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PREAS U RE ZEYNEP UGAN

‘Hatrladiklarimin bana hissettirdikleri ile yolumu
cizmeye basladim’ Esra Kkaraduman

‘Gorduklerimi kopyalamak degil, bana hissettirdiklerinin
esdegerlerini yaratmam gerekiyordu’ Georgia O'Keefe
‘(Cektigimiz acidan, onu ancak sonuna kadar
deneyimleyerek sifalanimz’ Marcel Proust

2020 yilinda Ferda Art Platform proje odasinda yaptigi ilk serginin ardindan,

kapsamli ikinci kisisel sergisi ‘PREASURE’ ile sanat¢i Esra Karaduman, klasik minyatur
zanaatindan kdklenip, son dénemde daha da 6zginlestirdigi hem gercekgilik hem

de kismen sirrealist tutumlari bagdastiran ve bir o kadar da feminist anlatim dili ile,
seyirciyi kendi bellegi ve hatiralarindan yola ¢ikarak yarattigi hikayelere taniklik etmeye
davet ediyor.

Marmara Universitesi Giizel Sanatlar Fakiiltesinde Geleneksel Sanatlar egitimi
tamamlayan sanatgi, ardindan &zel davet ile Harvard Universitesinin Floransada yer
alan Rénesans Arastirmalari Béliimi'nde yiiksek lisansini tamamlamis ve orada Bati
Rénesans gérsel sanat teknikleri Gzerine arastirmalar yapmistir. Bir yandan da bu
sergide, minyatur teknigindeki dekoratif hikdye anlatimina ve geleneksellik baskisina
meydan okuyarak, fotografik detaylar ile tasvir ettigi figiir ve objelerin ‘gercekliklerini’
oldugu gibi géstererek, seyirci ile kendisi arasinda direk bir bag kurarak, bizi bu gercegi
gozlemlemeye ve ylzeyin 6tesinde anlatilan duygulari hissetmeye davet ediyor.

‘PREASURE’ sanatginin son Ug yilda kisisel olarak gectigi zorlu bir dénemde hem
bedensel, hem manevi ve hem de ressam olarak deneyimledigi ‘baski ve haz” iligkisini
tema aliyor ve hayatindan kesitlere odaklanan ‘oto portre’, ‘nesneler’, ‘kadin ve dogda’,
‘arka bahge ve murakka’ gibi serilerden olusuyor.

Yaklagik 20 eserden olusan sergide kullanilan kagitlarin bir kismi 10 yil dnce hazirlanmig
ve bekletilmis, digerleri ise 6zenle dogal olarak tretilmis. Eski el yazmasi tekniklerinde
oldugu gibi, dogadan toplanan bitkilerin (ceviz, ayva yapragi, hibiskus, gelincik, sogan
kabugu gibi) kaynatiimasi ile elde edilen ve sonra farkl kurutma, bekletme, asma

gibi iglemlerden gegen kagitlar zel renk, doku ve parlakliga sahip. Kék boya, guaj,
suluboya ve altin kullanilarak yapilmis islerin icinde, ayni zamanda 2 tane murakka
teknigi ile hakiki deriden Uretilmis kitap da yer aliyor.

OTOPORTRE VE MEKAN

Tarihte, kadinlarin icinde bulunduklari fiziksel mekan ile aralarindaki hem baski hem
de ozgirliik iceren celigkili iligki, Virginia Woolf'un ‘Kendine Ait Bir Oda’ adli romani
gibi dnemli edebi eserlerde de islenmistir. Ozellikle 19 ylzyilin sonunda, sosyal
hiyerarsilerin bir sonucu olarak hem edebiyat hem gérsel sanatlarda, ‘kamusal’ veya
‘halka agik’ alan ‘ataerkil’ veya ‘eril’ ile bagdastirilirken, ‘kisisel’ veya ‘domestik’ alan
ise hep ‘disi’ veya ‘kadina’ ithaf edilmistir.

