image in an authoritarian exhibition style. Surrealist artists displayed an attitude
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reflecting their own understanding of exhibitions at the International Surrealist
Exhibition held in Paris in 1938 and at Surrealism Application Documentsorganized

in New York in 1942. (Putnam, 2005, s. 47-65)

Marcel Duchamp was the organizer of these two exhibitions in 1938 and 1942; it
became the harbinger of new questionings and changes on museums, exhibitions and

venues in the years to come.

Figure 5 Exposition du Surrealisme, exhibition designed by Marcel Duchamp, Galerie Beaux-Arts,

Paris, 1938

In 1938, Duchamp executed a performative venue design at the Exposition
International du Surréalisme exhibition in Galerie Beaux-Arts in Paris. The
exhibition venue was transformed into a fantastic space, and a spatial structure
emerged that appealed to the imaginary world of the audience and gave them the
impression that they were in a show. At the First Papers of Surrealism exhibition he

organized in New York in 1942, Duchamp dominated the exhibition with his venue
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design named One Mile of Thread by which he surrounded the exhibition. Duchamp
approached traditional art venue and basic exhibition models with criticism and
transformed the exhibition phenomenon into a performative field of action. According
to Elena Filpovic, the reason for Duchamp's performative approach in these
exhibitions derives from the artist's reflection on what an exhibition is or may be; “in
other words, they point to the necessity to rethink the typical space of display, to
reconfigure conventions of spectatorial looking, and to permit desire to enter into that
place where only a disincarnate viewer was otherwise permitted to be present.”

(Filipovic, 2016, s. 232)

With the cultural transformations of the 1960s, artistic practices also
underwent a major change. Along with this, the structure and boundaries of the spaces
where art was exhibited began to be crossed. (Antmen, 2010, s. 16) During these
years, many artists turned to conceptual strategies by taking interest in information
systems, creating an intermediary language, and organizational tactics. “These
strategic tendencies often implies a critique of the autonomy of the work of art as an
ideological construct. At the same time, curatorship emerged as a creative, semi-
autonomous, an individually authored form of mediation, which structured the
experience of the work of art and affected the ways in which art was made and

communicated to an audience” (O'Neill, 2003-2004, s. 4)

Willem Sandberg, Pontus Hulten, Seth Sieglaub, and Lucy Lippard are among
the pioneers who prepared the groundwork of this transformation before the curatorial
process that began with Szeeman in the 1960s. "William William Sandberg, a
member of the Dutch Resistance Movement who supported experimental artists
looking for a way out after the Second World War,” (Foster, 2015) was the curator

and director of the Stedelijk Museum in Amsterdam from 1945 to 1962. In an
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interview with Hans Ulrich Obrist in 1995, in response to Obrist's question “Which
exhibitions influenced you most as you were starting to curate your own shows?”
Harald Szeeman mentioned his admiration for William Sandberg and his knowledge-

based approach in his exhibitions as follows:

“...I also admired William Sandberg, director of the Stedelijk Museum until
1963. Sandberg was obsessed with information. Sometimes he exhibited only
part of a diptych, for instance, or left a good work out of the show altogether
because it was reproduced in the catalogue. For him, ideas and information
counted more than the experience of the object. ... Amsterdam in the 1960s
was the meeting point, the whole art world converged in the Stedelijk cafeteria
under a mural by Karel Appel. Sandberg was very open-minded. He let artists
curate exhibitions such as Dylaby, with Tinguely, [Daniel] Spoerri, Robert
Rauschenberg, and Niki de St Phalle; he was enthusiastic about new artistic
directions: kinetic art, the California “light sculptors,” new synthetic

materials.” (Szeeman, 1995)

While Pontus Hulten curated exhibitions in a small gallery named The
Collector in Stockholm in 1950s, in 1958 he became the founding director at the
Moderne Museet. After the Andy Warhol Retrospective he curated in 1968, he
became the director of large museums such as Paris, Center Pompidou, and Los
Angeles Museum of Modern Art and held extensive and significant exhibitions
referred to as "large scale.” Pontus Hulten worked in special collaboration with artists
in exhibitions and organized exhibitions with a curatorial approach that cares about

the ideas of the artists.
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Starting with the second half of the 1960s, Seth Sieglaub continued his career
as an art consultant, publisher, and independent exhibitions organizer. Sieglaub
concentrated his research on conceptual art and was a pioneer in organizing

conceptual art exhibitions.

