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Arete Sanat, adini aldigi “Arete” sozcigunun
icerdigi “erdem, iyilik, mikemmellik ve en
yuksek insan potansiyeline ulasma” yaklasimin
icsellestirmistir. Arete Sanat, erdem ile sanati
Ozdeslestirerek sanata sayqi ve sanatta sayqinlik
temel ilkesini benimsemektedir.

Arete Sanat, Ulke sanatina ve sanatcising sahip
cikan, bu dedgerlerin bilincine varan, onlari
koruyan, erdemli, bilincli bir kiltor-sanat toplu-
munun olusumuna katkida bulunmayi hedefle-
mektedir. Arete Sanat Galerisi, kaliteyi en st
noktada tutan durusu, saglam ilkeleri, sanata
ve sanatclya deger veren yaklasimi ve yik-
sek hedefleriyle saygin bir sanat galerisi olma
amaciyla yola cikmistir. Arete Sanat icin sanat
ve sanatcinin sayqi ile korunmasi, tlke sanatinin
yasatilmasl, tanitilmasi, genc kusaklarin sanata
ozendirilmesi esastir.

Arete Sanat, internalizes the approach of
“reaching virtue, goodness, excellence and the
highest human potential” as the meaning of
word “Arete”. Arete Sanat embraces the funda-
mental principle of respect to arts and respect-
ability in arts by identifying virtue and art with
each other.

Arete Sanat, aims to assist in constitution of

a rigtheous, concious, cultured-society which
claims its own country’s art and artists, aware
of their values, and protects them. With the
stance that sustaining highest quality, estab-
lished principles and the approach esteeming
art and artists, Arete Sanat Gallery, sets out to
be a proper art gallery.Protecting art and artists
with respect, perpetuating art and making it
known in our land,encouraging young genera-
tions about art is essential to Arete Sanat.






Sergiye Dair

Baslangicindan bu yana, arada sirada, figuratif (disavurumcu,ve hiperrealist) calismalar da yaptim. (Bkz.
http//:www.ademgenc.com). Ancak, bugine kadar actigim kisisel sergilerimde sadece soyut resimlerimi
sergiledim. CinkU bana gore, soyut ifadelendirme teknik ve yontem arastirmalar, algilanabilir gercekligin
temsilini terk etmek ya da geri plana itmek suretiyle, insanin alisilagelmis uzlasimsal gérme bicimine yeni
pencereler acmaktadir. Bu da, gercekligin,dondurulmus bir kare fotograf gibi, zaman ve mekan koordinatlarina
mahkim olmadigini gostermekte ve dolayisiyla, soyut imgelemin 6zgir ve sinirsiz giicini ortaya koymaktadir.
Galiba, “soyut”un bu kavramsal guici sayesinde, ben de, estetik algilama ve bakis diyalektigini, dinyanin
bu “bipolar-entropik” eksenine uyarlamaya matuf olan postmodern formalizmle hesaplasmaktan kendimi
alamayan sanatcilardan biriyim ya da ben kendimi baska tirlt tanimlayamiyorum.

Adem Geng, 2011
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DUZENSIZ DUZENLILIK

Yalcin Sadak

1/ Mesruiyet

“Gosterilen krizi”, bugin icin, ‘zamanin ruhu” denilen
bir durumu da imlemekteyse eger, Adem Genc'in
kurdugu dilin, oncelikle, bir mesruiyet sikintisi yok
demektir. 1980 yilindan bu yana kesintisiz ve spesifik
bicimde, tam da boyle bir sorunla ilgilidir cinkd Genc.
Spesifiktir ilgisi; ctnkd, aciktan acida, modernligi
hayli spekilatif bicimde ‘mevcudiyet metafizigine’
baglayan modernist anlayisa saldirmaktadir: Kendine,
yeterli butunlige ve o butinG kuran  o6gelerin
arasindaki iliskinin nedensel olduguna. Kuskusuz ilk
elde, bicimle ifade (gosteren/gdsterilen) arasindaki
0zdesligin kuramsal bir dayatmadan ibaret oldugunu
desifre etmekle yikimlG olan béyle bir sorgulamanin,
disiplinler/metinler arasi bir konumda direnc bulmasi;
metinden baglama kaymasi kacinilmazdir. So6zin
sifir noktasi olamayacadina gore, baglam da bizatihi
tarihseldir ve ancak, verili olani sorunsallastirabildigi
oranda tarihe eklemlenebilir. Ressamin biling duzeyi
cok onemli bu noktada; cunki baglam, ezberden
geliyor da olabilir. Genc'in, buginin ressaming,
dolayisiyla da kendine bictigi  ‘zorunlu” rol bu
bakimdan anlamlidir: “kavram ressamhigl.” “Kavram
resmedilemeyecegine, ressam da  sozcuklerle
konusamayacadina gore, ne demeye gelir bu s6z?
Oyle ya, ressam ‘konusur’, biliyoruz, kavram Gretmek
dedil onun isi. Niyetini soyler ressam; ne yaptigini
degil, ne yapmaya yeltendigini. Oyleyse, neye niyet
etmis olabilir “kavram ressami?

WDISORDERED ORDERLINESS

By Yalcin Sadak

1 / Leqitimacy

Embedded in today’s zeitgeist is the “crisis of the
signified”. Adem Genc's work has been courageously
and brilliantly elaborating the consequences of such
aesthetic and conceptual difficulties since the 80's.
To state the matter differently; if the expression of
the “crisis of the signified” also refers to the state
of the so-called “zeitgeist” today , it turns out that
the lanquage constructed by Adem Genc doesn’t
have a problem of legitimacy, because he has been
continuously and specifically interested in this very
problem. His interest is specific because he attacks the
modernist conception that conjoins modernity to “the
metaphysics of presence” and questions modernisms
presumed self-sufficiency. His work also arques
against the assumption that the relations between
all elements constructing that totality are causal. It is
inevitable that such an interrogation reveals contrast
between form and expression (between the signifier
and signified.) It is just a conceptual imperative
-encounters with a resistance at an interdisciplinary
inter-textual situation and a shift from the text to the
context. Due to the fact that the word can not have
a zero degree, the context itself is historical and can
not be attached to the history to the extend that
it can make the given a problematic. In this sense,
the “compulsory” role Genc attributes to today’s
painters and thus to himself is a type of meaningful
“Concept painting.” Despite the fact that a concept
cannot be painted and a painting cannot verbalize
the painter does speak, not by producing concepts
but by expressing his intention; what he intends to
do, not necessarily what he does. Genc’s work raises
the question; “What is the intention of the “concept
painter”?

*.taklit etmek yerine kavram ressamligina yonelmek bence kacinilmaz bir zorunluluktur.
yay. Ahmet Oktay, (2004). Adam Geng Post Dada ve Pop Strecinde Yeni Soyut yaklasimlar
/ New Abstract Approaches During the Period of Post-Dada and Pop. “Adem Genc'le
Roportaj- An Interview with A. Genc” . Bilim Sanat Publications

In my opinion, it is an inevitable necessity tending to be a concept painter in stead
of imitating. Ahmet Oktay, (2004). Adem Genc / New Abstract Approaches During the
Period of Post-Dada and Pop.” An Interview with A. Gen¢” . Bilim Sanat Publications



Ressam icin olanaksiz olan, nasil oluyor da onun varlik
durumunun zorunlu kosulu haline gelebiliyor? Ressam,
resmeden kisi; bakar ve ‘kaydeder’, tarihin siraladigi
rol degisimlerinde ressamca eylemenin dodallik
temelidir bu durum. Resim, modern déneme kadar
askin ya da duyusal gercekligi ‘tasvir” eder, temelde.
Arkaik cadlarda mitsel, dinsel toplumlarda sembolik,
akil caglarindaysa imgesel dizeyde; dolayll ya da
dogrudan, oykanmek istemistir ressam. Modernligin
lineer tarih anlayisi acisindan Empresyonizm, bu
gelismenin mantiksal son asamasini olusturur, bu
yuzden resmin 0z-gondergesel gercekligine tarihi
sonlandirici bir mutlaklik atfetmistir modernistler.
Peki, buglin icin ne soyleyebilir resim? Estetik
modernlik, natiralizmi tahtindan etmis ve kendini
olasi tim acilimlarinda tiketmisken nasil sakinabilir
yinelemekten? Resim temsile indirgenemez, kabul,
ama temsile timden kapanmis da olamaz. Bicimin,
rengin, imgenin  kendilik dederleri hayaldir son
c6zimde; daima kavramsal bir mevcudiyete yarilir
o kendilikler. Evet, ne yapacaktir bu esikte ressam,
temsilin de, saf disavurumun da kendi Gstine
kapanan bir butinluk kurmasinin olanaksiz oldugu
bunca ortadayken ve tarihin, degiskenleriyle oldugu
kadar, yinelemeleriyle de kusattigi bir ortamda,
nasil secilir kilacaktir cabasini? Kavram ressamligi
demek ki, buginin ressaminin boyle bir sorunla
yuzlesmek zorunda oldugunu duyurmak icindir 6nce.
Kastettigiyse suna yakin bir sey olmali: Saf disavurum
cagr kapanmustir, tuvalin hala daha bir seyler
soylemesi, ressamin, ressamca olmayan bir konuma
da cekilmis olmasiyla mumkindir. Peki mimkan
mu bu? Ressamin tarihte Gstlendigi roller acisindan,
elbette, hayir. Ne ikon ressami, ne nakkas, imgenin
sahsiliginde diretebilirlerdi.

How can it be that; what is impossible for the painter,
becomesanecessary condition of his existential state?
The painter, the one who paints, looks and records.
The natural basis of his role has changed throughout
history. Paintings have basically been “depicting” the
transcendental or the sensual reality, up to the modern
period. Artists visualized at the mythical level during
the archaic period, in religious societies symbolically
and at imagery levels during the age of reason.

The painter has always wanted to mimic, directly
or indirectly. Impressionism has been the last stage
of modernity regarding the linear understanding of
history, that's why modernists attributed to the self-
referential reality of the painting an absoluteness
that put an end to art history. If that is the case
what can painting say today? How can modernism
avoid repeating itself » Painting cannot be reduced
to representation, but it cannot be totally closed to
representation. The ultimate value of the form, color
and image is a dream in the final analysis. What
is the painter to do at this threshold? How is he
going to make his effort visible in a situation where
representation and mere expression is so obviously
inadequate for establishing a totality? Painting
cannot be reduced to representation, that's OK, but
it cannot be totally closed to representation neither.
Self- value of the form, color and image is a dream in
the final analysis; those entities are always ruptured
towards a conceptual presence. Then what’s going
to do the painter at this threshold? How is he going
to make his effort visible in a situation where it is
so obvious that it is impossible for he representation
and mere expression to establish a totality closing
to itself and in a situation where the history
encompasses with its variables as well as repetition.

“Concept painting” is the problem for today’s painter.
Despite the fact that the age of pure expression is
ended itis still possible for the canvas to say something
by relocating the painter to a status that is not painting
related. On the other hand, is it possible at all? Of
course not. Regarding the historical role undertaken
by the painter, neither the Byzantine icon artist or
muralist could insist on a personal aspect of the image.

Arete Sanat, 2010
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imge, onlarin elinde ebedi olani gésterir bicimde
soyutlanmaliydi  ve tam da bu ‘anlasmall’
niteliginden 6tirG  gosterge gibi is gormastar.
Naturalist sanatciysa gerceklidgi goriniste sinirlar,
bu yuzden imge ashnin benzesimidir ona gore.
Birinciler soyutlama, ikincilerse empati  yoluyla,
vahy'etmektedirler bir bakima, o kadar ki, resimle,
resme bakan g6z arasinda is gdren varlklanni
unutturmak isterler. Modernistler temsilin gicine
duyulan bu mutlak inanci yerinden ettiler, ama en az
hasimlarininki kadar dogmatik bir inanca yaslanarak:
Yapit kendine yeterli ve kendiyle dolu bir batinliktar.
Yapitin gercekligi boylece genel gercekligin yerine
ikame ediliyor, onu yapan kisi de ‘hikmetinden sual
olunmaz’ bir konumda, suskunluga gomiliyordu.
Fakat artik biliyoruz, temelli bicimde rol degistirmis
olmuyordu boylece, peygamberlikten tanrilida terfi
etmis oluyordu, hepsi bu. (Modern sanatci-6zne, kilt
bir figurdur.) Biliyoruz ki, ne bir gerceklik aktaricisidir
sanatcl, ne de gerceklikten yalitilmis bir gercekligi
(salt resimsel olani) hicten var edebilir. Unutturmak,
bastirmak istemis olsa da bir yorumcudur o. Daima
‘aradadir’  ressam; renk ve imge secimiyle, firca
surasuyle, tonlamalari, hesap disi patlamalariyla vahyi
kesintiye ugratmaktadir. Ya da pergelle cizip, firca izini
gorunmez kilacak bicimde boyadiginda bile, renk ve
bicim secimiyle yapitinin bagrina bir yoksunluk olarak
geri donmekte ve onun kendiyle dolulugunu ihlal
etmektedir. Kavram ressamligi bu kacinilmaz durumu
asmaya dedil onaylamaya yonelmis olmalidir; cink,
ancak bu kosulda bir olanaga donusebilir 0. Kavramlari
resmetmekten s6z etmiyor demek ki Geng, resmin,
bir de, kavramsal bir mevcudiyeti oldugunu ‘gérinar’
kilmaktan s6z etmekte. Duyumsanir, sezilir degil,
goruntr kilmak, fark yaratacak olan da, budur. Resim,
ne olduguyla, ne olmadigini tek hamlede 6ne strecek
bicimde, cifte kodlanmissa, tarihsel arka planina farkli
bir duzen verebilir, bunu demeye gelir. Yaptigi da,
tastamam bu.

Image functions like a sign, through its “pre-
arranged” characteristic. (The image had been
abstracted towards signifying the immortal.) In this
case the image functions like a sign through its pre-
arranged characteristics. Later the naturalist artist had
reduced reality to appearances. In a sense, the former
ones inspires by means of abstraction, and the others
by empathy, to the degree that they should erase
their functioning selves between the painting and the
eye viewing the painting. Modernists displaced this
absolute belief in the power of representation, but
based on a belief as dogmatic as the belief of their
adversaries: The oeuvre is self-sufficient totality full of
itself. The reality of the oeuvre was thus substituted
general reality and the one who makes it like an
“all mighty”, went silence. But we now know that
thus he has not changed his role permanently, he
has promoted from prophethood to divinity, that's
all. (Modern artist-subject is a cult figure.) We know
that the artist is neither a conveyer of the reality
nor he can create a reality (a pure pictorial one)
from nothingness. He is a glossarist even though he
wanted to make it forgotten, and suppressed it. The
painter is always “in between”; he interrupts the
revelation through his color and image selection, his
paintbrush strokes, his hues and his unexpected tint
eruption. Even he draws with the help of a compass
and colors in @ manner to hide the marks of the brush,
he keeps on returning to the very heart of his work
as a deprivation by his choice of color and form and
he deranges its plenitude with itself. Concept painting
must have been tended towards affirming this
inevitable situation, but not overcoming it; because
it can become a possibility only under that condition.
So, Geng is not talking about illustrating the concepts,
he is talking about making “visible” the fact that the
painting has also a conceptual presence. Making it
visible not sensible and perceptible. That is what will
make a difference. And it means that, the painting,
if it is double coded in @ manner that it can posit at
once what it is and what it is not, can give a different
order to its historical background.This is exactly what
Genc does.



Hem bicimsel dizenegin mantigindan, hem ad olmayi
fazlasiyla asan adlar Uzerinden, cifte kodlanmistir
Genc'in resimleri. Temsili olanla, olmayanin varligini
hem onaylar, hem onlar birbirine cézindiren bir
dissallida yaslanmistir. Bunun sonucunda da batanlik,
ancak, kokensel bir yarnlmada bulmakta karsihidini;
ogelerinin mekansal degil, uzamsal birliginde. Ama
elbette bu kadar yetmez, bir de nitelik kazanmis
olmasi gerek bu mesrulugun.