Bunun yani sira, 20 ylzyilin Gnlt feminist sanat tarihi yazari Linda Nochlin, 1974 tarihli
‘Bazi Kadin Gergekgiler’ baslikli makalede sdyle der: ‘Bati sanat tarihinde, geleneksel
olarak erkek ressamlarin resmettikleri ni kadin portreleri genellikle belirli bir sosyal

rol veya cinsel sembolik imge tizerinden tasvir edilirken (Manet-Olympia; Velazquez-
Venus), kadin ressamlarin ni kadin temali eserleri ise hep ‘oto portre’ olarak varsayilip,
sanatcinin ‘i¢ gdzlemi’ lizerinden yorumlanmigtir.1



Postmodern bakis agisinda, Nochlin’in teorileri artik tutucu bulunsa dahi, vurguladigi
bu ‘igsel bakis’ veya ‘domestik alana odaklanma’, hem gercekeilik hem de daha sonra
gelen sanat akimlarinda dncti modern ve ¢agdas kadin sanatgilarin, mesela Frida
Kahlo, Louis Bourgeois veya Georgia O’Keefe ve hatta Tracey Emin gibi, pratiklerindeki
en 6nemli unsurlardan biridir. Sanat tarih¢isi ‘Cindy Nemser’in de dile getirdigi, gérsel
resim tarihinde kadin sanatcilarin gérsel dillerinde bu yakin-cekime alma, odaklanma,
detaylari ve tlim parcalari inceleme istegi, onlarin gergekei anlatim dillerinde énemli
bir rol oynamis, bir yandan da bedensel deneyimleri ile ylzlesme icglidisi, sanatgi
kimliklerinin bir pargasi olmustur.2

Ozellikle feminizm ve gercekgilik arasindaki iliskiye baktigimizda, Georgia O'Keefe'nin
de buna benzer bir teknik ile, 6zenle ve detayli resmedilmis bir nesneyi - kabuk,
kafatasi, gicek, legen kemigi gibi- parcalara ayirip, onu ait oldugu yerden ¢ikararak ve
hacmini buyuterek, ézgir bir sekilde varilmasini sagladigini ve nesnelere sadece tuvalin
ylizeyinde kalmaktan &te, kendi belleginin géziinden gegirerek, daha derin bir anlam
yarattigini gézlemleriz. Yani ‘ic mekan’ veya ‘giinliik nesneler’ ne kadar kisitlayici veya
‘banal’ olarak gérilse dahi, cogu kadin sanatgi icin, bir o kadar da &zgiirlestirici ve
hem duygusal, hem sanatsal, hem de politik olarak ‘yukli’ bir alan haline gelmistir.

Bu cercevede Esra Karaduman'in eserlerini yorumladigimizda, éncelikle sanatcinin
oldukga ataerkil bir gegmisi olan minyatiir geleneginden gelmesi ve bu gelenegin,
tarihi kisisel bir yoruma sunmaktan cok, islam dininin, kiiltiirel ve gérsel prensiplerine
uygun, dogmatik ve bir o kadar da imparatorluk ve politika tarihini merkez alip,

disi perspektifin cok nadir rastlandigi bir gérsel hikiye anlatim bicimi oldugunu
unutmamak gerekir. Burada sanatginin minyatirden esinlenerek, kendi hikayesine
odaklanmasi, tuvallerini i¢sel diinyasi Gzerinden kurgulamasi ve bir kadin sanatci olarak
icsel diinyasini ele almasi, basli bagina hem sanatini hem de kendisini ézgurlestiren
cesur bir eylem olarak da okunabilir.

Sanatginin son sergisinde, teknik olarak, tasvirde kullanilan fotografik anlatimi baz
alarak hem kendi bedenine hem sectigi nesnelere daha da yakindan odaklanirken,
tuvalde bos bir alan yaratip bir sadelesme yolculuguna ciktigini ve figliri cerceveleyen
‘manzarayl’ minimalize edip, bu sekilde yalin bir anlatim sundugunu gériyoruz.
Geleneksel Osmanli minyatirlerinden ¢ok daha farkli bir kompozisyon diizeni ve akis
sistemi yaratan Karaduman, cok figiirlt, paralel anlatim veya yukaridan asagi sirali bir
hikiye anlatimi yerine, gérsel alanin ortasi veya sadece bir tarafina yerlestirilmis olan
figuirler ve detaylar ile mekéna ¢ok daha ¢agdas bir derinlik ve boyut anlayisi getiriyor.