Lucy Lippard, one of the influential curators who held independent exhibitions
since the late 1960s, has also written over twenty books on conceptual art and
feminist art as a feminist writer. Between 1969 and 1974, she organized a series of
mobile exhibitions titled Numbers Shows which included four exhibitions. In addition
to exhibitions such as 557,087 (Seattle World's Fair Pavilion, September 1969),
955,000 (Vancouver Art Gallery, 1970), 2,972,453 (Centro de Arte y
Communicacion, Buenos Aires, 1971), ¢.7.500 (CalArts, Valencia, CA, traveling
throughout the US and Europe, 1973-1974), she produced ideas on conceptual art
through the concept of the "dematerialization of the art object,” which she frequently

discussed in her articles.

Along with the aforementioned exhibitions by important curators that
demonstrate diversity and courage with their intellectual basis and physical construct
and with Harald Szeeman's appearance on the stage, the transition to the curatorial
period, which was another stage in the field of exhibition, occurred starting from the
end of the 1960s. Harald Szeeman's first independent exhibition in 1969 When
Attitudes Become Form and in 1972, his being the sole curator of 5th Documenta
caused exhibitions to evolve into another form and turn into a means of producing
meaning. We see Szeemann in the 5th Edition as an individual exhibition manager
and curator who, for the first time in the history of Documenta, was responsible for
selecting the artists on his own and determined the subject of the exhibition by

himself. (Richter, 2011, s. 231)
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Figure 6 When Attitudes Become Form, Kunsthalle Bern, 1969

Daniel Buren, one of the artists of Documenta 5, criticized Szeemann's
dominant position as a meta-artist in the exhibition catalogue and stated that the
subject matter of the exhibitions changed from then on as follows: “The subject of
exhibitions tends more to be not so much exhibition of works of art, as the exhibition

of the exhibition as a work of art.” (Buren, 2014, s. 43)

The opinion that exhibitions are not perceived as different from the art objects
they exhibit and are not distinguished from art installations has started to become
widespread. Boris Groys holds the opinion that the distinction between artistic
installation and exhibition is no longer valid. According to Groys, today “the basic
unit of art is not a work of art as an object. It is the art venue where objects are
exhibited: exhibition and installation itself.” (Groys, 2013, s. 13) Exhibitions, like the

artworks themselves, represent what can be described as conscious and unconscious
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subjects, issues, and ideological agendas. Their unconscious, or less obviously visible,
aspects can be understood as manifestations of historical limitations and social codes.

(Stainszewski, 1998)

Despite these views, undoubtedly the most important component of an
exhibition and the base of all artists, curators, organizers, and all organizing actors is
the art objects exhibited. Nevertheless, today's exhibitions mean much more than just
selected artists' works of art that occupy a certain space. Each exhibition presents a
representation of the thoughts of the organizing curator or of the institution or artist
(at least in solo exhibitions), while conveying the discourse of the whole relationship
between the formation mechanisms of the exhibition to the public. Bruce Ferguson
defined the exhibitions by locating its strategic importance among all other
components or interlocutors as "the central speaking subject™: Exhibitions are the
central speaking subjects in the standard stories about art which institutions and
curators often tell to themselves and to us. Further, vision - the historical conditions of
visibility through methodologies of perception and technologies of inspection - is the
primary subject contemporary theoretical inquiry.” Ferguson also considers
exhibitions to be systems of strategic representation, a vital part of the cultural
industry that Theodor Adorno and Max Horkheimer have uncovered. (Ferguson,