His paintings are double coded based on its logic of
formal arrangement and on names that excessively
overcome being a name. He both affirms the
existence of representative and non-representative
one; and he leans on an externality that dissolves
those two in each other. As a result of that the totality
can only find its counterpart in a radical fission; in the
temporal union of its elements, not the residential
one. But of course, it's not adequate, this legitimacy
must also gain a quality.

Arete Sanat, 2010
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2/Badlam

Modernizm, modernist ya da modern sanat
dedigimizde, tam olarak neyi kastetmekteyiz?
19.yizyihn sonlarindan, yakin bir zamana kadar
suren ve bir hayli cesitlilik arz eden sanatsal
pratikten mi, yoksa onu kusatmaya yonelmis,
kuramsal retoriklerden mi? Bizzat icracilar tarafindan
yonlendirilen yogun bir manifestolar, poetikalar, ilke
ve kurallar bombardimaniysa basli basina sorun. BGtin
bu devingen karmasadan secip ayirdigimiz nedir;
yapiti mi konusmaktayiz, yapit Gzerine mi? Dahasl
nerede durmaktadir yapit? Kuramdan da, poetikadan
da yuzde yuz badisik, dolayisiyla da adlandirlamaz/
tanimlanamaz bir sey midir onun mevcudiyeti, yoksa
her kosulda ve kismen, indirgenebilir midir? Sorular
cogaltilabilir, hem de tarihe yayilacak bicimde; ciinku
daima sanatsal pratikle kuram arasinda, karsilikli
etkilesimi kacinilmaz ve ongorilmez kilan bir uzaklik
vardir. Ne tam diyalektik orintalidir o da, ne
gerekirci, ne rastlantisal. Olmakta olandir, olmakta
olani barindiran bir mekan dedil, onunla bicimlenen,
onunla yayilan bir uzam. Sartre’in, disinceyle eylem
arasinda betimledigi akisa benzer bir akiskanlik.
Ressam resmetmeyi nasil anlamissa anlasin, sonucta
resmin ne olduguna ve ne olmadigina iliskin 6nermeler
gelistirmektedir, bunu yaparken de éncullerini tarihsel
sanattan ve resmin nasil alimlanmasi gerektigine
iliskin, resim disinda stren tartismalardan derlemek
zorundadir. Karmasik kesismelerle yayilan bir red ve
onama islemidir bu da. Kuram da sanati tanimlarken,
sanat olmayani da gostermek zorundadir, fakat o
bunu standartlar Gzerinden yapar. Kuram indirger
daha cok , sanatsal eylemse askinlastirir ve boylece,
siniflt bir karsiliklilik icinde, birbirlerinin  mesruiyet
dayanaklarina dondstrler. Ote yandan, toplumsal
hayatin istikrar icinde seyrettigi dénemlerde kuram
ve pratigin akiskan birligi belli 6lcide bir uyumluluk
sergileyebilir, fakat, kopus anlarinda o uyum, kopusun
derecesine gore,(radikal ya da kismi) kesintiye ugrar.

2 / Context

What is meant when one discusses “modernism”,
“modernist” or “modern art”? By these terms, do
we refer to artistic practices that evolved from the
late 19th century to the present day, or the academic
discussion which tended to enclose it? Poetics,
academic principles and shop techniques also create
problems of interpretation. From this dynamic chaos,
the artist’s oeuvre is reducible but not substantially
altered. Is its existence exempted to both the theory
and the poetic hundred percent so it may not be
named,/ identified, or is it partly reducible in every
circumstances? Questions may be reproduced, in
a way that can extend in history; because, there is
always a distance between artistic praxis and theory
which allows the correlative interaction unavoidable
and unforeseeable. This nexus is not entirely
dialectical, determinist or coincidental. It is “what’s
happening’. There is a fluidity between consideration
and action that is also a process of rejection and
acceptance  extending  complex intersections.
(Similar to Sartre’s thought of fluidity between idea
and action). It doesn’t matter in what sense the
painter understood the act of drawing, ultimately
he improves some prepositions regarding what the
painting is or not; and while doing this he must garner
his premises from historical art and the continuing
arguments outside painting which are about the way
how we should discuss painting. This is also a process
of rejection and acceptance, that extents by complex
intersections. While describing art, the theory should
show the one that is not art but it makes this through
the standards. Usually the theory reduces, on the
other hand the artistic act makes it transcendental
and thus, in a limited reciprocity, they transform to
substratum of legitimacy for each other. Per contra,
while social life is stable, the fluid unity of the theory
and praxis can show compatibility at a certain degree,
but, at the moments of rapture this compatibility will
be interrupted according to the degree of the rapture
(radically or partially).



Iste 0 noktada, yani, artik is gormez; yeniden iretemez
duruma geldigi yerde, sanatsal prosedurlerin bir
anlatisini kurmak olanakli ve de kacinilmaz hale gelir.
Radikal kopuslar icin ozellikle belirleyicidir bu durum;
cunkd, kismi kopuslar, kismen temsil edilebilir olsalar
da, “radikal kopuslar temsil edilemezler, onlar su ya
da bu kopus anlatilari icinde gosterilebilirler ancak.”
0 halde, yukandaki sorularla yizlesmek, éncelikle,
estetik modernligin bir envanterini cikarmis ve bir
anlatisini kurmus olmayi gerektirir.  Baska deyisle,
bizler, modern pratigin su ya da bu kazanimiyla
deqil, onun anlatilariyla  hasir nesiriz bugtn. Oyle
ya, modern sanat tim gérintimleriyle radikaldi
ve artik, kimsenin radikal bir kopus umdugu, cogu
kere de istedigi yok. Kuramla, eylem arasindaki
akiskanlik, tarihin hicbir doneminde olmadigi kadar
karmasiklasmis ve yodunlasmistir bugiin. Kuram,
butundyle kusatic, siniflandinc  olamadigl  yerde
retorige yaslanmak ve sanatsal aktivite hicbir radikal
kopus gerceklestiremedigi yerde kurama siginmak
zorundadir. Modern prosedirlerin is gérmedigi kesin;
Utopya ehillesmis, 6zne kayip, bilincdisi seylesmis
vb, dyleyse, buginin sanatcisinin, modern-otesi,
postmodern, post-yapisalcl, adina ne dersek diyelim,
modernlikle restlesen bir esikten ise koyulmasi
kacinilmazdir. Zamansal olmaktan cok, uzamsal, yon
gosterecek dayanaklari strekli yer dedistirip, kolayca
degis tokusa strUlebilen, ufuksuz ve sinirsizca devingen
bir esiktir bu da. Modernitenin ve modernizmin
ortuk bicimde telkin ettigi Avrupa-merkeziyetciligine
gore, gercekten de merkezsiz; tum gorunumleriyle,
gosterilenin sabitlenemezligine vurgu yapan savurgan
bir yogunluk. Buginin sanatcisi, bicimsel dizeyde
kopuslar gerceklestiremedigi sirece, anlam artinmina
gitmek (gosterilenin sabitlenmezligi ancak bu yolla
gosterilebilir) zorundadir o halde ve bunun da zemini
metin dedil, baglamdir. Baglam, fakat nasil? Yonsuz
yordamsiz  bir gidisi kosulsuzca onaylayan anti-
modernist bir siniclilik icinde mi, yoksa restlesmeyi
coztndirmek isteyen direncli bir konumda mi?

At that point, namely, when it fell in a situation that
could not function anymore or reproduce itself again, it
will be possible and fatal to build a narration of artistic
procedures. This is particularly decisive for radical
raptures, because, even though the partial raptures
can be represented partially, “the radical ones can not
be represented, they can only be shown in this or that
narration of rapture.” So, first of all, an inventory of
aesthetic modernity must be done and a narration of
it must be established to face the questions above. In
other words, we are bound up with the narrations of
modern praxis today not with this or that acquisition
of it. Indeed, modern art, with all its appearances, was
radical, and now, no one hopes for a radical rapture,
even wants it. The fluidity between theory and
pragmatic is more complicated and intensified today
like it never been at any time of history. The theory,
if is not totally encompassing and classifier, has to
lean against to sermocination and if artistic activity
doesn’t perform any radical rapture, it has to shelter
to the theory. It is obvious that modern procedures
don’t function properly; the utopia is became tame,
the subject is lost, the conscious is turned into a thing,
etc, then, it's inevitable for today’s artist to start work
from a threshold, no matter what we'll call it, ultra-
modern, post-modern, post- structuralist, that wagers
modernity. And this is a temporal threshold instead
of a spatial one and also it is so dynamic without a
horizon or a stint, so it can change the position of
substratum which will show direction and exchange
them easily. According to Euro-centralism that
implicitly suggested by modernity or modernism, this,
indeed decentralized, threshold is an extravagant
intensity that emphasizes the unsteadiness of shown
one with all of its appearances. Today’s artist has to
create new meanings then (because the unsteadiness
of the shown can only be inferred by this way) unless
he can perform some raptures at formal level, and
the context is the ground for that, not the text.
Context, but how? In an anti-modernist limitation
that unconditionally approves a course without any
direction and procedure, or, at a tough site that seeks
the ways of dissolving this challenge?
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Direncli olmak kuskusuz, direncli olmayr hakli kilan
dayanaklari bulmus olmak anlamina gelmez bu
durumda, fakat o 6zqgurligin bir disavurumu; dissal bir
gostergesi olmakla anlamlanir. Bugiinin sanatcisinin,
direnis stratejileri gelistirmekten umudu kesmesi icin
hicbir gecerlinedeniolamaz, tipki olumlayici pratiklerin,
kendilerini hakli kilacak bir nedenlerinin olmayis
gibi. Genc’in kurdugu badlamlar oyun oynamiyor,
bu kesin. Kavramlastirilabilir ama gésterilemeyen bir
gelecekten yukomlu bir pratigi dncelemekte onlar:
Muhalif, kusku-etigini canli tutmak isteyen bir simdiyi.
Bastan beri anlamla ilgilidir Genc, ama umulmayan,
hesapta olmayan, ele gecirildigi yerde elden kacan
anlamla. Umulmayan ya da hesapta olmayan,
her durumda, yapita, cerceve disindan eklenmek
zorunda olduguna gore, anlam Genc'in resimlerinde
daima askida demektir ve ayni anda iki dizlemde
birden is qorur: Gosterilemez olarak gdsterilen ya
da tersi. Evet, saf yapit nosyonuna saldinr Geng,
ama temsile ricu etmek icin degil, tersine, temsili
olanla, olmayani, birbirleriyle tokusturarak, onlarin
kendi tzerine kapall birer butunlik kuramayacaklarini
gostermek icin yapar bunu. Gerek resmin icinden,
gerek disindan bir dizi kinayeli midahaleyle araya
girer boyuna ve yapitla okurun (6zneyle nesnenin)
esit nedenselliklerini, tam anlamiyla 6zgUr birakir.
Baglam en baskin bicimde adlandirmayla resimsel
dizenek arasinda catilmistir. Bilisim kuramlarindan,
dirimbilime, teo-sofiden felsefeye eklemlenerek
yayllan baglami kurmada 6zsel bir dedere sahiptir
adlandirma. Baska deyisle, adlandirmanin biricik islevi
baglamsal anlami yogunlastirmaktir. Adlandirmayi
unutsak bile, resimler oyle teatraldir ki onlarin bize
baktiklari kuskusundan bir an olsun siyrilamayiz.
Bildigimiz ressam tavri degil bu da. Yapiti Gretme
surecinde dontserek, yapitta ickinlesen 6zne degil,
onunla (resimle) ayni dizlemde, resmin ne olduguna
ve ne olmadigina iliskin  énermeler de gelistiren
biridir. Keyfi de sayllamaz 6nermeleri; cinky, onlari
tartisiimaz bicimde makul kilan 6éncallerini tarihte
kurmaktadir. ilerlemeci de degildir; ctinki zaten tarihte
bir dodallik olarak is gérmis olan bir seyi (kuramla
pratik arasindaki akiskanligi) aciga almakta ve onu,
tarihe yayacak bicimde yeni bastan kurgulamaktadir.

Being tough, no doubt, doesn't mean finding the
substratum that justifying to be tough, but finds it
meaning by being a manifestation, an external sign
of freedom. Today’s artist can't have a valid reason
to give up hope developing strategies of resistance,
just as affirmative practices can't have a reason that
will justify them. It is definite that the context built by
Genc, do not hoodwink. These contexts introduce a
pratique that is responsible for a future which can be
conceptualized but can not be shown: A future that
is adversary and wants to keep sceptic-ethics alive.
Genc is concerned with meaning from the beginning,
but this meaning is an unexpected, unlooked for one.
Genc is concerned with meaning from the beginning.
But this meaning is an unexpected, unlooked for one.
A lost meaning that no one can capture it. By being
unexpected, unlooked-for, the meaning is have to be
added to oeuvre from outside of the frame in every
circumstances and it is always suspended and serves
more than two planes at the same time: as a shown
one that can not be offered, or vice versa. Geng,
attacks to  notion of pure oeuvre, but his purpose
is not to recourse the represented, on the contrary,
by making represented one and the other collide, he
intends to show that these two will never construct
a secluded integrity by themselves. Attacking the
notion of a pure oeuvre, the represented and the
context collide to show that a stasis will never be
achieved. (Attacking the notion of a pure oeuvre, the
represented and the context collide to show that
a stasis will never be achieved. (Genc, continually
butts in with a series of ironic inferences from both
inside and outside of the picture that frees the oeuvre
and the reader (subject and object). The context is
constructed between the terminology and the pictorial
mechanism, in a dominant manner. Terminology has
an essential value in establishing the context which
expends through theories of information, biology,
theo-sophy and philosophy. In other words, the only
function of terminology is concentrating the contextual
meaning. Even if we have forgotten terminology, the
theatricality of the pictures would not let us to got
free from the idea that they are staring us.



Resmin ne olduguyla ilgili ttm yanitlari onaylar ama
ayni anda, ne olamadidini da beyan eder durur. Tek
hamlede 6ne sirer ve vazgecer, resmeder ve konusur,
arzunun gicoyle bildigini, bildiginin  kararliigiyla
arzusunu ihlal eder durur. Boylece denetlenemez,
ongortlemez baglasiklarin catilip dagiimasiyla yayilan,
bir anlamlandirma mercii olarak secilir baglam.