Ayni zamanda, kendi bedeni, izledigi figlirler veya sectigi sembolik nesneler tizerinden
deneyimledigi baskiyi ve zevki, bazen bir seyirci veya izleyici, bazen de tamamen
seyirciyi direk hedef alan ‘samimi’ bir bakis agisi ile yorumlamasi, sanat¢inin gérsel
bakis acisi ve benligi (veya disiligi) arasinda, soyut veya gercekisti bir anlatimdan cok,
direk bir iliski oldugunu gésteriyor.

Monokrom ve pastel renk kartelasi ile ¢iplak bedeninin kirilganhigini ortaya
vuran ve izleyiciye, sanki mahrem, icsel bir diinyaya davet edilmis hissi veren
kompozisyonlarinda sanatgi ne kadar ince ve detayli minyatiirii animsatan firca
dokunuslari kullanmisgsa, oto portrelerinde de bir o kadar buytk fircalar ve daha
siddetli hamleler belirgin.



NESNELER

Karaduman'in etrafinda gézlemledigi nesneler, mesela giinligl, taragi veya odasindaki
cicekler, adeta bizi belleginde yasadigi o ana geri gbturirken, kullandigi acik ve

koyu renk tezatlari, mesela tuttugu gtinlGgu ayiran kirmizi kalem, hatirlama ve haz
duygusunu temsil ediyor.

Burada resmedilen korse, herhangi bir obje veya disi sembol olmaktan ¢ikip, direk
olarak yasanmis bir tecriibeye taniklik etmis, disi benligin bir parcasi olmus ve
sanatginin tasviri ile anlami yeniden aktive edilmis. Cikarilip, yataga birakilmis ve

artik iglevini yitirmis olan korse, yasanilan veya geride birakilan bedensel travmalari
sembolize ederken, ayni zamanda sanatginin geride biraktigi, ‘geleneksel’ olma

baskisi ve sosyal olarak tabi tutuldugu ‘kadin’ veya ‘minyatiir sanatcisi’ kimlikleri de
simgeliyor. Bundan 6nce yasananlar veya korsenin tam olarak neden orada oldugu ile
ilgili bir bilgimiz olmasa da, korsenin ¢cikmasi — baskinin kalkmasi- ve dzgirltgin verdigi
hafiflik ve haz duygusu, bir yandan da resmin, hem sanatgi, hem izleyiciyi bulusturan,
meditatif ve iyilestirici bir alan olarak tekrar aktiflestirmesine izin veriyor. Ayrica,
Meksikali kadin sanatgi Frida Kahlo’ nun gegirdigi kaza sonrasi tuval haline getirdigi
mitik korsesi gibi, Karaduman'in korsesi de metafor olarak kolektif gérsel bellegimizde
baski ve guzellik gibi olgulari cagristiyor.

‘Zaten Hig¢ Yoktun Sen’ adli eserde, tuvalin odak noktasi olan beyaz yastik, diger
solgun yastiklar ve yatagin neredeyse sonsuza uzanan boslugu ile cercevelenmis, belki
de siradanhgi ve sekilsizligi, en ince kirisiklik detaylarina kadar resmedilmis. Bu sekilde
tim gercekligi ve hayal glicinin zenginligi ile detayl olarak resmederek, neredeyse
bir peyzaj resmi anlatimi kullanilarak, minyatiir sanati ile gercekgilik arasinda yeni bir
lisan yaratilmis. Uzun bir siire beklenen ve gelmeyen sevgiliyi temsil eden bu resimde,
pastel dogal kagit tizerinde iyice belirginlesen beyaz yastik, yalnizhgin yarattigi bosluk
duygusunu daha da belirgin bir hale getiriyor.

KADIN VE DOGA

Karaduman'in resimlerindeki nii kadin bedenleri ve bahceler, ayni duygusal diinyamiz
veya bellegimizdeki hatiralar gibi, hem dogal olarak strekli bir degisimden geciyor,
hem de sanatginin icinde bulundugu duygusal dénem ile direk baglantili. Buradaki ni
figlir veya oto portre, sorgulanmayan, ylizeysel veya kliselegsmis bir ‘gtizellik’, ‘cekicilik’
anlayigindan veya ‘estetik haz’ vermekten &te, ‘kadin olma’ olgusu, kendi dogamiz
veya ‘doga ana’ ile iliski icinde olma olgusunu ve kabugundan yeniden dogmanin
barindirdigi, arzu ile aci arasindaki direk iliskiyi de gézler éniine seriyor.