1996, s. 183)

An exhibition system creates a representation in order to make use of
everything in the best way possible, from its always political architecture to its wall
colors that always have a psychological meaning, to its always didactic labels, to its
always powerful ideological and structural artistic exclusions, to its always dramatic
lighting and to its security system as a social complementary form, to its promise of

always professionally dogmatic curatorship, from always literary quality and
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pedagogically oriented brochures, catalogs and videos, to the aesthetics that are
always historically specific to that presentation rather than the moments of production
of individual works of art. All exhibitions are a project consisting of a "meaning" or a
hierarchy of theological meanings. In general terms, an exhibition is the presentation
of selected items to the public in an organized way, as shown by the evidence in the
terminology as of the 15th century. "The “presentation” can be physical or virtual,
real or projected; the “items” either spectacular or discursive, material or immaterial;
and the “public” either known or unknown, composed of one or many.” (Filipovic,

2013)

Ultimately, as Boris Groys puts it, each exhibition tells a story by leading the
audience like a reader in a certain direction. With their spatial arrangements,
exhibitions create a narrative space, a theater stage, from past to present. The first
traditional art museums described the story of the emergence of art and the
subsequent technical victories by the chronological sequence of the works of art.
(Groys, 2013, s. 13) Today, the curator exhibits the story that he/she wants to tell, or
usually the story he/she writes about what the institution with which he/she
collaborates wants to tell, discuss, and teach, through the works of art and design
games that he/she thinks will mediate his/her narrative as a means to present new
narrative spaces. "Exhibitions contain and control through nomination, hierarchy and

textuality the undependable nature of art.” (Ferguson, 1996, s. 183)
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2.2. Toward A History of Exhibitions

“To study of exhibitions provides a fascinating route into art history.”
Bruce Altshuler®
(Altshuler, Salon to Biennial-Exhibition That Made Art History of

Curating, 2008, s. 11)

In many articles on exhibitions, exhibitions are defined as structures that exist
for a certain period of time and become an element of the past. For example,
“Exhibitions are by definition ephemeral” (Petresin-Bachelez, 2010) “The
ephemerality and lack of absoluteness of an exhibition might be its most important
features” (Filipovic, 2013, s. 78) “Exhibitions are by nature fragile, faulty and
slippery tools. They are not so effective in telling stories. You cannot read one part of
it and leave it on the shelf as you can with a book, you cannot start in the middle or
rewind as you can with a video, and you cannot repeat it one after the other as you can
with a dance figure” (Kortun, 2017) At this point, Walter Benjamin’s words in his
article titled On the Concept of History, “The real image of the past is ephemeral. The
past can only be captured as a painting which all of a sudden shines and enlightens the
moment it shows itself never to appear again,” reminds one of this descriptive
property of exhibitions (Benjamin, 2012, s. 41) Reconsidering, evaluating, analyzing
and writing about exhibitions that are structures which are experienced at a certain
period of time and which experience the time as well turn them into an historical

image. Doubtless, the combination of these images forms a canon of exhibitions and