And this is an unusual painter behaviour. Genc does
not turn into the production process of the oeuvre
and be a part of it, he takes place at the oeuvre
counter line and improves some prepositions about
what it is or not. These prepositions are not arbitrary,
because they find their acceptable premises which
are also unquestionable, in history. And he is not a
progressivist either, because he deal with something
that functioned as a nature in history ( the fluidity
between the theory and pratique) and designs it all
over by expanding it in history. He approves all the
answer about what a artwork is but also declares
what itis not, at the same time. He suggests and gives
up in a single move, he paints, he talks; and violates
his knowledge with the power of his desires and
his desires with the stability of his knowledge. Thus
the context becomes a authority of signification and
spreads by the help of uncontrollable, unpredictable
dissolution and reunion of colligatives
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3/Resmin Dedigi

Adem Genc'in kurdugu baglamlar en etkili modernizm
anlatilarindan ikisini; Clement Greenberg’le, Michael
Freid’in formalasyonlarini ozellikle muhatap almis
gibidir. Farkli oncillerden yola cikmis ve farkli pratikleri
tanimlar gérunseler de, s6z konusu formilasyonlar,
resmin baska temsil bicimleri karsisindaki 6zerkligini
vurqgulayan bir kaygida birlesmislerdir. Greenberg’e
gore modern sanat, Kantcl elestirinin azginlasmis
bir turevidir, bu badlamda resim, edebiyattan ve
heykelden arindigi yerde tanimlanabilir. Freid, felsefi
oncallerini Kant'dan degil, Diderot'dan devsirerek,
arinmanin tiyatroya yonelik oldugunu &ne sirer.
Geng, her ikisinin olumsuzladiklari 6zellikleri nerdeyse
abartarak seferber etmistir, teatrallik, heykelsilik ve
anlatisallik. Anlatisallik iki diizlemde birden is gordr,
resimsel kurgunun mantiginda ve adlandirmada.
Resimsel butunlik, tutarliik acisindan, birbirinden
farkli mekanlar 6neren 6gelerin (soyut-disavurumcu,
geometrik ve temsili) beklenmedik birliginde
gozetilmis oldugu icin, ayni anda, hem kavramsal
hem deneysel bir uzamda konumlanir. Her nasilsa
oyle adlandinimak/gosterilmek zorundadir o da ve
boylece, bir baska anlamlandirma dizlemine cekilmis
olmaktayiz: Adlandirmanin  siraladigi olasi anlam
katmanlarina. Heykelsilige karsilik olarak da, ilk donem
resimlerindeki, burusuk ya da keskin oyuklu, (kumas,
kagit ya da sentetik oldugu pek de ayirt edilemeyen)
yuzeylerle, organik cagrnisimli gorinimleri, sonraki
resimlerindeyse  dizgin  silindirik  cubuklarla,
borumsu, kabuk imgeleri gosterebiliriz. Ustelik bu
sonuncular, resmi toparlayici bicimde baskindir daima.
Teatrallige gelince, o da kuskusuz adlandirmanin siki
tartilmis entelektiel dozunda ve onlarin nesnelerini
karsitlamada ve onaylamadaki isabetliliklerinde
oncelenmistir ilkin. Kuadratik Fonksiyon, Gorsel Bir
Metaforun Uzamsal Oriyentasyonu, Yariya indirilmis
Postmodern Bir Bayrak Tasarimi Uzerine Soyutlamalar,
Seyler Nicin Olduklari Gibidirler, Iskarta Seyler Sorunu...

3 / What the Painting Says

Adem Genc’s contexts are seems like based on two
influential modern narrations: formulations of Clement
Greenberg and Micheal Freid. These formulations are
may be set out from different premises and define
different pratiques but they conjugate in a inquietude
which emphasizes the autonomy of picture (image)
against other forms of representation. According to
Greenberg, modern art is a fierce derivative of Kantian
criticism, in this context, it is needed to purificate
picture (image) from literature and sculpture in order
to define it. By taking his philosophical premises
from Diderot, instead of Kant, Freid claims that
the purification must be done in drama. Gen¢ has
mobilized the features (dramatic, statuary and
literary)  that negated by both Greenberg and
Freid, and almost glorified them. Narrative functions
in two ways for Genc; as logic for pictorial fiction
and as terminology. Artistic integrity is observed in
unexpected combinations of components (abstract-
expressionist, geometric and representational) which
suggest different spaces. His paintings are located in
a space that is both theoretical and empirical at the
same time. Thus we are in stratums of meaning
classified by terminology. It is possible to illustrate
wrinkled or sharp-grooved (hard to understand if it
is a piece of fabric, paper or synthetic item) surfaces
and organic associative appearances in first-term
paintings and smooth cylindrical rods, pipe-like, crust
images at recent paintings, in lieu of remuneration
to sculptural features. Besides, the last ones are
more dominant, because they give the painting its
last form. And certainly, the dramatic features are
preceded in the well-discussed intellectual dose of
the terminology, and its ability to fulfill and affirm
their objects first of all. “Quadratic Function,” “Spatial
Orientation of A Visual Metaphor,” “Abstractions For A
Postmodern Conception of A Flag At Half-mast”, “Why
things are the way they are?”, And the problematique
of “Discarded Images and Dispersed (extended)
Formation”....



Bilinclice meydan okuyan konumlanmalara isaret
eder bu adlar, tuvalin sinirlarindan inerek, resmin
gercekligini kavrayisin akisina aralar. Ote yandan,
resimsel birligin mantigindan da gozetir bizi o
uyaniklik. ilk bakista nedensel bir ilkeden yoksun
gibi goriinen o butunlestirme, oyle siki eleyip,
oranlamistir ki, dodaclama alanlar, jestler bile, adets,
omuz Uzerinden g6z kirpmaktadir bakana.  Ayirici
bir niteleme icin, Genc'in yapitlar asin bir bilinclilik
icindedir demek hic de abartili sayilmaz. Saninm,
bicimin parcali birlidine gerilim katan da budur; 6ne
surdogu birligin, baska tir nedenselliklerden 6ne
surulemez oldugunun, fazlasiyla farkinda olmak.

Fakat bu noktada kaliyor degil Genc. Yukarida
betimledigim durumu bir de tersinden isler kilmakta.
Yani, resmin, saf olmayan varlidini 6zgurlestirdigi
kadar, saf varligini da baskin kilmayr hedefler.
Modernist bir ara duradl ve kesintileri saymazsak,
Genc'in bir resimden digerine, pek az cesitlemeyle,
konfigire ettigi 6geler sunlardir; Soyut disavurumcu
alanlar, geometrik bicimler ve betimleyici imgeler.
ilk ikisi modernizmin saf araclandir, sonuncularsa,
natdralizmin bir totolojisine sans taniyacak bicimde
indirgenmis oldugu icin, saf. (O hacimli gérintmler,
6lcimlu sopalar ya da borumsu kabuk imgeler, su ya
da bu nesneyi imleyemez, ancak cadristirr.) Araclarin
bu bicimde dizilenmesi onlan kendilik degerleriyle
yukomler ilkin. Baska deyisle, bu secim, modernist
butunluk anlayisini verili aldigi gibi, temsili 6zdesligi
de onaylar gorinmektedir. Bu onaylama bir baska
dolayimla da giclendirilmistir ayrica. Soyle ki, butinlik
acisindan so6z konusu yukimlalogu hakli kilacak hicbir
dayanak vyoktur, cunki, catildikca dagilmaktadir
butunluk. Dahasi, adlandirmayla da birlesince, pek
cok bakis acisina ve tepkimeye izin veren bir anlam
taskinligina yol acmaktadir. Ama iste, tam da o anlam
taskinligini zapt edemedikleri yerde, bicimler ve
resimsel dizenek, déntp dolasip kendiliklerini 6ne
surmeye mecbur kalmakta. Orada, tuval yizeyinde
bir butinlik arzulanmistir, evet, ama organik olarak
catilamazdir; ressam, hem bir taskinlik, hem katiksiz
bir tutumluluk icinde eylemistir cinku.

These names indicate positions which defy consciously
and by going outline of the canvas, they search for
reality of the painting at the flow of comprehension.
On the other hand, this vigil quards us against to the
logic of pictorial unity. At first glance that integration
that appears to be devoid of a causal principle,
is sift so tight and estimate the painting that even
improvised spaces, gestures, winking to the people
looking itself. For a differential qualification, it will not
be exaggerated to say that, Genc's works are in an
extreme consciousness. | guess, this is what adding
tension to the fragmented unity of the form; to be
aware of there is no other type of causality to posit
the unity, claimed before. But Genc does not stop at
this point. He makes the situation function in reverse
that | mentioned above. That is, while he frees
impure existence of the painting he also aims making
its pure presence more dominant. Except a modernist
intermediate-stop and some interruptions, these are
the elements which he configured from one painting
to another, with a little difference: Pure-expressionist
spaces, geometrical forms and descriptive images.
The first two are the pure instruments of modernism,
and the others are so pure that they reduced to
give a chance to tautology of Naturalism. ( These
voluminous appearances, mensurable rods, pipe-like
crust images can not indicate this or that object, they
can only associate it. First of all, the classification of the
instruments in this way makes them responsible for
their own value. To put it another way, this choice, as
adopting the given conception of modernist integrity,
seems like confirming representative identity. This
confirmation is also strengthened indirectly. Namely,
there is not any substratum that can justify said
responsibility for integrity, because this integrity
decomposes while it's been gathered. Moreover,
it engenders an intemperance of meaning which
allows many new perspectives and reactions when
it conjoined to the terminology. But here, precisely
where the forms and the pictorial mechanism can not
control this intemperance of meaning, are forced to
assert themselves ultimately. An integrity is desired
there, on the surface of the canvas, yes, but, it can
not be built naturally; because the painter acted both
in intemperance and absolute frugality.
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Modern sanat ya da estetik-modernlik ve modernizm
deyimlerinin bircok farkli kullanimi var bugin. Benim,
yegledigim kullanimiyla, estetik modernlik (kimi
de, ylksek modernlik) 19. yuzyihn sonlarindan,
yaklasik 1950°li yillara kadar devam eden sireci
adlandinr ve surecin karakteristigi, yari deneysel,
yarl kuramsal olusudur. Modernizmse, bu surecin
tam Ozerk bir anlatisidir. 2. Dinya Savasl sonrasinda
ABD’de konuslanan “gec modernitenin” bir icadi ve
ideolojisidir. Oyle ya, 50'li yillardan baslayarak, ardina
devlet destedini de -0zellikle ABD'de- alarak, bagimli
sanata karsi “hir dinyanin ifadesi” olmak gibi, oncelikli
bir misyonu vardir onun ve bu bakimdan, soguk
savas déneminde, kapitalizmin aldigi yeni emperyal
konumla fazlasiyla icli dishdir. Motherwell'in sosyalist,
Rothko'nun anarsist, Pollock’'unsa “lanet olasi bir
Stanlinist” (Greenberg) olmasi  kimin umurunda,
sanat kurumunun tam ozerkligini (gercekte, genel
meta Uretiminin bir tdrevine indirgenisini) liberalizmin
bir zaferi olarak kutsamistir modernizm. Fakat onu
bu konumundan da geriye ceken, epistemolojik bir
acmazi daha var: Saf yapit, felsefi duzlemde, kolayca,
yiceyle iliskilendirilebilir kuskusuz (Lyotard), fakat,
resimsel s6z dizimi acisindan éncelikle, kendi kendini
gosterdigi iddiasindadir o. iste tam bu noktada,
Kartezyen dualizme yenik duser; dedil mi ki, saf yapit,
nihai olarak, soyutu gosterir ve orada da, ussal/ruhsal
karsithd kacinilmazdir. Kacinilmaz; ciinks, modernlerin
tersine, modernistlerin “resmin ortami” diye, a-priori
bir ilkesi vardir ve o yasa, araclarin ortama uyumunu
zorunlu gorir. (ide Griind idenin mekaninda, disavurum
deneyimin.) Daha da acidl, De Kooning'le, Barnet
Newman'i, ayni yizeyde tahayyul etmek olanaksizdir
modernist acisindan. Kartezyen dualizmle (6zne/
nesne ayirimi) estetik modernlik arasinda derin ve
cetrefil iliskiler hala daha desilmektedir, ama savastan
onceki modernliklerin bu denli keskin bir kutuplasma
icinde olduklarini soyleyemeyiz. Mondrian'in resmi,
soz gelimi, firca izinden tam da aynsmis dedil.
Malevich, yuzeyi sifirlamakla, yalnizca duygulara
yer acmak istedigini dillendirmistir sikca. Geometrik
bicimler ve 6gelerle (diz cizgiler, dizgun egriler vb)
dogaclama alanlari mesk eden Kandinsky'yse basli
basina bir olaydir, bu baglamda.

In this case, every semantic inference is a “scrap”
and pictorial integrity can only be shown over the
self-value of its instruments. In summary, the ones
which are representative and allegorical, functions at
the same time and decomposed in Genc’s paintings,
sustaining one of these means to claim the other
one, compulsory. There are many different uses for
the terms like modern art or aesthetic modernity and
modernism. This reviewer prefers to use the term
aesthetic modernism as a process which began at
the end of the 19th century and continued through
the 1950’s. The characteristics of this process claims
to have both empirical and theoretical foundations.
In this particular process modernism is a fully
autonomous narration.  After the World War Il “late
modernity” became an invention and ideology
emanating from the United States. Indeed, starting
from the 50’s, with government support American
modernism had a mission to be an “expression of the
free world” against what it saw as a coarse and brutal
“socialist realism”. Despite this the leading artist of the
abstract expressionist movement in USA could not be
conveniently contained by any government ideology.
Variously described as socialist, Marxist, anarchist and
even vilified as “Damned Stalinist” they were blessed
with a certain intellectual and spiritual autonomy.
This autonomy has ultimately proved a victory for
liberalism that over time has proved crucial to the
maintenance of a vigorous western European culture.
But there is an another epistemological quandary
which retreats it from this position: without a doubt,
philosophically it is easy to associate the Oeuvre with
the Noble (Lyotard), but, primarily in the terms of
pictorial syntax, it claims showing itself only. Exactly
at this point, modernism is defeated by Cartesian
dualism; because Oeuvre ultimately marks the
abstract one and the dualism of the mental/spiritual
is inevitable there. Inevitable; because, modernist
have an a priori principle as “the environment of the
picture” on the contrary to moderns and according
to this law the complains between the tools and
environment is imperative.



Ama, Soyut Disavurumculukla, Post Painterly
Abstraction ya da Minimalizmde boyle bir ikilem
s6z konusu bile dedil. Bu durumda birinde duyular
Ustinon, digerinde duyulur olanin adina 6denmis
birer bedel oldugu da sorgulanacaktir, ister istemez.
Genc'in, tarihe yayacak bicimde sorguladigi da,
budur kanimca. S6z konusu karsithdi, hem ideolojik
acidan, hem epistemolojik yonden cozindurerek,
kurar sorusunu da. Donusturerek degil, cozindurerek,
sorunun nasil'ini belirleyecek olan da budur.
Donustirme  bir uyusmazhdi, uyusmazliga dissal
dayanaklardan karsisina alabilirken, cézindirme,
karsithdin mantigindan gelmek zorundadir. Besbelli,
modernist ayrismayl verili bicimiyle almstir Gencg,
ama onlart  beklenmedik bicimde iliskilendirir.
Araclarin  kendiligi  Uzerinden gozetilecek, a-priori
bir ilkesi olamaz bu islemin ama busbitin nedensiz
de sayllamaz; cunkd toparlayici 6gelerin hiyerarsik
onceligi aciktir. Baska tir nedenselliklerden sokilen
0 araclar, ne tam libidinal, ne duyular-Gsti olan bir
uzamda, kismen arzulanmis, kismen 6ngorilmas
bir birlik baskisiyla, carpisip uzaklagir. iste, o sinir-
patlamalardir resmin butun dedigi.