Burada Karaduman'in, tim kirilganhgi ile aciga vurdugu ciplak figirler, seyircide
dogallik, fiziksel yakinlik, sefkat ve romantizm gibi olgulari da uyandirarak, bizleri hem
bir kadin hem de bir sanatci olarak kendini kesfetme ve yeniden dogma siirecine
taniklik etmeye davet ediyor. Sanatgi sectigi dogal renk kartelasi, profil perspektifi

ve lotus cicegi simgesi ile, kadin viicudunun ‘korumasiz’ veya ‘aligilagelmis’ bir cinsel
veya erotik sembolden 6te, belleginin bir parcasi olarak, tim varolus giicii ve 6zgur
iradesi ile oldugu gibi takdir etmeye davet ediyor. Hem oto portre hem de murakka
eserlerinde kullanilan lotus cicegi, yeniden dogus, kutsal disilik ve aydinlanmanin

da habercisi olarak, kendisini sinirlayan, kisith anlatim sekillerinden bagimsizlagmis

ve benligini yeniden kesfetmis olmanin verdigi hafifligin mijdesini de veriyor.
Resimlerinde yarattigi dogallik, hareketlilik, yalinlik ve samimi bakis ile sanatci, ni
kadin figlirtind, kaliplagsmis bir ‘erotizm’ veya ‘haz’ algisindan ¢ikarip, kendini zorla bir
cerceveye sokmak istemeyen, ézgir iradeli ve arzularini ifade edebilen, bir o kadar da
savunmasizhigi ile barisik bir dille tasvir ediyor.



‘Riyalarin Yorumu'nda Freud, riyalarin ‘bastiriimig icglidii ve arzularin yerine
getirilmesi’ islevi gordigini ve onlarin sézel degil gérsel simgeler oldugundan
bahseder. Karaduman'in da &zellikle doga icinde tasvir ettigi itina ile secilmis renk ve
sembolleri bulusturdugu hayalperest tuvallerinde ve murakka eserlerinde, arzu, haz,
doga ile i¢ ice olma ve onun bir parcasi olma gibi bilingaltimizdaki dirtilerin, gorsel
metaforlar ile ‘gercek hayata’ aktarilmalari s6z konusu.

Bir yandan da sanatginin tasvir ettigi bahce, cicek ve faunalar, minyatiir sanatinda

da rastladigimiz, Mughal, Safavid dénemler de olmak Uzere, Islam dini ve saray
mimarisinde de dnemli rol oynayan bahce ve cicek kiltirinden alintilar iceriyor.
Antropolog ‘Jack Goody'nin ‘Ciceklerin Kiltiri’ adl kitabindan esinlenen, sanatginin
resmettigi ‘sakli bahce’ ve ‘kadin ve doga’ serilerinde siklikla kullandigi hasir otu, su
kestanesi, niltfer, lotus cicegi gibi bitkilerin her birinde gizli sembolik anlamlar sakl:.

Cicek ve bitki sembollerinde, agik ve koyu pembe, yesil gibi tonlardaki gecisler, araya
dikkatlice gizlenmis geyik ylzlerindeki canli surat detaylari, altin boyali detaylardaki
son derece hassas firga izleri ve su ylzeyindeki akisin gercekgiligi, sanatginin usta
boya teknigini gdzler énline seriyor. Ayrica insan figiirlerindeki ten ve sac renklerinin
dogallig), kara kalem sag detaylari, farkli durus ve pozisyonlarda hareketlerdeki
gercekeilik gibi detaylar hem sanatginin gorsel teknigi hem de sanatsal duyarliligina
dikkat ¢ekiyor.

Tamamiyla ciplak erkek ve kadin figiirlerinin, ayni Adem ile Havva hikayelerinden
kopup, kendilerini bulduklari bu gizli bahcede, sadece ‘kadin’ ve ‘erkek’ gibi tek dizey
bir cinsel anlatim veya tinsel erotik bulusmanin &tesinde, dogada ve hepimizde var
olan eril ve disi enerjilerin kendi i¢clerinde bulusmalari ve birbirlerini kabul etmeleri

de resmedilmis. Ozellikle ince uzun, fallik hasir otu ve yuvarlak ve yariklari olan disi
niltifer yapraklari gibi, dogada bulunan ve evrensel olan ‘ying’ ve ‘yang’ veya eril ve
disi enerjilerin de birbirlerini tamamladiklari bu erotik sahne ile Karaduman, sevgi

ve tenselligin en yogun baski ve haz iceren olgulardan biri olduguna da hatirlatarak,
ikisinin bulusarak dogurdugu orgazm ve ylice bitiinlesmenin de mucizesini veriyor.