¥ “Bruce Altshuler is Director of the Program in Museum Studies, Graduate School of Arts and
Science, New York University. From 1992 to 1998 he was Director of the Isamu Noguchi Garden
Museum in Long Island City, New York. Altshuler is the author of Biennials and Beyond: Exhibitions
that Made Art History, 1962-2002 (Phaidon Press, 2013), Salon to Biennial: Exhibitions that Made Art
History, 1863-1959 (Phaidon Press, 2008), The Avant-Garde in Exhibition: New Art in the 20th
Century (Harry N. Abrams, 1994; University of California Press, 1998)”
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exhibitions history writing. Curatorship being recognized as a profession and
curatorial works being recognized and popular as a discipline/field all over the world
have increased the number of research and writing on this field. Most of this research
has appeared as publications that focus on exhibitions from a canonical point of view.
On the other hand, there have appeared controversial opinions on who would form a
canon of exhibitions according to what criteria and whether the history of exhibitions
is a subtype of the history of art or it is a discipline by itself. The concept of canon,
whose history dates back to Renaissance, to the book Georgio Vassari wrote in 1550
and updated in 1568 named The Lives of Famous Italian Architects, Painters and
Sculptors, has recently come to the agenda related to the issue of exhibitions (Erden,
2015, 5. 9) * In his article titled “A Canon of Exhibitions,” Bruce Altshuler argues that
though the controversy over the history of exhibitions is relatively new, with the
change in the general landscape of the history of art, art’s interest in social and
institutional histories has increased. Altshuler has accepted that the history of
exhibitions appeared as a critical questioning and academic study field in the last
decade and highlighted this fact in the introduction to his publication on canonical
exhibitions (Altshuler, 2013). Claire Bishop and Lucy Steeds discussed whether the
history of exhibitions is a subtype of the history of art in the summer issue of the
journal Artforum (2014). Steeds strongly argues against the idea that the history of
exhibitions is a historical subtype which is formed based on geographical prejudices
within the discipline of art history. Bishop, on the other hand, emphasizes that the
exhibitions which Steed also included in her publications are made up of works of art
belonging to the history of art and they, therefore, should be analyzed under the

history of art (O’Donnell, 2016). Lucy Steeds deals with the issue of the history of

* Osman Erden’s essay titled An Essay On the Concept of Canon in the Field of Art in Turkey was not
included in the journal but printed as an annex and distributed.
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exhibitions as a promising research and questioning field rather than its being a
discipline or subdiscipline (Steeds, 2016, s. 17). As T.J. Clark mentioned in his article
in 1974 The Social History of Art, it is necessary to consider artistic production
conditions and the public venture of art while writing the social history of art (Clark,
1974, s. 561-562). In this case, the discussion related to its being a discipline or a
subdiscipline is unnecessary. The writing of the history of art is doubtless an
indispensable field of research. Christian Rattemayer stated that in discussions related
the history of exhibitions; the two essential elements are far from today’s discourse
and controversies. According to Rattemayer, “the first element is related to
recognized canon of important exhibitions. The second element has to do with
identifying a scientific terminology and methodology. The exhibitions compiled under
the heading of important exhibitions are subjectively chosen by the author’s
specifications and monopoly without any criteria and these cannot go further than
being just a categorization of exhibitions types.” Along with many unidentified and
undiscussed problems related to methodology, terminology as well as categorization
and canon, recognition of the history of exhibition as a field is just a phenomenon

resulting from current appreciation (Rattemeyer, 2011, s. 255)

Teresa Gleadowe argues that the interest in the history of exhibitions stems
from artists’ practices. The conceptual shifts as of the late 1960s caused exhibitions to
be perceived as creative activities. Artists turned the exhibition venues into their
creative work environment through objects and activities and presented structures
where the line between a work of art and an exhibition became blurred beyond the
traditional structure of exhibitions. To Gleadowe, while doing these, artists thus
proved that the history of art could not be separated from the history of exhibitions.

Moreover, along with these developments, the history of exhibitions constitutes the
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major part of the curriculum of the education in this field as a tool for determining the
role and duties of the curator and identifying the development of curatorial works

(Gleadowe, 2011, s. 249)