(Mental product states at the space of Idea and
the expression is at experience’s.) Confessedly, it is
impossible for a modernist to imagine De Kooning
and Barnet Newman at the same area. (It is difficult
to imagine De Kooning and Barnet Newman using the
same intellectual paradigms. The deep and complex
relations within aesthetic modernism are still being
discussed but a sharp polarization did not occur before
the second world war.) The deep and complex relations
between Cartesian dualism and aesthetic modernism
are still being discussed but we can not say that there
was a sharp polarization between the modernities
before the war. For instance, Mondrian’s painting is
not exactly decomposed from the brush strokes. Or
by resetting the surface, Malevich rather frequently
mentioned that he wanted to give some space to the
feelings. And Kandinsky who practiced improvising
areas with geometrical forms and elements (straight
lines, smooth curves etc.) is an event itself, in this
context. But there is not such a dilemma while we
are talking about Abstract- Expressionism, Post
Painterly Abstraction or Minimalism. In this case,
it is inevitable not questioning the noumenal and
the phenomenal were paid in exchange of what?
In my opinion, this is what Genc interrogates by
expanding it in history. And he improves his inquiry
by dissolving this antagonism both ideological and
epistemological angles. Not changing it to something
else, but dissolving it, and this is what is going to set
the “how” part of the question. Changing can discuss
a dispute over extrinsic resources but dissolution has
to originate from logic of the dispute. Obviously, Genc
took modernist dissolution like it is given, but he
relates them in an unexpected way. There is not any
a priori principle that can be seen over entities of the
instruments but there is of course a cause; because,
hierarchical priority of the elements is still definite.
The instruments which were taken from different
type of causalities encounter and separate again, with
a pressure of unity that partially desired and partially
foreseen on an extent which is nor exactly libidinal,
neither exactly noumenal. And, this border-burst is
what the painting says.
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Peki, ama gosterilenlerin bu girift ve dinamik
yayllimindan bir koken onerisi de cikmayacadina
gore, nasll isaret edebiliriz onu? Baglamin, bir baska
nedensellige gonderdidini fark etmemiz kacinilmazdir
bu noktada; cink(, ressam, cercevenin disindan, kimi
alimlama guzergahlari da onermektedir. Oyleyse, iki
nedensel btunligu, (temsili ve alegorik) olasi, fakat,
kalici bicimde ele gecmez bir (st birlige zorlamakla,
onlar, potansiyel acidan 6zgurlestirmek istemistir
sanatcl. Nedensellik yok sayilmis dedil, tersine,
olasi pek cok nedensellige isaret edecek bicimde
gorinmez kilinmistir. O halde, modernist bitinlige
karsi parcaliligl éneriyor olamaz o cézinme. Kaotik
de sayllamaz; cinki, geometrik ve yanilsamall
bicimlerin, dogaclamanin ritmini bozdugu acikca
ortadadir. (Modernist resimlerinde bile duyumsanir o
duzen kaygisi.) Eklektik de dedil, cunkd eder dgeler,
yan yanalik iliskisi icinde olsayd, ifadedeki gerilim
s6z konusu bile olamazdi. Nedensizlik de nedenlidir,
demek ki, duzensizlik de duzenli ve kendini her
kosulda, olasi kategorisinde 6ne surebilir.  Oyle
anlasiliyor ki Genc’in, buglnkid anlayisinin temelleri
1983'de kabul edilen doktora tezinde atilmistir. Entropi
ve Nedensizlik Acisindan Dadaci Sanat Hareketlerinin
Cozumlenmesine iliskin Bir Yontem Arastirmasi’dir
s6z konusu tezin adi. Tam da tez asamasinda, ani bir
kararla, pop-protest bir tutumdan bugunki anlayisina
sicramistir Genc. O zamandan beri (modernist resimler
haric) iki kurucu oncald vardir, Dada ve modernizm.
Onun kusatici olmaya meyletmis soyleminin, nasil ve
hangi zeminlerden entropiye baglanmis oldugunu,
Ahmet Oktay, 2004 yilinda yayinlanan, Adem Geng,
kitabi icin yazdigi kapsamli yazida aynntili bicimde
betimlemistir. ilgilenenler o yaziya bakabilirler. Ben,
yukardaki tabloyu tamamlamak icin oteki énculle,
Dada'yla iliskisine dedinmek istiyorum, kisaca.
Kanimca saf araclarin entropik birlidi yalnizca Dada’dan
oncelenebilirdir ve bunu kesfetmek, Genc'in en buyik
sansi olmustur. Modernizm ve Avangard. Modernligin
yuklu tarihinde, yalnizca bu ikisi, birbirlerinin, alter-
egosu olarak konumlandirilabilir gibi geliyor bana.
Her ikisi de anlami yadsir, fakat biri rastlantiya digeri
nedensellige yaslanmustir, ki, nedensellik ve rastlanti,
birbirlerini, varlik gerekcesi olarak 6ne strmekten
baska sansi olmayan, tam bir karsithktir.

Well, but, accordingly there will not be a preposition
of origin that can come from this complex and
dynamic extension of the signified, how can we mark
it? It is inevitable not to see that the contexts lead
us to another causality; because, the painter suggests
some routes of perception over the canvas. So, by
forcing the two causal unity (the representative and
allegorical) to become a high-unity that can never
be invaded, the painter actually wanted to free
them potentially. The causality is not ignored, on the
contrary, it is rendered invisible to be able to sign
many other causalities. Then, this dissolution can not
suggest fragmentation against to modernist integrity.
It can not be chaotic either, because it is obvious that
geometrical and mirrored forms break the rhythm of
the improvisation. (We can see a preoccupation of
reqularity even in his modernist paintings.) It is not
eclectic also, if the elements were side by side, there
would not be any tension in expressions. This means
even the gratuité has an occasion and irregularity
can assert itself in every circumstances orderly and
every possible category. Apparently, the background
of Genc's conception is built at his doctoral thesis
which was defined in 1983. And the name of this
thesis is, “A Research Method Related to Resolution
Of Dadaist Art Movements At the Angle of Entropy
and Gratuité.” Genc jumped to today’s understanding
from a pop-protest attitude, with a sudden decision,
exactly at he dissertation stage. He has to leading
premises since then, Dada and modernism. You can
see how he related his discourse which inclined to
encircle, with entropy, why and in which grounds at
Ahmet Oktay’s book for Adem Genc that is published
in 2004. There is also an extended explanation
about this relation for the interested ones. | want to
mention briefly to the Dadaist relation to complete
the table above. In my opinion, the entrophic unity of
the pure instruments can only be escaped from Dada
and discovering it, was the biggest chance of Genc.
Modernism and Avant-garde. | think, only these two
can be positioned as the alter-egos of each other, in
the loaded history of modernism.



Ayni zemini (anlam disiligr) malk edinmek isteyen
iki zit konuslanma. Dada araclariyla ironik bicimde
mesquldir,  modernizmse  araclarini kendilik
degerleriyle kutsar. Dada, sanatin oOzerkligini de
gecip, sanat kurumunu hedef almisken, modernizm
o kurumu tam 6zerk olarak geriye ister. Dada sanatin
varlik durumunu tartismaya acarken, modernizm
onu nihai anlamda sonuca bagladigini var sayar.
(50°li yillarda, soyut sanatin kutsanisi, garip bir
bicimde, Kant'ci oncillerden, Hegel'ci cikarnmlara
variyor ve sanatin “kendi Uzerine disinimu” olarak
selamlaniyordu.)  Modernizmin, Dada’dan sokip
almak istedigi, uzunca listelenen bir karsitk hakki
degil, hayir, estetik modernligi kutsama statisudur.
Cunki Dada ve ondan icazetli olarak Sirrealizm,
sanat kurumuna saldirmakla, sanat/iktidar iliskisini
(Max Weber'in gecmiste suc ortakhigr biciminde
resmettidi iliski), geri donulmesi zor bir sinira tasimis
ve boylece estetik-modernligi, hayli muhafazakar
bir konumda sikistinr olmustu. iste bu tahakkimi
bertaraf etme girisimidir modernizm, o kadar Kki
hicbir modernist anlatinin bunyesinde kendine yer
bulamamustir avangard. Geng, yukardaki cekismenin
bir cozim 6n goremeyecedini distntyor olmall
ki, onlar sinirli bir ikame oyunundan kurtarmaya
yonelmistir. Yapit ne yadsinmistir, ne kutsanmis, o,
dinamik iliskilerin birligi icinde, yeniden ve daha Ust
bir doyuma ayartacak bicimde catilmaktadir an be an.
Dada'ya, entropi Uzerinden eklemlenmekle, yukarida
degindigim tirden baglamsal yonlendirmeler yapma
hakkini da kazanabilmektedir sanatci; ctinkd, Dada,
rastlantisal 6gelerin, umulmaz anlamlar dogurmaya
yazqil oldugunu fark ettirecek kadar asirlydi. Entropi,
Dada’da kendiliginden is gorr, Geng icinse o, tarihsel,
bilimsel ve epistemolojik gercekligi icinden, sanatin
varlik durumuna iliskin bu yeni tartismada, saglam
glvenceler sunan bir tir estetik yasalliliktir. Araclariyla
ironik bicimde mesguldir o da, ama bu artik, Dada’ya
gore bir ironidir (ondan ote ciddiyet telkin eder);
cunkd, rastlantidan geliyor da dedildir.

Two opposite deployments which want to possess
the same ground (informality of meaning).Dadaism is
ironically busy with its instruments but the modernism
bless its instruments with self-value. Dada passes
through the autonomy of art and levels off institute
of art while modernism wants this institute to be
completely autonomous again. Dada discusses the
condition of existence of art while modernism
hypothesizes that it already has its final conclusion.
(In 50°s, the blessing of abstract art was, oddly,
started with the Kantian premises and approached to
Hegelian conclusions and finally hailed as “art that
is thinking over itself. ) No, there is not a long list
of oppositions that modernism is trying to get from
Dadaism. It is the statute of blessing the aesthetic
modernism. Because Dadaism and with permission
from it Surrealism, took the art/government relation
(the relation that was portrayed as a complicity
by Max Weber before) to a limit hard to return by
attacking to the institution of art. And thus aesthetic
modernity was stuck in a very conservative position.
Modernism is an attempt for eliminating this
dominations, because of this the Avant-garde could
not find a place for itself at any modernist narration.
Genc must be thinking that the discussions above
could not stipulate a solution, so he is leading to free
them from a game of limited substitution. The oeuvre
is not ignored and is not blessed either. It's been
gathering together in the unity of dynamic relations,
moment by moment to gain a higher saturation. The
painter by being articulated to Dadaism over entropy,
achieves the right to make contextual quidance
at a type of the ones | mentioned above; because,
Dadaism was exaggerated so let us to notice that the
random items were destined to bear new unexpected
meanings. Entropy functions naturally in Dadaism, but
for Genc it is a type of aesthetic legality which comes
through historical, scientific and epistemological
reality and presents well built assurances about
the position of existence of art. And it is also really
busy with its instrument ironically but this is now an
irony (besides it suggests seriousness) according to
Dadaism; because, it doesn’t come from coincidence.
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Resmin disindan gelen tacizi fark ederiz yeniden
ve anlanz: Omuz hizamizdadir ressam ve bir seyler
soylemekte 1srarla; distncemizin akisini bozacak
seyler. Bir de ona kulak vermeliyiz, yoksa kor-topal
kalacak resme iliskin cikarimlarimiz.

Again we realize and understand the harassment that
comes from out of the painting: The painter is just
beside us and telling something insistently; something
that will disturb our consideration. And we must listen
to him if we do not want wrong conclusions about
the painting.



4/Ressamin Dedigi

Ressam hem resminin icinden konusmakta, dedim,
hem disindan. Resmin icinden siki tartilmis, kesintili
soz Obekleri arasindan sokin ettikce, cerceveden
tasmakta ve orada (kavrayista), zapt edilemedikce
de basladigi yere donmektedir. Kimi tanis konturlara
birinir orda burada, fakat bir baslangic icin
sabitlemeye kalkissak hemen silinir o konturlar.
Bir yandan, modernizmin hapsettigi parantezden
bosanmaktadir ressam, diger yandan Dadaci inkara
karsi, saglam zeminler yoklamakta. Ne kiiltlestirilerek,
ne hiclestirilerek yadsinmayi sineye ceker. Ne mutlak
bir suskunluktan seyreder yapitini, ne aci bir yoksunluk
birakir yerinde. Dinamik bir cogulluktur ve boyle
oldugu icin de, ele gecmezligi bir muktedirlige isaret
eder. Bir tirli vicut bulmaz ama acikca muktedirdir;
cinkd bir deneyim olarak degil, deneyimin birden
cok kosulu olarak secilebilirdir her defasinda. Bu
bakimdan, kendi varlik durumunu (tarihsel ve sanatc
kisiligini) en az dort kosulda sadlama almaktadir
Genc. Sanatcl kisiligi, birbirlerini, eszamanli olarak
karsitlayan, disavurumcu, betimleyici, 6z-gondergesel
ogeler Gzerinden, Gcli bir tam-olmazlik halinde
zuhur eder. Sanatci kisiligini tarihsel kisiligiyle sasirtip
yormak icinse, cerceve disindan baskin verir. (Orada
da bir baska cogulluk karsilayacaktir bizi, 6zneler aras
bir 6znellik, belli oranda kimelesmis séylemsel birlige
yasallik kazandirmaya calisan ve hi¢c de ressamca
davranmayan bir sivri dillilik.) Her iki dizlemde
de, sacip savuruyor dedgildir sozd. Sartrein arada
bir kacinilmaz gordigi “ozetini”, onlarin vadettigi
birlik Uzerinden catmak ister. Ama iste o noktada
da, proteus gibi kayiplara karisir ha bire. Kendinin
degil, bizim yoksunlugumuzu birakir ardinda; cunku
orda bir yerlerdedir varligi, elden kacinlandrr, elde
edilemez degil. Ressam, en acik bicimde, adlandirma
uzerinden baskindir kuskusuz. Cok da cesitleniyor dedil
ustelik; baglamsal yogunlugun ayak degistirmeye
ihtiyac duydugu yerde terk edilmistir adlar. Seyler
Nicin Olduklari Gibidir” ve “Iskarta Seyler Sorunu”,
sozgelimi. Seylerin olduklari gibi olmalari, Kantin, 1.
Kritiginin en 0nli cikanimlarindan birine gonderir ilkin.

4/ What The Painter Says

| said that the painter speaks from both inside and
outside of the painting. Painter appears suddenly from
well-discussed, discontinuous phrases at the painting
and turns again where he started because he couldn’t
capture them. The painting wraps to some known
contours in some places but these contours will be
lost if we try to immobilize them. On the one hand
the painter deviates from the parenthesis, modernism
imprisoned him and on the other hand, he searches
for strong grounds against to Dadaist abnegation.
He endured this abnegation without making it cult
or without reducing it to a nonentity. He does not
watch his painting in an absolute silence, he doesn’t
leave a painful deprivation to its place. It is dynamic
plurality and because it is something like that, its
impregnability indicates an ability. It can’t arise in
any way but it has a power evidently; because, it
can be chosen as various conditions of an experience
instead of an experience, in every single time. In this
regard, Genc quarantees his own statute of existence
(historical and artist personality) at least in  four
different conditions. His artistic personality presents
itself as a triple-semi-absurdity over expressionist
and descriptive elements which opposites each other
simultaneously. And to surprise and fatigue his artistic
personality with the historical one, got suppressed
from outside of the canvas. (And another plurality
will greet us there, an inter-subjective subjectivity, a
sarcasm that is not so artistic and helping clannish
union of expression gaining legality.) He does not
waste the utterance in both planes. And he wants to
built the “summary” of Sartre, over the unity which
they have promised. And at this point, he gets lost
eventually like Proteus. He leaves our deprivation
behind him, not his; because his entity is somewhere
out there. More clearly, the painter is certainly
dominant over terminology. And these names do
not vary ; they are abandoned where the contextual
intensity needs a change in movement. For instance,
“ Why the things are as they are? and Scrap Stuff
Problem.” “Being like what they are” leads us to most
known conclusion of Kant's first critique.
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Kant noumen/fenomen ayirmi Uzerinden, anlama
yetimizin, seylerin bilgisiyle dedil, onlar bilme
tarzimizla ilgili oldugunu, 6ne strmistir. Seylerin
bilgisi, (kendinde-sey), duyusal goérinin nesnesi
olmamakla ayirt edildigi oranda, gorinds alanini
siniflayan, bir kendinde seyin dustnilmesine olanak
verir. Boyle bir bilgiyse a-priori olarak olanakliysa
mumkadndir.  Paralel bir okumayla, modernist saf
yapit retoriginin bu cikanmin kaba bir adaptasyonu
oldugu kolayca anlasilir. Kant'da, dinyanin her tur
nedenselligin dstinde olusu gibi, burada da resmin
gercedi her turld nedensellikten muaftir ve biz onun
gorungusel gercekligini, séz konusu muafiyeti ayirt
edecek nedenselliklere sahipsek ©6ne sirebiliriz.
Oyleyse, Seyler Nicin Olduklari Gibidir, ilk elde araclarin
olduklari gibi olmalarina bir nedensellik &neriyor
olmali, gelgelelim, araclarin ortama uyumlulugu
acisindan pek de olasi degil bu. Cinkd, denetimli
alanlarla denetimsiz alanlar esit bir statiide butuni
kurmaya adaydir. Bu durumda, araclarin kendilikleri,
bir anlam taskinlidina, noumenal gercekligine yarimak
zorundadir boyuna; cinkl, mekansal dedil kurduklar
birlik, uzamsal/zamansaldir. O halde, o, nicin,
sorusunda bir meydan okuma vardir, nifuz ve temsil
edilmeze, sinirsizca nifuz edip, temsil etmeye yénelik
bir arzu. Noumeni feomende, fenomeni noumende
cozundurerek, resmin nedensiz nedenliligini daha
ileriye taslyan bir israr. Fakat bir yerde doygunluk
yaratmasi kacinilmazdir, bu islemin. iste o noktada ne
araclarini dedistirir ressam ne de resimsel dizenegin
mantigini, fakat bir baska okuma dizlemine kaydirir
baglami: Iskarta Seyler Sorunu. Wittgenstein dil
kullamimlari disinda kalan her seyi imlemek icin
kullanmusti bu deyimi. S6zcGgin anlamini, dildeki
kullamimiyla ~ sinirflayan ~ Felsefi  Sorusturmalar'in
Wittgenstein’i elbette; her seyi oldugu gibi birakma
egiliminde olan, zaten koyultanmis olanin acik oldugu
icin ayrica aciklamaya gereksinim duymayacagini ileri
suren Wittgenstein. Eger gerisi Iskarta demisse, bunun
sorun olan yani ne?