1 Linda Nochlin, * Some Women Realists’ 1974, in ‘Women, Art and Power 1988, Harper & Row
2 Cindy Nemser, ‘Art Talk, Conversations with 15 Women Artists’ 1996, Westview Press
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PBEAS U BE ZEYNEP UGAN

‘I started out my journey based on the emotions evoked
by my memories” Esra Karaduman

“I had to create an equivalent for what I felt about
what | was looking at, not copy it.” Georgia O'keefe
‘We are healed from suffering only by experiencing

it to the full.” Marcel Proust

After completing her training in Traditional Arts at Marmara University Faculty of
Fine Arts, the artist accepted a special invitation to complete her master’s degree in
Renaissance Studies at Harvard University in Florence, where she studied Western
Renaissance visual art techniques. With an artistic style rooted firstly in academic
miniature painting, the artist’s authentic visual language, which entails both realist,
partially surrealist and feminist elements using detailed brushwork and subtle
illumination in her sublime illustrations invites audiences to bear witness to her
stories borne out of her memory and intimate experiences.

Having trained as a highly skilled academic miniature painter at Marmara Fine
Arts Faculty, Esra Karaduman received further training in Florence in Western
Renaissance painterly techniques and seeks to combine this background in her
Eastern and Western visual formation with a unique personal visual style. At the
same time, in her current retrospective, she challenges the historically limiting
role of the decorative miniature style by representing her chosen subjects through
painstakingly realistic details and conveying their ‘realism’ as they are through her
own lens, hence creating a direct link between herself and her series of powerfully
autobiographical works.

Playing on notions of pleasure and pressure as two constant, conflicting and yet
life-affirming forces, PREASURE focuses on the emotional and physical pressures
and pleasures the artist experienced on a personal, physical, emotional as well as
professional level throughout a challenging time. The exhibition is divided into series
titled as ‘self- portraits’, ‘objects’, ‘woman and nature’, ‘back garden and murakka’
representing different segments from this time.

The exhibition consists of approximately 20 works some of which have been realized
on unique organic papers produced by the artist 10 years ago following techniques
used in preparing traditional manuscripts and illuminated books, along with other
naturally produced sheets and papers. The highly textural papers were produced
using naturally sourced plants (such as walnut, quince leaves, hibiscus, poppy,

onion peels) and processed with particular dying, aging and drying techniques to
achieve a unique texture, colour and brilliance. The artist used naturally produced
dyes, watercolours, gouache and real gold in her paper works in addition to two
traditional handmade and leather-bound manuscripts.

SELF PORTRAIT AND INTERIOR

The conflictual relationship of ‘oppression’ versus ‘freedom’ between the female
bodily experience and interiors have been studied extensively in visual art forms
as well as in literature, as can be found in the pioneering work ‘A Room of One's
own’ by Virginia Woolf. Particularly towards the end of the 19th century, as a result
of historical and social hierarchical structures, the ‘public’ and ‘social’ space has
become more and more identified as ‘patriarchal’ or ‘male’ whereas the ‘private’
and ‘domestic’ interior space was dedicated primarily as belonging to ‘women’ or
the ‘female’.
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Following on from this gender based as well as socio-political divide between the
‘exterior’ and ‘interior’ and studying the development of ‘realism’ as an artistic style,
the pioneering feminist art writer Linda Nochlin states that in traditional Western art
history, as female nude portraits produced by male artists were interpreted primarily
as either ‘sexual voyeurism’ or via strict social codes (Manet-Olympia; Velazquez-
Venus), female nudes by women artists were usually read as ‘self-portrait” or as

a form of ‘internal gaze'

Even though Nochlin's theories were perceived to be rather conservative and
reductive by postmodernist interpretations, her original focus on the ‘internal
gaze' or the significance of ‘domestic’ or ‘interior’ spaces in relation to realism
and women’s art has played an important role in interpreting the artistic practice
of leading modern and contemporary female artists such as, Frida Kahlo, Louis
Bourgeois, Georgia O'Keefe and more recently Tracey Emin. Similarly, in art critic
Cindy Nemser's famous work ‘Conversations with 15 Women Artists’, themes such
as this ‘closing-in’, ‘focusing on the internal and the self’ and the desire to study all
details and parts of the subject or their bodies and surroundings are highlighted
when studying the visual style of these artists.2