Kenneth Luckhurt’s book titled The Story of Exhibitions published in 1951 is
one of the preliminary works on the history of exhibitions (Madzoski, 2016, s. 12)
(Madsozki, 2013, 12). In this book, Luckhurst dwells on how exhibitions were
employed as cultural forms starting from the late 17th century. The Power of Display:
A History of Exhibition Installations at the Museum of Modern Art, authored by Mary
Anne Staniszewski in 1998, examines exhibition designs as a cultural practice and
aesthetic tool and the changes it went through over the history of exhibitions of the
New York Modern Arts Museum. It is my personal belief that it would not be wrong
to state that Bruce Altshuler is the most important person to contribute to the
establishment of the history of exhibitions as a field. With his Salon to Biennial
books titled The Avant-Garde in Exhibition: New Art in the 20th Century published in
1998, Salon to Biennial - Exhibitions that Made Art History, Volume 1: 1863-1959 in
2008, and Biennials and Beyond: Exhibitions that Made Art History: 1962-2002 in
2013, he helped to form a comprehensive resource on important exhibitions in the
history of exhibitions and allowed it to be established as an academic field of study.
Jens Hoffmann’s book Show Time: The 50 Influential Exhibitions of Contemporary
Art is also one of the publications that contributed to the history of exhibitions with its
canonical approach. Since 2008, Afterall has organized symposiums and lectures
under the title of Exhibition Histories: Books and Events and has published 10 books
that focus on exhibition organization starting from 1955. In addition, Journals such as
The Exhibitionist, Manifesta Journal, On Curating that focus on curatorial practices

and exhibitions have continued to form resources with solid content for the field.
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In Turkey, on the other hand, although there are a few studies and research
focusing on important exhibitions of the past, its being established as a field has not
come to the agenda yet and a suitable environment for discussion and publication on
this issue has not been created. There have been a number of thesis studies on State
Painting and Sculpture Exhibitions, which occupies an important place in the Turkish
art history, New Trends, Contemporary Artists exhibitions. Nevertheless, the concept
of exhibition and the history of exhibitions were not specifically handled. The socio-
economic and political situation of the period examined constituted the background of

these studies.

Even so, when the content of the theses written on the history of art and recently
published books focusing on the modern history of art is examined, one can see a
chronological order in reference to exhibitions. And this situation verifies what Harald

Szeemann expresses:

“Exhibition history-“It is now widely accepted that the art history of the
second half of the twentieth century is no longer a history of artworks, but a

history of exhibitions” (Szeemann, 2007).

Most of the sections of the book prepared under the editorship of Halil
Altindere and Siireyya Evren, User’s manual: contemporary art in Turkey 1986-2006,
follow certain exhibitions chronologically. The history of post 1960 art, on which the
book focuses, has been attempted to be written through exhibitions. The portfolio
titled First Exhibitions — A Selection which was prepared by Omer Faruk Serifoglu for
the 156th issue of Sanat Diinyamiz journal examined in some sense the first
exhibitions in the history of exhibitions in Turkey. Although he did not make a

distinction as to the field of the history of exhibitions, in the introduction part of the
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portfolio, Serifoglu emphasized the importance of examining the exhibitions. By the
statement “This portfolio which we compiled under the title of the first exhibitions
consists of texts that shed new lights on our art history,” he wanted to draw attention
to the fact that the missing issues of art history would be noticed as a result of
examining the exhibitions (Serifoglu, 2017, s. 41). There is no doubt that the art
history today is not evaluated separately from the history of exhibitions. The increase
in the number of studies and research on the exhibitions will facilitate the
understanding of art. Making the writing of art history clearer and accessing clear
information will be possible through a meticulous examination of exhibitions and the
sharing of information by the first-hand witnesses. The March 2019n issue of Varlik
journal explored today’s writing of art history. In her article published in this journal,
Burcu Pelvanoglu explained the benefit of examining an exhibition by saying “in fact,
an exhibition can be a substitute for a book™ by referring to Mark Rosenthal

(Pelvanoglu, 2019, s. 11-12)
2.3. Curating / Curator

As exhibitions are performed in a variety of forms, it is not possible to give an
exact definition of curatorship; however, in its most general sense, curatorship can be
defined as the profession of holding, creating and organizing exhibitions for
museums, art institutions, art galleries, companies, schools or for solely individual
purposes by someone who identifies himself / herself as a curator.® As a matter of
fact, far beyond this general definition, curatorship is a controversial totality of

comprehensive works that can be explained by a variety of tasks and models.