Kant claims that our perception is related to our
method of knowing not with our knowledge about
things, over distinction of noumenon /phenomenon.
Knowledge of things, (thing-in-itself/ding an sich), is
not an object of sensible intuition and it lets us to
consider a “thing-in-itself” which limits the realm of
phenomena. And such a knowledge is a priori possible.
With a parallel reading, it is easy to understand that
the sermocination of modernist pure Oeuvre is an
adaptation of this conclusion. As the world is over all
types of causalities at Kant’s philosophy, the reality
of the painting is separated from every causality too,
and we can only claim its phenomenal reality if only
we have the causalities which allow us to distinguish
this exemption. So, “Why the things are the way they
are?” must show a reason firstly to the question why
the instruments are as they are, but, this is not really
possible in regard to congeniality of the instruments
to environment. Because, the controlled and
uncontrolled areas are equally candidates of building
integrity. In this case, the entity of the instruments has
to burst into a sense overflowing, noumenal reality
continuously; because, the unity built by them is not
positional, it is spatial/temporal. Therefore, there is
an aggressive manner and a desire to penetrate and
represent without any limits, if it is not penetrated
and represented, at the question “why”. An insistence
that takes causless causality of the painting to a
higher level, by dissolving the noumenon and the
phenomenon in each other. But it is ineluctable for
this process to create a saturation in somewhere. And
at this point, the painter carries the context to another
level of reading instead of changing instruments or
the logic of pictorial mechanism: Scrap Stuff Problem.
Wittgenstein used this idiom to indicate everything
except language utilization. Of course, Wittgenstein
is the one who limits the meaning of the waord with
the usage of it at language. He thinks there is no
need more explanation for what expressed, we can
leave everything as they are. If the remained ones
are scraps, what the point with that?



Iste resmin sozctikleri: Disavurumcu, 6z-géndergesel
bicimler ve temsili imgeler. Onlar resmin butinu
icinde nasil kullanilmislarsa dyle olmali dedil mi?
Ama yine hayir; cunki onlar géringisel gercekligini
nedensel kilacak bir ilkeden yoksun olduklarn icin,
daima kendilerini tasacak ve bir tir anlam ifrazatina
yol acacaktir. Iskartaya cikan iskarta olmuyor boylece,
yani ressamin dedidi de, okurun cikanmlar da,
yapiti kurmada araclarla esit bir hakka sahiptir. iste
bu bicimde ayak dedistirir baglam ve epistemolojik,
bilimsel, felsefi dayanaklariyla genisleyen bir alanda,
resmin goranarlugunon bir de kavramsal mevcudiyete
sahip oldugunu dikkatimize sunar. Nihayet, adlar
uzerinden secilen tarihsel gercekligiyle ressamdir.
Erisilmez (tannsal) statisinden, deneyimin dizlemine
inmistir ve resmin kavramsal mevcudiyetine oradan
isaret etmektedir. Okurla girisilen bu yogun diyalogun
cok gecmeden, okuru da bunyesine katarak olasilik
kategorisine cekmesi kacinilmazdir. Oyleyse okurun
da kendini geriye cekmesi tam olarak mimkun dedil
ve onun da kendi umulmazlan dzerinden ozetini
yapma hakki dogar.

And here is the words of the painting: expressionist,
self- referential forms and representative images.
They must be as how they used at the whole picture,
must not they? But, again, no; because they have no
principle that can make their referential reality causal,
they will always overflow themselves and cause
a type of secretion in meaning. So, the discarded
one will not be a scrap, both the painter and the
conclusions of readers has the same right over the
instruments which are going to used to built the
Oeuvre. That's how the context changes steps, in an
extending area through the epistemological, scientific
and philosophical substratum and mentions that
the visibility of the painting also has a conceptual
existence. Finally, it is the painter with his historical
personality who is chosen through the names. He
came down to the area of experience from a godlike
statute and indicates to the conceptual existence of
the painting from there. The initiated intensive dialog
between the reader and inevitably the painter will
soon attract the reader and by incorporating, turn him
to a category of possibility. Then it is not possible for
reader to stand back completely, and this way he will
have a right to summarize over his own expectations.
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5/ Iskarta Cikarimlar

Butunlugu, daima ortik isleyen bir nedensellikten
gozettigi icin, dinamik bir strec olarak resmetmektedir
Geng. Surecin temsil edilemez dinamizmini kimi
kosulda, belirgin hatlara kavusturmak, tam da o
nedensellikten muUmkin olmaktadir.  Arzulanmis
olduklari icin baska pek cok olasiliga karsi daha baskin
duran rotalar saptariz yer yer. Ornegin, modernizmi
ideolojik olarak da estetik olarak da ¢ozindirmenin
dayanaklarini, dadanin vaatlerinde buluyor olmasi.
Vaatleri diyorum; ciinki, anlam artinmiyla, dadayla
da arasina mesafe koymustur. Dada’yi dada’ya karsin
olumlayan bir tutum. Dadada, anlam sabitlenemez
cinky yoktur, Genc'in resimlerindeyse indirgenemez
bir cogulluk oldugu icin sabitlenemezdir.Bu durumda,
avangardin politik taleplerine, bir dlciiye kadar sahip
cikar. Ama onun estetik modernlik tzerinde kurdugu
tahakkimi de ayni bicimde reddeder. Bilginin ve
retimin ‘asin uzmanlasma’ c¢aginda, avangardin
sinirda  eyliyor olmasi anlasilabilir ~ bir  durum.
Modernizmin, sinirlari muhkem kilmak istemesi de
oyle; cunkd iki kutuplu bir dinyada nedensellikler
kesindi. Ama 80'li yillarda bu dinya hizla ¢okti. Daha
da onemlisi, kapitalizmin, emperyal konumu, cok
uluslu (dolayisiyla merkezsiz) bir stattye birakti yerini.
Sermayenin ve bilginin akisinda gecici olmayan bir
merkez belirlemek artik olanaksiz. Sistemin disindan
konusmak yok, olsa olsa, sistem ici patlamalardan sz
edilebilir. Genc'in ideolojik bir 6n hazirliktan, boyle bir
kusku etigine cikmis olmasi, takdire degerdir kanimca.
Cnka, ideolojiler (Ust-anlatilar), bugin icin nostalji
vadedebilirler ancak ve sanatla yasam arasindaki
iliski, eskisinden cok daha karmasik ve yogun bir seyir
icindedir bugan.

5/ Scrap ( Discarded ) Inferences

Genc illustrates this integrity as a dynamic process,
because he is searching for a causality that functions
implicitly. With the help of this causality, it is possible
to give significant visual form to the un-representable
dynamism of his process. And sometimes we can
arrange routes that are more dominant then many
other possibilities only because they are desired. For
instance, he finds substratum to dissolve modernism
in both ideologically and aesthetically at Dadaist
assurances. | say assurances, because, he putadistance
between himself and Dadaism by creating meanings.
And this is an attitude that affirms Dadaism against
Dadaism. There isn't a way to stabilize the meaning
because there is no meaning. In Genc's paintings
there is an irreducible plurality blocks immobilizing
the meaning. In this case, he protects political
demands of Avant-garde at some angles. But equally
he rejects its domination over aesthetic modernism.
It is understandable that Avant-garde functions
at borderlines at the age of over-specialization of
science and production. And so modernism’s desire
of tightening this borderlines; because the causalities
were certain in a bipolar world. But in 80’s this world
collapsed rapidly. More importantly, the imperial
status of capitalism left its place to a multinational
(and hence decentralized) world. And now it is
impossible to determine a permanent center for
the stream of cost price and knowledge. There isn't
any speech outside the system, only intra-system
cracks can be mentioned. It worth praising the arrival
of Geng to such a skeptic-ethic from an ideological
preliminary. Because, the ideologies (top- narrations),
for today, can only assure some nostalgia and the
relation between life and art is in a more complex
and intensive course nowadays.



BUtin bunlardan, ressamin, kuramlann yardimiyla,
kendine bastan bir rol bicip, onu teklemeden icra ettigi
sonucuna mi varmali?  Kesinlikle hayir, baslangicta
bilincle benimsedigini, bir de deneyimde kazanmistir
cinki Genc. Tam on vyillik bir ara dénemi var ki,
modernist anlayisa geri donmustir. Bir tir mevzii
cekilmedir bu ve sanatcinin coskuyla benimsedigi
tarzi, derin bir endiseyle sorguladigina taniklik eder.
Ara ara, toparlayici égeler, (Flora, Minimalist Sonsuzluk,
vb.) olmadi, kaotik bitine gizli bir iskelet kazandirma
eqilimi,(Yatay Reaktor, Nirvana Uzerine Soyutlamalar
vb.) bu huzursuzlugun acik birer kanitidir. Baslangicta
mozaik etkili, fakat cok gecmeden anlik darbelerin
yogun ve had safhada gerilimli taarruzuna boyun
egen bu resimlerde baglam son derece kirlgandir,
oyle ki bizim, resimleri, sanatcinin o6nerdigi adlar
uzerinden anlamlandirmamiz icin hicbir zorunluluk
yoktur. (Zaten, cogu adsiz olarak tarihlenmistir.)
Bu vyizden, Oktay'in séz konusu yazisinda, Zizék
Uzerinden 6ne surdugu gibi, resimle ayni dizlemde
durdugunu sanmiyorum bu adlarin. Zizék'in érneginde
(Lenin Varsova'da), adlandirma 6zseldir gercekten
de; cunkd resmin icinde gérilmeyen (Lenin), resmin
icinde gorunenlerle (Krupskaya, genc bir komsomolla
yatakta) ayni gerceklik duzleminde olduklari icin
kolayca yer degistirebilirler, ama Genc’in bu donem
resimlerinde  gosterilenle,  gosterilmeyen  ayni
gerceklik duzleminde degildir. Nirvana serisi 6rnegin,
tumuyle libidinal bir doyumu isaret eder, bununsa,
ruhsal  gerilimlerin ~ dinginlige  kavusturulmasiyla
(nirvana) iliskilendirilmesi hayli sorunludur. Teknik
acidan bu resimler, anlik darbelerin en Ust dizeyde
yogunlastigl bir konumda son bulmustur, bu durumda
Nirvana, Epikuros'un devingen hazlarina karsilik gelir
nerdeyse. Adlandirma, nominal bir deger olarak ancak
is gortr bu resimlerde ve bunun da, bazen sairane
olmakla birlikte, gizemli hicbir yani yoktur. Evet on
yillik bir dénemde, yapitinin bagrinda namevcut
olarak secilir ressam, ama bu onun kariyeri acisindan
bir gerileme dedil, tersine cayilmaz bicimde, biraktigi
yerden baslamanin ampirik ve kuramsal givencelerini
sunan bir deneyim olmustur. Ara ara goriinen ve
disavurumun ritmini kesintiye ugratan toparlayici
ogeler acikca duyurur bunu.

What reason can we reach from all of these? Is
the painter performing a role which he chose by
the help of theories? Of course not. Because Genc
gained what he has accepted consciously at the
beginning, in experience now. And there is an interm
period ongoing for ten years that he had returned
back to modernist understanding. This period is a
type of fall back and witnesses that the painter
is apprehensively questioning his style which he
embraced enthusiastically before. Occasionally, the
rallying elements, (Flora, the Minimalist Infinity, etc)
or the tendency to give a skeleton to the chaotic
totality, (Horizontal Reactor, Abstractions over
Nirvana, etc), are the evidences of this discontent.
The context is very fragile in these paintings. Because
the painting submits the extremely intensive attack
of initially mosaic effectual and after a little while
instant strokes. So, there isn’t any obligation for us
to interpret the paintings over their names given by
the painter. (Most of them are dated as anonymous,
already.) For this reason, as Oktay claimed over Zizék
in his article in question, I don't think that the names
takes places with the painting at the same plane.
Terminology is really essential at Zizék's instance
(Lenin is in Warsaw.); because, the invisible (Lenin)
and the visible one (Krupskaya is sleeping with a young
komsomol.) takes place at the same plane of reality
so they can be replaced, but in Gen¢’s paintings at this
period, signified and un-signified are not in the same
plane of reality. For instance the series of Nirvana
indicates a saturation totally libidinal, and it is hard to
relate it giving serenity to mental tensions (nirvana).
Technically, these paintings end in a position that the
instant strokes reached their highest level. In this
case nirvana, is nearly corresponds Epicure’s dynamic
pleasures. Terminology only serves as nominal value
in this pictures and this does not have a mysterious
side apart being poetical sometimes. Yes, in a period
of ten years, the painter is chosen as a absence at the
heart of the painting, but this is not a regression at his
career, on the contrary, it is an experience that serves
empirical and theoretical guarantees of starting again
exactly where he leaved before. The rallying items
which appear periodically and interrupt the rhythm of
expression, announce it clearly.
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Anlam artinmina gitmekle Geng, avangardin yadsiyip,
modernizmin indirgedigi estetik modernligi, tarihselligi
ve tim potansiyel olanaklariyla 6zgurlestirmek ister.
Avangardin sanat kurumu karsisindaki yenilgisiyle,
modernizmin  mevcut dretim  tarzina  eklenme
yatkinligina karsin, estetik modernlik yari kuramsal,
yarl deneyimsel niteligiyle, umulmadik potansiyelleri
tetikleme sansina sahiptir bugiin. Madem dst-anlatilar
yok, madem sermayenin ve bilginin merkezsiz
akiskanligi, sistemin disi diye bir yeri olanaksiz
kilmakta, o halde sanatsal tretim, yar deneysel, yari
kuramsal bir dizlemde is goriyor demektir. Onun
hesaplasacadl, arasina mesafe koyacagl kazanim
estetik modernliktir bu durumda ve bunun da mumkan
tek yolu var: Sivriltmek. Modernligin kazanimlarini
asirtya vardirarak, fark edilir olmak. Genc'in entropi
Uzerinden yaptigi budur. Modernist nedensellik bir
dogmaydi, avangard inkarsa bir totoloji. Dada tumuyle
ve vyalnizca reaktifti, modernizmse bir kurum ve
kuramdi. Onlarin ne olduklari, nereye vardiklari acikca
bilinmekte bugiin. Ama halad tanimlamaya calistigimiz,
ne getirip, ne goturduginden emin olmadigimiz bir
modernlik gercedi var. Dada yadsimisti onu, otekiyse
sahiplenmis ama her iki durumda da séz hakki gasp
edilmisti . Konusma hakki doguyor simdi ve kuramlar
ne derse dersin, 0 devingen magma bir tir olusa
gelmek istiyor.