Especially with regards to the relationship between feminism and realism, Nemser
gives the example of Georgia O’Keefe, an artist well known for dissecting and
closing in on her chosen objects, such as, a skull, a flower or a femur bone, firstly
by disassociating the object from its’ original surroundings and altering its’ physical
volume by giving it a full visual presence on the canvas, then refocusing on them
with a more intimate gaze as well as altering their symbolic presence. Hence, for
several female artists such as, O’Keefe, the quotidian banality of ordinary objects or
interiors were transformed into powerful visual metaphors charged with emotional,
artistic as well as political potential.

When interpreting Esra Karaduman’s works from this art-historical framework of
realism, it's important to note that the artist’s chosen medium, miniature painting,
is historically a strongly ‘male’ oriented form of storytelling as it relies primarily

on Islamic art and cultural principles of representing reality as well as recounting
imperial and political histories, very much lacking in the inclusion of a ‘female’
perspective. In this sense, the fact that the artist chooses to start out her visual
journey from the principles of miniature style and reinterprets it in order to bring
a close-up focus on autobiographical issues and depicting her emotional landscape
could be read in and of itself as an act to liberate herself and her artistic style.l

Linda Nochlin, * Some Women Realists’ 1974, in ‘Women, Art and Power 1988,
Harper & Row Furthermore, in this retrospective, the artist uses a technique based
on photographic representation ( as she has previously photographed some of

the scenes depicted in her canvases) and creates negative spaces in her drawings
in order to simplify and modernize the visual space in her paintings and minimize
the decorative framing usually found in miniature painting. At the same time, she
reconfigures the traditional miniature composition style as found in Ottoman
miniatures, by eliminating the plurality of figures, the characteristic ‘left-to- right’
depiction of stories and by playing with the sizes and placements of her figures in
her drawings to create depth and volume.

By constantly changing her ‘gaze’ from a ‘self-portrait’ drawn in profile to a nude
figure directly facing the viewer or a voyeuristic erotic scene, the artist seeks to
create an intimate and personal relationship with the audience, based on her artistic
identity as well as her femininity, thereby denying an ‘abstract’ or disassociated
presence.



Karaduman’s monochrome compositions produced on pastel or neutral papers
using both fine brush techniques as well as more aggressive strokes of paint make
references to the fragility and vulnerability as well as strength and self-sufficiency of
her subjects by also giving the viewer a sense of ‘being invited’ into her personal or
intimate space.

OBJECTS

The personal objects depicted in her drawings such as, her diary, a hair comb or
flowers in her room all serve to take the viewer back to a particular memory in her
imagination as the juxtapositions of light and dark colours, such as the red pen
inside the white journal seek to symbolize memory and passion.

The powerful image of the small and crumpled corset in contrast to the vast size
of the canvas is not only a symbol of ‘femininity’ or ‘bodily pressure’ but also
works as a metaphor to reveal the experience of emotional and mental pressure,
pain and the resulting freedom. Gently laid on the bed and no longer serving any
purpose, the corset becomes a depository of bodily trauma as well as the trauma
of having suffered under social constructs of ‘woman’, ‘artist’, ‘miniature painter’ or
others. Even though we are not given any information on what has happened prior
to the removing of the corset, the act of removal and conscious liberation has an
empowering sensation and symbolizes ‘freedom’, ‘lightness’ and ‘hope’ thereby
creating a space of healing through representation. Similar to the Mexican painter
Frida Kahlo's corsets which the artist turned into artistic statements by painting
them with different scenes and visual symbols and exhibiting them in her house,
Karaduman reminds us of the symbolic role of this object within collective visual
memory.

In “You Were Never There’, the white pillow takes centre stage, framed by an
infinity of pale sheets and other pillows the artist used to sleep with while waiting
for her lover to return. By depicting the very mundane and unattractive details of
this simple pillow with strong brush techniques based on her detailed imagination,
the artist flattens the visual perspective and zooms in on this white empty space, a
perfect allegory to the cold feeling of loneliness, rejection and isolation.