5 Curatorship was recognized and identified as a profession with the profession code of 262.04 by the
Social Security Institution affiliated to The Turkish Republic Ministry of Family and Social Services.
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The blurring of the borders between exhibition practices and artistic
production practices caused the distinction between an artist and a curator to deviate
and led to the profession of curatorship to assume a rather complicated structure.
Before the different duties and definitions of a curator are mentioned, it will be useful
to have a glance at the origins of the profession and the etymological meaning of the

term.

The etymological roots of the term “curator” goes back to the Latin term
meaning “guardian.” It is derived from the Latin word “curatus” (guardian of the
property) and from the Latin of the Middle Ages “curatus” (priest) and “curare” (take
care of, treat, heal), and it is coined from the English words of “curate” (priest) and
“curation” (treat) (Acar B., 2016) Curatorship as a profession first appeared in the
period of the Roman Empire. Curators were public service officials who were
appointed to guard people who could not take care of themselves. In addition, they
were assigned some official duties in a variety of public services. Thus, the Romans
established curatorship system in order to provide protection for both people in need
and public properties. The duty of a curator later evolved into the responsibility of
protecting and healing the spirits of the Christian community within the hierarchical
order of the Catholic Church (Madzoski, 2016, s. 30) Towards the end of the 18"
century, the curator started to be known with his duties in museums. The curator was
now seen as the protector of the collection in the museum for which he was
responsible; he had duties such as keeping the works of art, exhibiting them, doing
academic research on the collections and works of art and finding sources to enrich
the collections. “The director was holding the steer of the museum as an affectionate
academician who was supervised by a kind board of trustees.” With the increase in

the number of museums, the curator was transformed into a professional person who
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protected, kept and exhibited the collection of a museum.” (Schubert, Kiiratoriin

Yumurtasi, 2004, s. 68)

Hans Ulrich Obrist listed the role and function of the profession of curatorship which

gained a professional perspective in that period under four headings:

“1) Preservation. Art had to be understood as a crucial part of nation’s
heritage. Thus safeguarding this heritage became a primary responsibility of
the curator. 2) Selection of new work. As time passes, museum collections
must necessarily be added to, and the caretaker of the museum thus becomes
the caretaker of the national legacy which the museum represents. 3) The task
of contributing to art history. Scholarly research into the works already
collected allows the curator to pass on knowledge in modern disciplinary
fashion in the same way as the university professor. 4) The task of displaying
and arranging the art on the wall and in the galleries: the making of
exhibitions. This is the task that has come the closest to defining the
contemporary practice; one could even argue that a neologism is needed, so
completely has the curator —as austellungsmacher, or exhibition-maker,
departed from the traditional role of caretaking.” (Obrist, Ways of Curating,

2014, s. 25)

Madzoski suggested that it would be possible to divide the professionalization
process of curatorship in the field of art into two as pre and post World War 11
(Madzoski, 2016, s. 30) The curator whose responsibilities are what is quoted from
Obrist is the curator of the period before the war. After the war, the curator who was
defined with these certain duties within the museum model appears as a professional

whose responsibilities increased and as the creator of the exhibition.
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“In the decades after World War Il, there was a shift from this type of
“museum curator” toward what would eventually be called an “exhibition
auteur,” which is to say, the role of the “curator” as we understand it today.
(...) The defining of this new role of curator and the resulting discourse of
curatorial authorship arguably ran parallel to the establishment of new forms
of collaboration between artists and exhibition makers.” (Martini & Martini,

2010, s. 260-275)

The changes in artistic practices along with conceptual movements in the
1960s led to radical shifts in the history of exhibiting and exhibitions. The artists’
inclusion of space into their artistic productions or their attempts to transform the

space in the 1960s resulted in new responsibilities for the curator.

The most significant change- transformation in terms of the curator’s current
role is Szeemann’s activities. The exhibition titled When Attitudes Become Form:
Works-Processes- Concepts-Situations-Information, organized by Szeemann in 1