Yukarnda s6zind ettigim modernist donemde dahil
surec olarak secilen bir dslup kaygisi var Genc'te. Ne
modernist, ne de modern anlamda bir bicemdir bu
ama deyisin konturlan bir kararlilik sergiler. Bu yizden
A.Oktay'in sz konusu yazisindaki su yargisina katilmak
olanaksiz: “Baslangicindan bu yana Adem Genc'in
resmi, karmasik, tarihselligi icinde birbirine karsit bir
yap! kurar. Geleneksel anlamda bir bicemi yoktur
Genc'in. Duruma, kosula ve iceride gore bir bicem
secer.” Buradaki geleneksel deyiminin modernligi
de kapsadidini var saymak kosuluyla durum tam
tersidir kanimca. Evet, modernist anlamda bir bicemi
-merkezli bir deyisi- yoktur Genc'in; ama duruma,
kosula, hele icerige gore bir bicem de secmez.

By creating new names, Genc wants to free aesthetic
modernity with its historicity and all potential
possibilities which was ignored by Avant-garde and
reduced by modernism. By its semi-theoretical and
semi-experimental nature aesthetic modernity has a
chance to trigger unexpected potentials today despite
the failure of Avant-garde against institution of art
and the tendency of modernism to the existing mode
of production. Since there is no top-narration, and
since the decentralized stream of the cost price and
knowledge is making “out of the system” impossible,
then this means artistic production functions at a
semi-experimental, semi-theoretical plane. So, in this
case, it's going to challenge with aesthetic modernity
and put a distance to it, and there is only one possible
way to do this: Sharpen it. Being noticeable by
exaggerating the advantages of modernity. That's
what he does through Entropy. Modernist causality
was a dogma, and the Avant-garde ignorance was a
tautology. Dadaism was totally and only reactive and
the modernism was an institution and a theory. Today
it's clearly known what they were and where they
reached. But there remains the fact of modernity
which we still not so sure what it brings or takes.
Dadaism ignored it, and the other one adopted it. But
in both cases, its right to talk was usurped. And now
this right to talk and born again and whatever the
theories say, this dynamic magma wants to exist.

Including the modernist period that | mentioned
above, Genc has a concern of style which is chosen
as a process. This is not a style which is modernist
or modern but the contours of expression presents a
determination. For this reason it is impossible to join
Oktay’s judgment in his article in question: “Adem
Genc's painting builds a complex and contradictory
structure in its historicity. Genc doesn't have a style
in traditional sense. He sets his style according to
position, condition and content. (p.54)" Assuming
the statement “traditional” is containing modernity
either, the situation is the exact opposite of this in my
opinion. Yes, Genc doesnt have a style in modernist
sense -a centered statement- but he doesn’t set his
style according to position, condition, especially to
content.



Bu o kadar boyledir ki, resimleri diziler halinde
tasniflenir ve bir doyum siminna ermeden  Gst
basliklarini  terk etmezler. Entropik  batinldgun
sagladigi onemli bir avantajdir bu. Elbette kilt sanat
degil karsimizdaki, 6zneler arasi bir 6zne, su ya da bu
oranda gosterilebilir bir cogulluktur. Bulunup vyitirilen
konturlar, deneyimde ve kavrayista biraktig izleri
var onun ve bir kendilik olarak dedil, surec olarak,
secilebilirdir.

Geng, en populer bicimde Charles Jenks'in sahiplendidi,
anti modernist bir anlayistan, serbest piyasa cadrisimli
bir cogullugu onayliyor degil. O cogulluk ki, politik
iktidarlarin, geleneksel olani canlandirma girisimlerine
bile, kolayca tesne olmaktadir; cinkd, onu, totaliter,
teokratik, hatta kavmiyetci cogunlukculuga kars
glvenceye alacak hicbir mantiksal dayanak ©ne
surilemez. S6zGn0 ettigim kusku etigi, iste bu
noktada anlamhidir. Direnis stratejileri pesindedir
Gen¢, en azindan, sanatin genel meta dretiminin
bir turevi olamayacadi bilincini canli tutmak ister.
Muhalif soylemler badlaminda entropinin ne denli
onemli bir dayanak oldugu iyi bilinmekte bugn.
Prigogine ve Stengers, cok etkili kitaplar, Yeni
ittifak’da one surdikleri, “catallasma alani”, deyimini
termodinamigin bu ikinci yasasindan turetmislerdi.
Ayni zamanda felsefeye ve sanata iliskin olan
bu kavramin, ayn disiplinlerdeki kullaniminin  tek
bir modele indirgenmesindense,  beklenmedik
baglasikliklar icin seferber edilmesinin 6zgurlestirici
glctne ayrica vurgu yapmislardir. Bu kavramin, “gécer
dustunce” baglaminda ne denli verimli oldugunu da
animsatmak gerekmez. Genc'te, entropi tam da
boyle, farkli disiplinlerdeki kullanimiyla, beklenmedik
iliskiler,  kesismeler kuracak bicimde seferber
edilmistir. Gocer distnceye de eklemlenir kurdugu
dil, termodinamide, felsefeye de ve her kesismede,
yeni kacis cizgileri, dikeyine direncli gizergahlar cizer.

This is such a case so that his paintings are classified as
series and don't leave their topics before they reach
the highest level. This is an important advantage
provided by entropic integrity. Of course, it is not the
cult artist who is in front of us, it is an inter-subjective
subject, a plurality that can be shown it this or that
degree. And this subject has contours which are found
and lost again, the traces which it left in experience
and cognition and it can only be selected as process
not an entity.

wGenc¢ does not affirms a free market associative
plurality from an anti-modernist understanding
which is owned by Charles Jenks in a most popular
manner. And this plurality seems very desirous even
about the attempts of political powers for reviving
the traditional one; because, there is no logical
substratum that can guarantee itself against to a
totalitarian, theocratic and even ethnic majority. The
skeptic-ethic | mentioned before, is meaningful at
this point. Genc scrambles for strategies of boycott,
at least, he wants to keep alive the consciousness
about art that it can not be a derivative of general
meta production. It is well known today that entropy
is a very important substratum according to adversary
rhetoric. Prigogine and Stengers had derived the
statement “bifurcation area” which they has asserted
in their very impressive book, “New Union”, from the
second law of thermodynamics. And they had also
emphasized the power of liberalization, of mobilizing
this concept related to both philosophy and art, for
unexpected allied items despite reducing its usage
in different disciplines to a single model. There is
no need to remind how efficient this concept is at
the context of “nomadic thought”. And Genc exactly
mobilized the entropy to set up unexpected relations,
intersections by its usages in different disciplines.
And the language he created can be articulated to
nomadic thought, thermodynamics and philosophy
and draws new lines to getaway, resistive vertical
routes at every intersection.
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Kokene(babaya) yonelik degildir arzu, daima ele
gecirilemez bir muktedirlige vurqu yapar. Jenealoji
Uzerinden degil, analoji Uzerinden cizer rotasini,
onu disiplinler arasi bir konumlanmaya mecbur
kilan da budur.  Postmodern konumlanmalarin
ayiric bir nitelidi bu olduguna gére, sunu, rahatlikla
one surmek mamkan: 80l yillarda cikis yapmis
sanatcilar arasinda, disiplinler arasi konumlanmanin
en bilincli taraftandir Genc. Bu bakimdan, Toplumcu
Gercekciligin 80°li yillardan itibaren icine dustugu
pornografi imrenmesinden yakay! slyirmis az sayida
sol egilimli séylemlerden birini kurmustur.

The desire is not origin-orientated, it always
emphasizes a power that can never be captured. He
draws his course over analogies not Généalogie (F), this
is what forces him to take an interdisciplinary position.
And because this is a distinctive characteristic, it is
easy to assert that: Amongst the artist who became
famous at 80's, Genc is the most conscious supporter
of interdisciplinary positioning. In this regard, he has
established one of the minimum number of rhetoric
which could got rid off pornographic envy that
Collectivist Realism had fallen into since 80's.
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Iskarta seyler ve daginik nizam, 2011

Discarded things and extended formation, 2011
tuval Uzerine akrilik ,acrylic on canvas

180x205 cm
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Iskarta seyler ve dadinik nizam, 2011




2010
tuval Gzerine akrilik, acrylic on canvas
80x90 cm
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2010




2011
tuval Gzerine akrilik, acrylic on canvas
81x110 cm
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2011
tuval Uzerine akrilik, acrylic on canvas
85x116 cm
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BORUMSU KOVANLAR ISKARTA SEYLER VE
BICIMSEL KARARLILIK

Adrian Martinez

“ ... Bu son calismalarinda Adem Genc, kirsik, keskin
oluklu yuzeyleri, akedemik iluzyonlara basvurmadan,
belli belirsiz organik baglar ve duz silindirik cubuklar
ya da belki “borumsu kovanlar” ile resmetmektedir.
Daha sonra ise, resme hikmederek ona formal
denge kazandinr. Ote yandan dramatik unsurlar
resmin kavranis sirecine taniklik ederek kendi
gercekliklerini  yakalamaya calisirlar.  Sanatcilarin
teyakkuz halinde olmasi ise sirf resimsel bir birligin
mantiginin kurulmasinin 6ntne gecmektedir. Genc'in
dikkatli entellektiel durusu bicimin parcalanmis
batinligine gerilim katmaktadir, ancak O bununla
yetinmez. Genc ekpresyonist alanlar ve jestlerle
ilgili durumu, geometrik bicimler ve tasviri, imgelerle
ters yiz eder. Bu olctlebilir cubuklar ya da borumsu
tipler su veya bu nesneyi imleyemezler, sadece o
nesneye iliskin cagrisimlar yaratabilirler. Baska bir
ifadeyle, bu secim, modernist butinlik kavramini
benimseyerek paradoksal olarak temsili bir 6zdesligi
ima etmektedir. Ancak burada, tam da bicimlerin
ve resimsel mekanizmanin, anlamin mudglakhigini
kontrol edemedigi noktada kendilerini savunmaya
zorlanirlar cinkd ressam ayni zamanda hem 6lcisiz
bir sensualizm hem de tutarli bir entellekttellik ile
hareket etmistir...”

.. Bu calismasi ile Genc, yukaridaki tartismalarin
verimli bir sekilde kendiliginden asla cozulemeyecedgini
soyler gibi gorunmektedir, bu nedenle onlar (ve
de kendini) carpisan paradigmalarin bu oyunundan
kurtarmaya calismaktadir. Yapit ne dislanir ne sistem
yanhsi olur boylece. Dinamik bir birlik iliskisinde
biraraya getirerek ressam an be an dogaclamaci
kavramsal rehberlik etme hakkini  tekrar kazanir.
Entropi dodal olarak Dadaizme bagli isler ama Geng
icin sanat da durstlige dair kendi tarihsel, bilimsel ve
epistemolojik ilgilerinden ileri gelen bir cesit estetik
yasalliktir.

TUBULAR SHELLS DISCARDED OBJECTS AND
FORMAL STABILITY

By Adrian Martinez

“...In his recent paintings Adem Genc illustrates
wrinkled, sharp-grooved  surfaces with vaguely
organic associations and smooth cylindrical rods,
or perhaps “tubular shells” without resorting to
academic illusionism. The latter usually dominate the
painting and give it a formal stability. On the other
hand the dramatic features search for a reality in the
painting testifying to a flow of comprehension. The
artists vigilance discourages the logic of a merely
pictorial unity. Gen¢’s careful intellectual stance adds
tension to the fragmented unity of the form, but he
does not stop here. Genc reverses the situation with
expressionist spaces and gestures, geometrical forms
and descriptive images. These measurable rods or
pipe-like tubes can not indicate this or that object, they
can only bring associations to it. Put another way, this
choice: adopting the given conception of modernist
integrity paradoxically implies a representative
identity. But here, precisely where the forms and the
pictorial mechanism can not control this ambiguity
of meaning they are ultimately forced to assert
themselves because the painter acted simultaneously
with both intemperate sensualism and an intellectual
frugality....”

“...In his work Genc seems to be saying that the
discussions above could never resolve themselves in
any fruitful way, so he’s attempted free them (and
himself) from a game of dueling paradigms. The
oeuvre is not ignored but it is not made sacerdotal
either. Gathered together in a relationship of dynamic
unity, moment by moment the painter regains
the right to give improvised contextual guidance.
Entropy functions naturally in Dadaism, but for Geng
it is a type of aesthetic legality which comes through
his historical, scientific and epistemological concerns
about the probity of art.



The fusion of tubular parts 2009
tuval tzerine akrilik, ac anvas
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Ressam bizim yanimizda yer alarak, israrla resme
iliskin  kavrayisimizi  bozuntuya ugratacak seyler
soylemektedir. Eger onun yapitindan dogru sonuclar
cikarmak gibi bir niyetimiz varsa, onun ne séyledigini
de dinlemek zorundayiz.”

Dadaci Reddiye

Resim kendi icinde bazi hatlari acikca tanimlamaktadir;
ancak bu hatlar onlar hareketsizlestirmeye yénelik
herhangi bir girisimde kaybolurlar. Resim bir yandan
modernist dogmanin esaretinden ayirmakta, oOte
yandan ise Dadaist reddiyeye karsi durmanin
yollarini  aramaktadir.  Calisma kendini  kalt  bir
nesneye dondstirmeden ve kendini yetersiz bir
noktaya indirgemeden bu reddiyeyi sirdirmektedir.
Bireysel resimler yalnizca belirli bir deneyim yerine
bir deneyimin bircok hali olarak dederlendirilebilir.
Bu acidan Genc, kendi varolus konumunu tarihsel
ve sanatsal kisiligi ile garantilemektedir. Ressam
terminolojiye  hakimdir. ~ Kant  kavrayisimizin,
nesnelere iliskin bilgi dagarcigimizla dedil, nesneleri
(thing-in-itself/ ding an sich) bilme yéntemlerimizle
baglantili oldugunu ileri strmektedir. Paralel bir
okumayla, modernist “Saf  Yapit“in  limitsizce
kavramaya ve gostermeye yonelik agresif bir arzu
oldugu sdéylenebilir. Bu celiskili dogaclama kaciniimaz
olarak “doygun” hale gelir. Bu doygunluk noktasinda,
ressam kavramsal “6deler”ini ya da belirli bir resimsel
mekanizmanin mantigini dedistirmek yerine, kavrami
baska bir okuma seviyesine tasir. Sonuc olarak,
kavramsal odakli statik bir varolustan duyumsal bir
alana dénen de tarihsel kisiligiyle ressamin kendisidir.

The painter is at our side, insistently telling us
something that will disturb our consideration. We
must listen to him if we hope to have relevant
conclusions concerning his oeuvre.”

Dadaist Abnegation

The painting clearly identifies some contours in
itself but these contours will be lost in any attempt
to immobilize them. On the one hand the painting
deviates from the imprisonment of modernist dogma
and on the other it searches for traction against
Dadaist abnegation. The work endures this abnegation
without making itself into a cult object and without
reducing itself into irrelevance. Individual paintings
can be appreciated as various conditions of an
experience instead of a particular experience. In this
regard, Genc quarantees his own state of existence
i.e. historical and artistic personality. The painter
dominates the terminology. Kant claims that our
perception is related to our method of knowing not
with our knowledge about things, (thing-in-itself/ding
an sich.) With a parallel reading, it is understandable
that the modernist “Pure Qeuvre” is an aggressive
desire to penetrate and represent without any limits
this contradictory improvisation inevitably becomes
“saturated”. At this saturation point, the painter
carries the context to another level of reading instead
of changing conceptual “instruments” or the logic
of a particular pictorial mechanism. Finally, it is the
painter with his historical personality who returns to a
place of sensation from a static conceptually oriented
existence.



2010
tuval Uzerine akrilik, acrylic on canvas
85,5x116 cm
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Genc’in Hayat ve Sanat Tanimlamasi

Genc'in - hayatinin  ve sanatinin  tanimlanmasi
zorlayict bir meseledir. Yapitinin derinlemesine bir
incelemesinden ne gibi sonuclara ulasilabilir? Sanatcl
kuramlarin da yardimiyla kendine sectigi bir rolG
mi canlandirmaktadir? Genc'in yapiti hali hazirdaki
deneyimlerden bilincli olarak kabul ettikleriyle
ortaya cikmaktadir. On yil once ressam kendi tarzini
endiseyle sorgulamustir. Kimi zaman, calismalarinin
merkezi 6geleri bu hosnutsuzlugun birer kaniti olarak
kendilerini gostermektedirler.