WOMAN AND NATURE

Just like the artist’s changing emotional states or the nature of memories, the nude
female figures, flowers and wild gardens in Karaduman's paintings seem as though
they were in constant motion, ever evolving and never static. The nude women

in different positions, sometimes hiding their faces and finding refuge in hidden
corners and at times sensual and self-confident are not only in direct relation to
the emotional landscape of the artist but also defy an unquestioned, superficial or
cliché understanding of beauty, sexuality, or erotic pleasure. These dynamic figures
are much more interested in being themselves, owning their space and accepting
their wild and at times timid urges, thus surrendering themselves to the natural
cycles

of life, death and rebirth.

As Karaduman depicts the vulnerability yet also strength of these nude figures in
full scale compositions with great skill using neutral and skin like colour tones such
as pale pink, faded peach and white hues evoking a sense of physical intimacy,
compassion and romanticism in the viewer, she also asks us to witness her personal
journey in rediscovering herself again as a woman and a painter. The profile and
indirect gaze of nude figures and the holding of the lotus flower, signifying fertility,
rebirth and erotic prowess communicate a sense of hope, freedom and lightness.
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By reinstating the body in a natural, animated and yet simplified and intimate
space, the artist seeks to reject the socially constructed notions of ‘beauty’,
‘perfection’ or ‘attractiveness’ based on a superficial understanding of pleasure and
instead reveals the beauty and strength in accepting a sexuality based on free-
spiritedness and vulnerability.

In ‘Interpretation of Dreams’, Sigmund Freud argues that dreams are primarily
about wish fulfilment and express unconscious desires, adding that dreams are part
of visual representation as they are non-verbal.

There is similarly a dream like quality in the effervescent and yet highly detailed
illustrations of Esra Karaduman, especially in her imaginative erotic garden series
where a collection of carefully chosen exotic flowers of lush pinks, deep greens
and gold hues along with primal animal symbols frame two lovers in the height
of their love-making. At first instance, these ‘murakka’ works operate in this

very subconscious category of ‘wish-fulfilment’ by metaphorically facilitating the
fulfilment of desire, pleasure, the urge to be in nature and part of nature visually
through the act of love-making.

At the same time, the carefully depicted flowers and fauna also have a stylistic
significance, as flowers, gardens and nature were perceived to be central to forms
of miniature painting as seen in Mughal, Safavid periods and in the depiction

of Islamic rulers, their gardens having highly symbolic meanings. Inspired by
anthropologist ‘Jack Goody's book ‘The Culture of Flowers’, the artist researched
the different symbolic attributed of flowers used in different painting styles and
included many different varieties such as, hidden bulrush, water chestnut, lotus,
waterlily imbued with hidden meanings.

The artists’ technical ability in alternating light and shadow between the different
shades of colour on these flowers, and realistic rendering of details such as the
face of a hidden dear, or moving water further add to the heightened sense of
dreamy pleasure bordering on the sublime. Similarly, the realistic and slightly
illuminated skin tones of the nude figures along with charcoal details on their hair
or the incredibly skilled rendering of moving bodies in such close proximity further
illustrate great artistic sensitivity and painterly force.

Just like Adam and Eve in the forbidden garden of Eden, the two nude figures

in the murakka (book) works are placed in this secret garden not only with a
voyeuristic and erotically charged depiction but also as an idealized version of a
meeting and mutual acceptance of ‘male’ and ‘female’ energies which are both
inherently present in all human beings, animals and the plant world. As the long
and plump bulrushes symbolize the phallic, the crevices of the curvy waterlilies
evidently allude to the vagina, thereby signifying the natural harmony and attraction
between these two energies as ‘yin’ and ‘yang’ even in nature and with the coming
together of these energies both in in the physical sexual act and allegorical terms,
the artist signals the final miracle of ‘pressure’ and ‘pleasure’ culminating in the
orgasm.