Adrian Martinez

Genc’s Discription of Life and Art

Genc's description of life and art is a3 more complex
and intense course for himself and intensive course
for the viewer. What conclusions can be reached
from an intensive examination of his ouvre? Is the
painter performing a role he has chosen with the help
of theories? Genc's oeuvre has revealed what he’s
accepted consciously from his current experience. Ten
years ago the painter apprehensively questioned his
style. Occasionally, the central elements of his work
reveals evidence of this discontent.

By Adrian Martinez
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2011
tuval Uzerine akrilik, acrylic on canvas
88x116 cm
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Kirmizi Cekirdek 2009




Gavurdadi Bozlagi 2011
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2011
tuval Uzerine akrilik, acrylic on canvas
100x150 cm
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Daginik Nizam 12010
tuval Uzerine akrilik, acrylic on canvas
143%x205 cm
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Daginik Nizam 2 2011
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Iskarta seyler ve daginik nizam, 2011
Discarded things and extended formation, 2011
tuval Uzerine akrilik, acrylic on canvas

165x205 cm
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Iskarta seyler ve daginik nizam, 2011




2007

tuval Uzerine akrilik, acrylic on canvas

140x120 cm
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Seyler nicin olduklari gibidirler?, 2010

Why the things are the way they are?,
tuval Uzerine akrilik, acrylic on canvas
92x130 cm
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Art Gallery in istanbul, with the text by poet and art critic,
Ahmet Oktay.

Since 1999 he has been teaching at Beykent University
where he has been The Dean of The Faculty of Fine Arts.



KISISEL SERGILER

2008 Kare Sanat Galerisi, istanbul

2007 Artistanbul, istanbul

2006 Galleri Akademist, izmir

2004 Vinci Sanat Galerisi, istanbul

2003 Artist Sanat Galerisi, istanbul

2001 Garanti Sanat Galerisi, istanbul

1999 s Bankasi Parmakkapi Sanat Galerisi, istanbul
1988 Grifon Sanat Galerisi, Ankara

1998 ilayda Sanat Galerisi, Ankara

1997 Yapi Kredi Sanat Galerisi, Adana

1997 Yapl Kredi Sanat Galerisi, istanbul

1996 Yapi Kredi Sanat Galerisi, izmir

1995 Devlet Resim Heykel Mizesi, izmir

1995 Alkent Aktiel Sanat Galerisi, istanbul
1994 Mine Sanat Galerisi, istanbul

1992 Kare Sanat Galerisi, istanbul

1991 Lew Oliver Art Gallery, Chico/Kaliforniya, USA
1990 Galeri Zon, Ankara

1990 AKM Sanat Galerisi, Taksim, istanbul

1989 Gorbon Sanat Galerisi, istanbul

1988 Beymen Bedesten Sanat Galerisi, Ankara
1987 Cetin Emec Sanat Galerisi, izmir

1986 Garanti Sanat Galerisi, Harbiye-istanbul
1985 s Bankasi Sanat Galerisi, izmir

1984 Kibele Sanat Galerisi, Ankara

1982 Alman Kultur Merkezi Sanat Galerisi, izmir
1974 St. Martin’s Exhibition Hall, Londra

1972 St. Martin’s Exhibition Hall, Londra

Ulusal - Uluslararasi Cagrili / Grup Sergilerden
Secme:

2011 1. Uluslararasi izmir Bienali

20711 Tunca Sanat Galerisi istanbul (A.Geng, B.N.islimyeli,
B. Baykam)

2010 Kare Sanat Galerisi, istanbul

2009 Contemporary istanbul, istanbul

2009 Turkiye-Kore Sanatgilan Sergisi, Seul / istanbul
2009 “Halic” Sergisi Rezzan Has Muzesi, istanbul

2008 Contemporary istanbul, istanbul

2008 Gwangju & istanbul Cagdas Sanat, Giney Kore
2006 “Sanat Akmerkez'de,” istanbul

Selected Solo Exhibitions:

2008 Kare Art Gallery, Istanbul

2007 Artistanbul, istanbul

2006 Gallery Akademist, izmir

2004 Vinci Art Gallery, istanbul

2003 Artists Art Gallery, istanbul

2007 Garanti Art Gallery, istanbul

1999 s Bank Art Gallery, istanbul

1988 Grifon Art Gallery, Ankara

1998 llayda Art Gallery, Ankara

1997 Yapi Kredi Art Gallery, Adana

1997 Yapi Kredi Art Gallery, istanbul

1996 Yapi Kredi Art Gallery, izmir

1995 State Painting and Sculpture Museum, izmir
1995 Alkent Aktuel Art Gallery, Istanbul

1994 Mine Art Gallery, istanbul

1992 Kare Art Gallery, Istanbul

1991 Lew Oliver Art Gallery, Chico / (a USA
1990 Gallery Zon, Ankara

1990 Atatiirk Cultural Centre Art Gallery, istanbul,
1989 Gorbon Art Gallery, istanbul

1988 Beymen Bedesten Art Gallery, Ankara

1987 Cetin Emec Art Gallery, izmir,Turkey

1986 Garanti Art Gallery, Harbiye-Istanbul

1985 is Bank Art Gallery, izmir

1984 Kibele Art Gallery, Ankara

1982 German Cultural Centre, izmir

1974 St. Martin’s School of Art Exhibition Hall, London
1972 St. Martin’s School of Art Exhibition Hall, London

Selected international and Nationwide Group
Exhibitions

2011 1st International Izmir Biennale

2017 Tunca Art Gallery, istanbul

2010 Kare Art Gallery,istanbul

2009 Contemporary Istanbul, Istanbul

2009 Korean Turkish Contemporaries, Seull & Istanbul
2009 Rezzan Has Museum “Golden Horn” Exhibition,
Istanbul

2008 Contemporary Istanbul 2008

2008 Gwangju & Istanbul Contemporary Art South Korea
2006, “Sanat Akmerkez'de,” istanbul

Arete Sanat, 2010

73



74

2005 Uluslararasi 2.Pekin Bienali, Cin Halk Cumhuriyeti
2002 “Modern Turk” Sergisi, istanbul

1998 Turk Plastik Sanatlar Sergisi, Paris

1995 Uluslararasi Houston Sanat Festivali, Teksas

1992 istanbul Sanat Fuari, istanbul

1990 2. istanbul Sanat Bienali, Askeri Mize istanbul
1989 istanbul Sanat Bienali, istanbul

1988 Cagdas Turk Sanati, Bukres / Romanya

1988 Cumhuriyet Donemi Turk Ressamlari Sergisi, AKM,
istanbul

1985-90 Cagdas Turk Sanati Sergileri, istanbul

1984,/89 Oncu Turk Sanatindan Bir Kesit Sergileri, istanbul
1984 inoni Vakfi Resim Yarismasi Sergisi, Ankara

1979 0Osman Hamdi Resim Sergisi, IDGSA, istanbul

1975 Unesco, “Mir75” Exhibition, Slovenj Gradec,
Yugoslavya

1972 “Postgraduate Graphics” Gardner Centre for the Arts,
sussex, ingiltere

1971 London House, Bournemouth, ingiltere

Oduller:

2009 Sedat Simavi Gorsel Sanatlar , Resim 0duli
2000 Ankara Sanat Kurumu, Yilin Sanatcisi 0dulu
1996 DYO Resim Yarismasl, Basar Odli

1990 izmir Buyuksehir Belediyesi Resim Yarismasl,
Birincilik Odult

1987 DYO Resim Yarismasl, Basar 0dili

1986 Tirkiye Petroller A.0. Resim Yarnismasi, Juri Ozel
0dulu

1986 Dyo Resim Yarismasi, Mansiyon

1985 izmir Ticaret Odasi Resim Yarismasi, Mansiyon
1984 inond Vakfi Resim Yanismasi, Birincilik Oduli
1983 Devlet Resim Yarismasi, Basar Oduli

1981 Atatirk Resimleri Yarismasi, Mansiyon

1980 Devlet Resim Yarismasi, Basar Oduli

1979 DYO Resim Yarismasi, Mansiyon

2005 The 2nd Beijing International Biennale, PRC

2002 Modern Turk,Conternporary Turkish Art,istanbul
1998 Turkish Plastic Arts Exhibition, Paris

1995 Houston International Festival Houston, Texas-ABD
1992 Istanbul Art Fair, istanbul

1990 2nd istanbul Art Biennale, Military Museum, Istanbul
1989 istanbul Art Biennale, Istanbul

1988 Contemporary Turkish Painting Bucharest, Romania
1988 Republican Period Turkish Painting, AKM, Istanbul
1985-90 Contemporary Turkish Painting Exhibitions,
Istanbul

1984,/89 A Section of Avant Garde Turkish Art, istanbul
1984 inéni Foundation Painting Competition, Ankara
1979 Osman Hamdi Painting Exhibitions, IDGSA, istanbul
1975 Unesco, “Mir75” Exhibition, Slovenj Gradec, Former
Yugoslavia

1972 “Postgraduate Graphics” Gardner Centre for the Arts,
Sussex, England

1971 London House, Bournemouth,England.

Awards:

2009 Sedat Simavi Painting Award

2000 Ankara Art Council, “Artist of the Year” Award

1996 DYO Painting Competition Award

1990 izmir Metropolitan Municipality Painting
Competition 1st. Prize

1987 DYO Painting Competition Award

1986 Turkish Petroleum (TPAQ) Painting Competition “Jury
Special Prize”

1986 DYO Painting Competition “Citation”

1985 izmir Camber of Commerce Painting Competition
“(itation”

1984 inoni Foundation Painting Competition 1st Prize
1983 The Stae Painting Competition Award

1981 Painting Competition of Atatirk’s Image “Citation”
1980 The State Painting Competition Award

1979 DYO Painting Competition Citation



Bibliografya

- Devlet Resim Heykel Sergisi Katalogu, Ankara 1964

- Devlet Resim Heykel Sergisi Katalogu, Ankara 1965

- Postgraduate Graphics, Gardner Centre for The Ars / Susex
England (Afis), Saint Martins School of Art,1972

- Mir'75 Sergi Brosur(, Slovenj-Gradec, Yugoslavia, 1975

- 1. Istanbul Sanat Bayrami Yeni Edilimler Sergisi
Katalogu,1977

- Devlet Resim Heykel Sergisi Katalogu, 1977

- 2. Istanbul Sanat Bayrami Yeni  Egilimler Sergisi
Katalogu,1979

- 13.DY0 Resim Yarismas! Katalogu, 1979

- Milliyet Sanat Dergisi, 10 Aralik 1980 (Kapak )

- 3. istanbul Sanat Bayrami Yeni Egilimler Sergisi

Katalogu, 1981

- 15. DYO Resim Yarismas! Sergi Katalogu, 1981

- Izmir AlIman Koltor Merkezi Adem Geng Resim Sergisi Sergi
Brosird ( Yorum: Turgay Gonenc)

- Cumhuriyet, ( Demec: Adem Genc, Haber: Tirey Kise) 1
Mayis, 1982

- Sanat Cevresi ( Yorum: Turgay Gonenc) , 1982

- 3. Istanbul Sanat Bayrami Yeni Egilimler Sergisi
Katalogu,1983

- Yazko Sanat (Makale:Adem Genc) 1 Nisan 1983

- Boyut (Jale Erzen’le Soylesi), Kasim 1984

- Indnd Vakfi Resim Yarismasi Sergi Katalogu, 1984

- Cumhuriyet ( Haber/Yorum: Handan Senkdken, 17 Ocak
1985)

- Milliyet ( Genel Yorum: Ahmet Koksal) Agustos 1985

- Yeni Asir, (Haber/Yorum), 5 Mayis 1985

- Sanat Cevresi ( Yorum: Turgay Goneng) , Sayi 79, Mayis 1985
- Cumhuriyet, 28 Subat 1985

- Izmir Is Sanat Galerisi Adem Geng Resim Sergisi Sergi
Brosurd, 10 Mayis 1985

- Sanat Cevresi, sayl 101, Mart 1985

- Onct Tark Sanatindan Bir Kesit, Sergi Brosurii 27 Haziran G15
Temmuz 1985,Yildiz Gni.-Istanbul

- Oncd Tark Sanatindan Bir Kesit, 27 Haziran, 5 Temmuz
1986,AKM, Istanbul

Bibliographic Sources of Information

- The State Exhibition Catalogue, Ankara, 1964
- The State Exhibition Catalogue, Ankara, 1965
- Postgraduate Graphics, Gardner Centre for The Ars Exhibition
Brochure, / Susex-England, 1972
- “Mir'75 “UNESCO International Painting Exhibition Catalog,
Slovenj-Gradec, Yugoslavia, 1975
- 1. Istanbul Art Biennale, Yeni Edilimler(The New Trends)
Exhibition Catalogue, 1977
- Tha State Painting and Sclupture Exhibition Catalogue, 1977
- The 2nd Istanbul Art Festival Yeni Egilimler (The New
Trends)Exhibition Catalogue, 1979
- 13.DYO0 Painting Competition Exhibition Catalogue 1979
- Milliyet Sanat, (Milliyet Newspaper, Art Periodical, December
10, 1980 ( Cover)
- The 3rd. istanbul Art Biennale “The New Trends” Exhibition
(atalogue, 1981
- The 15th DYO Painting Competition  Exhibition Catalogue,
1981
- Gonenc. T. (Review by), izmir German Cultural Centre Adem
Genc Painting

Exhibition brochure , comment by: Turgay Génenc)
- Cumhuriyet, (Tirey Kose) May 1, 1982
- Goneng, T. (Review by) Sanat Cevresi, issue no (...) 1982
- 3. istanbul Art Festival Yeni Egilimler (The New Trends)
Exhibition Catalogue, 1983
- Geng, A. Yazko Sanat (Article on Pop Art) April 1, 1983
-Erzen, J. Boyut (Art Periodical), issue of November 1984
- Indn0 Foundation Painting Competition Catalog, 1984
- Cumhuriyet, Senkdken, H., January 17, 1985
- Milliyet Newspaper (Review by Koksal, A., ) Aqus 1985
- Yeni Asir,News and Rev.) May 5, 1985
- Sanat Cevresi, Goneng, T, Review on (Adem Genc
Paintings) issue no: 79, May 1985
- Cumhuriyet, February 28, 1985
- izmir Is Art Gallery Adem Genc Painting Exhibition,
Exhibition Brochure, Mayis 10,1985
- Sanat Cevresi, issue no: 101, March 1985
- Ministry of Culture and Tourism 1. National Ars Symposium
Proceedings Book, Ankara 1985
- Onc Tork Sanatindan Bir Kesit, Sergi Brochures and postars
(varied) ,

’
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- Oncd Turk Sanatindan Bir Kesit 3 Temmuz- 8 Temmuz
1987, H. Kusku,istanbul

- GUnUMUz Sanatcilan istanbul Sergisi Katalogu(20.vil
Katalogu)

- GUndmiz Sanatailar istanbul Sergisi Katalogu (1986
Katalogu)

- Garanti Bankasi Sanat Galerisi Adem Genc Resim Sergisi
Sergi BrosUrt, Mart 1986 (Yorum: Mehmet Ergliven)

- Sanat Cevresi ( Mart, 1986: Mehmet Ergiiven)

- Hurriyet gosteri, AGustos 1986, Sayi 51 (Yorum)

- Yahsi Baraz Koleksiyonu’ndan Bir Kesit , Sergi
Katalogu,1987

- Sanat Cevresi, Subat 1987

- Temmuz Dergisi, Mayis 1987

- Demokrat Ege Gazetesi, 8 Nisan 1987

- Sesle Renk Arasinda ( Kitap /Makale: Mehmet Ergiven),
1987

- Yeni Egilimler Sergi Katalogu, 1987

- Turk Resim Sanati (Kitap /Sezer Tansud) Remzi Kitabevi,
1987

- 21. DYO Resim Yarismasi Katalogu, 1987

- Cumhuriyet, 24 Nisan 1987

- DYO Haberleri Ekim- Haziran, 1987-88 (Bkz. Makaleler)
- Bilim Birlik Basari, Adem Genc'le Roportaj: E.Aydogdu,
Yasar Hold.Yay., 1987