1 Linda Nochlin, * Some Women Realists’ 1974, in ‘Women, Art and Power 1988, Harper & Row
2 Cindy Nemser, ‘Art Talk, Conversations with 15 Women Artists’ 1996, Westview Press

11






Arka Bahge | Backyard -Il, 2023

Elle yapilmis hakiki deri cilt icine dogal kagit Gzerine guaj,
murekkep, suluboya ve gercek altin

Ink, watercolour and real gold on natural paper mounted
on handmade real leather bookbinding

40 x 84 cm
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Teslimiyet | Submission, 2023
Dogal maddelerle renklendiriimis kagit Gzerine guaj, suluboya ve gergek altin

Gouache, watercolour and real gold on paper coloured with natural substances
150 x 90 cm
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Kabuk | Skin, 2023

Kok boya ile renklendirilmis dogal kagit Gzerine guaj, murekkep, suluboya ve gercek altin
Gouache, ink, watercolour, and real gold on natural paper coloured with madder

110 x 140 cm
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iz | Mark, 2023
Kok boya ile renklendirilmis dogal kagit Gzerine guaj, murekkep, suluboya ve gercek altin

Gouache, ink, watercolour, and real gold on natural paper coloured with madder
100 x 70 cm
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Zaten hig yoktun sen | You were never there anyway, 2023

Kok boya ile renklendirilmis dogal kagit Gzerine guaj, murekkep, suluboya ve gercek altin
Gouache, ink, watercolour, and real gold on natural paper coloured with madder

70 x 100 cm
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Kalp kalbe kargi | Heart to Heart, 2023

Kok boya ile renklendirilmis dogal kagit Gzerine guaj, murekkep, suluboya ve gercek altin
Gouache, ink, watercolour, and real gold on natural paper coloured with madder

100 x 70 cm
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Guzelligin guct adina | By the power of beauty, 2023

Kina tasi ile renklendirilmis kagit Gzerine guaj ve beyaz altin
Gouache and white gold on paper coloured with henna stone
30 x 41 cm
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Sayiklamalar | Wanders, 2023
Dogal kagit Gzerine guaj, suluboya ve gergek altin

Gouache, watercolour and real gold on natural paper
70 x 100 cm
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Kaldigimiz yerden... | From where we left off, 2023

Dogal kagit uzerine guaj, murekkep, suluboya ve gercek altin
Gouache, watercolour and real gold on natural paper

100 x 140 cm
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Sere serpe | Spreading out, 2023

Dogal maddelerle boyanmig kagit Gzerine mix media ve gercek altin
Mix media and real gold on paper dyed with natural ingredients

48 x 65 cm
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isimsiz | Untitled -1, 2023

Dogal maddelerle boyanmis kagit tzerine suluboya
watercolour on paper dyed with natural ingredients
48 x 34 cm
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isimsiz | Untitled -1, 2023
Kirmiz ve ayva yaprag ile renklendirilmis dogal kagit Gizerine suluboya ve gercek altin
Watercolour and real gold on natural paper coloured with cochineal and quince leaves

43 x 31 cm
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Kuytu Gévdem | My secluded body -1, 2023

El yapimi kagit Gzerine suluboya ve karakalem
Watercolour and charcoal on handmade paper
50 x 35 cm
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Kuytu Gévdem | My secluded body -, 2023

Dogal maddelerle boyanmis kagit Gzerine suluboya ve karakalem
Watercolor and charcoal on paper painted with natural substances
20 x 33 cm
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Arka Bahge | Backyard -Ill, 2023

Elle yapilmis hakiki deri cilt, dogal maddelerle renklendirilmis
kagit Uzerine guaj, murekkep, suluboya ve gercgek altin

Ink, watercolour and real gold on natural paper mounted

on handmade real leather bookbinding

28 x 160 cm
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Ufle | Blow, 2023

Dogal maddelerle boyanmis kagit tzerine gercek altin
Real gold on paper dyed with natural ingredients

50 x 35 cm
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isimsiz | Untitled -11l, 2023

Dogal maddelerle boyanmis kagit tzerine suluboya
Watercolour on paper dyed with natural ingredients
33x29 cm
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Oteki | Other, 2023

Kok boyayla renklendirilmis dogal kagit Gzerine suluboya, murekkep ve gercek altin
Watercolour, ink and real gold on natural paper coloured with madder

33.5x48 cm
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Kuytu Gévdem | My secluded body -llI, 2023

Dogal maddelerle boyanmis kagit Gzerine gergek altin ve guaj
Real gold and gouache on paper painted with natural substances
41 x 295 cm
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Golgem | My Shadow, 2023

Dogal maddelerle boyanmis kagit Gzerine guaj
Gouache on paper painted with natural substances
70 x 42 cm
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