- Benadam Sanat Galerisi Adem Geng, Devrim Erbil Resim
Sergisi Sergi Katalogu, 1987

- Oncti Tirk Sanatindan Bir Kesit, 24 Mayis- 15 Haziran
1998, H.Kuska, istanbul

- AKM Sergi Bildirisi, (Adem Geng Resim Sergisi), 18-30
Ocak 1988

- Akbank Sabanci Koleksiyonu Katalogu

- Cagdas Turk Ressamlari Buyuk Sergi-I Katalogu Mensucat
Santral, 1989

- H. Kiskd, A Section of Avant-Garde Turkish Painting
Exhibition Catalogue (Review: H.KUsks) 3 July- 8 July,1987,
istanbul

- Gunimiz Sanatcilart (Living Artists istanbul Exhibition)
20th. Year Catalogue Book, 1986

- GUndmiz Sanatcilan (Living Artists istanbul Exhibition)
(Catalogue, 1986

- Ergiven, M., (Exhibition Review) ,Garanti Bank Art Gallery
Adem Genc Painting Exhibition Brochure, March 1986

- Sanat Cevresi (Review Ergiiven, M., March, 1986 )

- Hirriyet Gosteri, (A Turkish Periodical Supplement of
Hurriyet Newspaper) August 1986, issue: 51

- A Section of Yahsi Baraz Collection Exhibition, Exhibition
(atalogue, 1987

- Sanat Cevresi, (A Turkish Art Periodical) Issue: February,
1987

- Temmuz magazine, ( Periodical of Essays and Reviews)
May, 1987

- Demokrat Ege (A Local Newspaper of The Aegean
Region) April 8, 1987

- Ergiven,M., Sesle renk Arasinda (Between sound and
colour,articles and reviews), Istanbul, 1987

- Yeni Egilimler (The New Trends) Exhibition Catalogue,
1987

- Tansug, S., Turk Resim Sanati(Turkish Painting) Remzi
Kitabevi, 1987

- 21. DYO Painting Competition Exhibition Catalogue, 1987
- Cumhuriyet (A Turkish Daily Newspaper, April)24, 1987
- DYO Haberleri Ekim-Haziran 1987-88 (Please see the
Published Articles)

- E.Aydogdu, “Adem Genc'le Roportaj “ (Interview by
Adem Genc), Bilim Birlik Basar Yasar Holding Periodical ,
izmir, 1987

- Benadam Art Galerisi Adem Genc, Devrim Erbil Exhibition
(atalogue, 1987

- Kisky, H., A Section of Avant-Garde Turkish Painting
Exhibition Catalogue) May 24- June 15, 1998

- AKM Adem Genc Exhibition Artist’s Statement, (Adem
Genc Resim Sergisi) January 18-30, 1988)

- Akbank Sabanci Collection Catalogue

- Contemporary Turkish Painters Grand Exhibition-|
(atalogue, Mensucat Santral, Publication , Istanbul, 1989



- Cagdas Turk Ressamlari BUyik Sergi-l Katalogu Mensucat
Santral, 1989

- Uluslararasi 2. istanbul Bienali Katalogu, 1989

- Cagdas Turk Ressamlari Buyik Sergi-Il Katalogu, Mensucat
Santral, 1990

- Sotheby’s Cagdas Turk Resimleri Katalogu, 1990

- Sanat Yazilari | ve Il , Hacettepe Univ. Yayinlari (Bkz.
Makaleler)

- Ege Universitesi GUzel Sanatlar Fakltesi Dergsi (Bkz.
A.Geng: Ceviri yazilar)

- D.E. Universitesi Guzel Sanatlar Fakiltesi Dergisi (Bkz.
A.Geng,:Makaleler)

- Milliyet, (Ahmet Koksal) 13 Mart 1989

- Mavi Derinlik, ( Yorum: Hikmet Sever), Sayi:2 Izmir,
Haziran 1989

- Uluslararasi 2. istanbul Bienali Katalogu, 1989

- Gorbon Sanat Galerisi Adem Genc Resim Sergisi sergi
brosiri, 1989

- Milliyet Sanat (Nemika Tugcu), Ocak 1990

- 7aman (Taner Derman), 27 Aralik 1990

- GUnes Gazetesi (Sabriye Mercan), 13 Aralik 1990

- Ancan Grubu Adem Geng, Cavit Atmaca...1. Karma Sergi
Katalogu, izmir 1990

- Yapi Kredi Kazim Taskent Sanat Galerisi Adem Genc
Resim Sergisi Katalogu, 7-31 Aralik 1990, istanbul

- Sanfa Sanat Galerisi Grup Sergi Afisi, 6 Haziran 1990
Besiktas, istanbul

- Mavi Derinlik (Bkz. A.Geng, Makaleler) Sayi 11-12, Ocak-
subat 1991

- Mavi Derinlik (Bkz. A.Geng, Makaleler), Nisan-Mayis 1991
- Mavi Derinlik ( Bkz. Makaleler ) Yil: 3 Sayi:14, Haziran-
Temmuz, 1991

- Mavi Derinlik, (Bkz. Makaleler)Yil: 3 Sayi: 13, Nisan-Mayis
1991

- California, Chico Enterprize Record Gazetesi, 10 Kasim
1991

- Chico Enterprize Record Gazetesi (Yorum: Michele French)
November 17, 1991

- Uluslarasi 3. istanbul Bienali Benadam Sanat Galerisi,
Grup Sergi Katalogu, 1991

- Chico Enterprize Record Gazetesi, Aralik 8, 1991

- Yeni Asir, 17 Eylal 1991

- The Second International istanbul Biennale Catalogue,
1989
- Contemporary Turkish Painting Grand Exhibition Catalogue
Katalogu, Mensucat Santral Publication, Istanbul 1990
- Sotheby’s Contemporary Turkish Paintings Catalogue,
1990

- Sanat Yazilan I and 1. (Art Articles) Hacettepe University
Publication (Please see the Published Articles)
- Ege Universitesi Guzel Sanatlar Fakultesi Magazine
(Please see: A.Geng, Ceviri yazilar)
- D.E. Universitesi Guzel Sanatlar Fakultesi Magazine
(Please see: A.Geng, Ceviri yazilar)
- Milliyet, (Review by: Ahmet Koksal) March,13, 1989
- Mavi Derinlik, ( Review by: Hikmet Sever),Issue:2, izmir,
July,1989
- Second International istanbul Biennial Catalogue, 1989
- Gorbon Art Gallery Adem Genc Resim Painting Exhibition
Brochure, 1989
- Milliyet Sanat ( Milliyet Newspaper Supplimentary
Periodical ), Ocak 1990
- Zaman (Review by: Taner Derman), December 27, 1990
- GUnes Newspaper (Review by: Sabriye Mercan),
December 13,1990
- Arican Group Adem Genc, Cavit Atmaca...The First Group
Exhibition Catalogue, izmir 1990
- Yap! Kredi Kazim Taskent Art Gallery Adem Genc Painting
Exhibition Catalogue, December 7-31, 1990, Beyoglu-
Istanbul
- Sanfa Art Gallery Group Exhibition Poster, July 6, 1990,
Besiktas, istanbul
- Mavi Derinlik , issue: 11-12, January-February 1991
- Mavi Derinlik, April-May, 1991
- Mavi Derinlik, Year: 3 Issue: 14, June-july, 1991
- Mavi Derinlik, Year: 3 Issue: 13, April-May, 1991
- Chico Enterprize Record (California-Chico Daily Newspaper
Gazetesi, November 10, 1991
- Chico Enterprize Record (California-Chico Daily
Newspaper, Review: Michele French) November 17, 1991
- Third International istanbul Bienalle Catalogue
Benadam Art Gallery, Group Exhibition Catalogue, 1991
- Chico Enterprize Record (California-Chico Daily
Newspaper)December 8, 1991
- Yeni Asir, September 17, 1991
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- Is Bankasi Cagdas Tirk Resmi Katalogu,1992

- Yoruma Dodgru, Mehmet Erglven, Y Kredi Yayinlari,
istanbul, 1993

- Milliyet, 15 Nisan 1993

- Sabah, 15 Eylul 1993

- izmir, Sanatc Ogretmenler Resim Sergisi Katalogu, Sabah,
16 Ekim 1994

- Houston Uluslararasi Cagdas Turk Sanatcilari Festivali
Sergisi Sergi Brosrd, Tranco Tower Gallerisi, Houston 1994
- Cumhuriyet (Yorum: Girhan Timer), 24 Ocak 1995

- Alkent Actuel Sanat Galerisi Yayinlari, (Sergi Katalogu ve
Adem Genc Sergi Afisi ), istanbul 1995

- izmir Buyuksehir Belediyesi Sanat Gal. Ogretim Elemanlari
Sergisi Katalogu, 1995

- Edebiyat Elestiri Dergisi (A.Genc:GUrhan Timer'e Cevap),
Sayl: 8, 1995

- Anadolu Univ. Palet Sanat Galerisi Adem Geng Resim
Sergisi afisi, Mart 1996

- Oteki Cagdas Sanat Sergisi Katalogu, 1996

- Y.K.B. Kemal Satir (Adana) ve izmir Sanat Galerisi Adem
Geng Resim Sergisi Katalogu, 1996

- Eczaaibasi Sanat Ansiklopedisi Cilt 1, sayfa 666, 1997

- Yasar Eqitim Koltor Vakfi Karma sergi brostrs, 9-31 Ekim
1997

- Halkbank Sergi Katalogu, Ankara, 1997

- Yasemin Kumral Sanat Galerisi, Adem Geng Resim Sergisi
Sergi Brosurt, Moda, istanbul, 1997

- izmir Buyuksehir Belediyesi Koleksiyonu, izmir, 1997

- Sabanci Koleksiyonu Katalogu, 1998

- Turkiye’de Sanat, Mayis-Agustos, 1998

- Trkiye'de Sanat, Eylil- Ekim, 1998

- Cem Sahin Resim Sergisi Sergi Katalogu, izmir RHM, 1998
- Destek Reasurans Sanat Galerisi, Adem Genc Resim
Sergisi Sergi Bildirgesi, 1999

- Orta Dogu Teknik Universitesi Sanat Festivali Sergi
Katalogu, 1999

- Orta Dogu Teknik Universitesi Sanat Festivali sergi
katalogu, 2000

- Is Bankasi Parmakkap! Sanat Galerisi Adem Genc Resim
Sergisi Katalogu, 2000

- ODTU Sanat Festivali Katalogu, 2000

- Hayat icin Sanat Sergi Afisi, 2000

- Is Bank Contemporary Turkish Exhibition Catalogue, 1992
- Yoruma Dogru, (Ergiven, M.,) Y .Kredi Publication,
Istanbul 1993.

- Milliyet (Turkish Daily Newspaper), April 15, 1993

- Sabah (Turkish Daily Newspaper), September 15, 1993
- izmir, Art Teachers Exhibition catalogue, Sabah (Daily
Newspaper), November 16, 1994

- Houston International Festival , Tranco Tower Gallery
Turkish Painting Exhibition brochure, Houston 1994

- Cumhuriyet (Yorum: Gurhan Tamer), 24 Ocak 1995

- Genc, A. (Exhibiton catalogue and a poster) Alkent
Actuel Art Gallery Publication, istanbul 1995.

- izmir Metropolitan Municipality Art Gallery, The Faculty
Exhibition Catalogue, 1995

- Edebiyat Elestiri, Issue no: 8, 1995

- Anadolu University, Palet Art Gallery Painting Exhibition
Poster, March 1996

- Oteki (The Other) Art Periodical Catalogue, 1996

- Y.K.B. Kemal Satir (Adana) ve izmir Art Gallery Adem
Genc Exhibition Catalogue, 1996

- Eczaaibasi Art Encyclopedia Volume 1, p. 666, 1997

- Yasar Educational and Cultural Trustees Group Exhibition
brochure and poster , November 9-31, 1997

- Halkbank Gallery Exhibition Catalogue, Ankara, 1997

- Yasemin Kumral Art Gallery Adem Genc Painting
Exhibition Brochure, Moda,istanbul, 1997

- izmir Metropolitan Municipality Collection Catalogue,
izmir, 1997

- Sabanci Collection Catalogue, 1998

- Turkiye'de Sanat, (An Art Periodical) May- August, 1998
- Turkiye'de Sanat, (An Art Periodical) September -October,
1998

- Cem Sahin Painting Exhibition Catalogue, izmir RHM, 1998
- Destek Reastirans Art Gallery, Adem Genc Exhibition
Statement ,1999

- METU Art Festival Catalogues, 1999

-METU Art Festival Catalogues (varied), 2000

- Is Bank Parmakkapi Art Gallery Adem Genc Exhibition
(Catalogue, 2000

- ODTU Art Festival Catalogue, 2000

- Art for Life (Exhibition Poster) , 2000



- 0DTU Sanat Festivali Katalogu, 2001

- Garanti Sanat Galerisi Adem Genc Resim Sergisi Katalogu,
2001

- Yansimalar,Trabzon Anadolu Gizel Sanatlar Lisesi Dergisi,
Mart 2001

- izmirli Ressamlar Ansiklopedisi izmir Biyiksehir B. Kent
Kitapligr Yayinlari, 2001

- Art in The Second Half of The 20th Century (sergi
Katalogu ve Brosir(i), Topkapi Sarayi, Has Ahirlar, istanbul
Sanat Vakfi Yayinlari. 2001

- Agora, izmir, Kasim-Aralik, 2001, (1998 tarihinde yapilan
bir soylesi)

- Caga Koleksiyonu Katalogu, 2002

- Artist, Genc Sanat dergileri, 2003- 2005

- Kirmizi -Siyah sergi katalogu, Besiktas Belediyesi, Mustafa
Kemal Kultur Merkezi, 2005

- Geng Sanat sayi 133, sayfa 13, yil 2005: Mehmet
Usttnipek “Besiktas’ in Cagdaslar” ( Kasim-Aralik 2005,
“Kirmizi-Siyah” sergi degerlendirmesi)

- The Album of The 2nd Beijing International Art Biennale,
2006

- Akademist Galerisi Adem Geng Sergisi, Sergi Afisi,
Alsancak, izmir, 2006

-Sanat Akmerkez" de Sergi Katalogu, 2005-2007

-Kare Sanat Galerisi Adem Genc Sergisi Katalogu, 2008-
2009

- Tunca Sanat Galerisi Grup Sergisi Katalogu, 2010-2011
-Biyiik Bulusma Sanat Ogretmenleri Sergisi Katalogu,
2010-2011

-Suret Siz Adem Geng, B.N islimyeli, Bedri Baykam Sanat
Odretmenleri Sergisi , Tunca Sanat Galerisi, 2011

Sanat Egitimi:

1962-1965  Ankara Gazi EGitim Enstitisi Resim-is
Bolumu, Diploma

1969-1971  Bournemouth College of Art (Lisans
tamamlama), ingiltere,

1971-1974  St. Martin’s School of Art, Lisansisti
(Postgraduate) Londra, ingiltere,

1978-1980  Ege Universitesi Yuksek Lisans
1980-1983  Dokuz Eylil Universitesi, Doktora
1991-1992  California Devlet Universitesi (Fulbright Post-
Doktora)

- METU Art Festival Catalogue, 2001

- Garanti Art Gallery Adem Genc Painting Exhibition
(atalogue, 2001

- Yansimalar (Trabzon Anatolian Fine Art High School
Periodical), March ,2001

- izmirli Ressamlar Ansiklopedisi ( Encyclopedia of izmir
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- Suret Siz / You The Vissage (A.Genc, B.N.islimyeli,
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