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Klise, 2019
Tuval Gzerine yagliboya
80 x 80 cm

Cliche, 2019
Qil on canvas
80 x80cm

Nilglin

Ayna, Nilglin Sabar’a bakmaktan yorgun
distl; cunka takip etmekte zorlandi.
Oysa yasami boyunca hep aynaya bakti
Sabar, ama sadece hayallerini gordi
orada, hizina yetisemedigi hayalleri.
Burada glic olan, s6z konusu hayalleri
kaydetmek degil, dizginlemekti; ve hi¢
kuskusuz, ayna da bu ylizden yetersiz
kahyordu sonucta.

Buglin geriye donlip, Sabar’in
resimlerine ortak bir payda aradigimiz
zaman sunu gorlyoruz: tahayydl
glicuyle barigmak. Hayal kurmaktan
cok, hayal ediyor olmanin mutlulugunu
resmetme arzusu yonlendiriyor bu
yapitlari. Sabar icin bu sireg,

o dénemde ilgi alanina giren seyle
sinirli; yani hayal ile gercek arasindaki
sinir gizgisini devamli silkeleyerek
yoluna devam eden biri. Bu da, gozu
kum saatinde olan bir sanatcinin, her
seyi gorme, her seyi yasama takintisiyla
ilgili elbette. Sabar, kendinden
kagmiyor, yakalayamiyor sadece;

ama yetistigi noktada ne yapacagini
kestirmek mimkin degil, itici gliclni
bitinuyle bu kovalamacaya borglu bir
resmin pesinde ¢unkd.

Ote yandan, yine bu resimlerde
devamliligin glivencesi olan bir bagka
nokta da, tahayyil edilen ile anlatma
Ozlemi arasindaki iliskide karsimiza

Nilglin

The mirror had grown weary with
gazing upon Nilgliin Sabar, as it was
hard put to follow her. Though, Sabar
had gazed into the mirror all through
her life, yet only to see her dreams in it,
which she could not have ever caught
up with. Difficulty here was not about
recording them, but rather being able
to harness them; and undoubtedly,
that was why the mirror fell short of it
in the end.

When we look back to find a common
ground in Sabar’s paintings, what

we have is: Making up with the
imagination. These works are governed
by the desire of painting the picture

of the joy of imagination, rather than
of what is imagined. This process, for
Sabar, is limited to what is in her field
of interest for that moment; in other
words, she is someone who walks

her way continuously shaking up the
borderline between the dream and
reality. And this is, of course, related to
an artist’s obsession to see everything,
to experience everything while keeping
an eye on the hourglass. Sabar is not
running away from herself indeed, only
that she cannot run down herself; but
once she catches up, it's not possible
to predict what she could do since she
owes her driving force completely to
that chase after the picture.



cikiyor. Sabar gibi kabina sigmayan

bir kisinin figlr dilinde karar kilmasi
tesaduf degil: yasadiklarini paylasma,
paylasacagi seylerin de anlagilmasi igin
anlatmaya mecbur hissediyor kendini.
Dolayisiyla anlatiyor olmak da hayal
glcln tetikliyor burada.

Gergekte hayal Grlinii olan bir seye
simgesel icerik atfetme konusunda
¢odu insan birbiriyle yaris halindedir;
ayrica, bilingaltini dikkate aldigimiz
zaman, bunda sasiracak bir taraf da
yoktur. Ancak, simge konusunda,
Sabar izleyiciyi yaniltir; simge, giindelik
hayattaki anlamiyla var olanin pervasiz
mevcudiyetidir burada; ve bu da,
figlran, “bakarken yakalandigimiz sey”
olmasindan kaynaklanir. Daha dogrusu,
bu resimlerde bir sey ne ise o'dur;
gelgelelim, gostergedeki kayitsiz var
olusun rahatlg, izleyiciyi goériinenin
ardina gecme konusunda fazlasiyla
kiskirtir, ama nafile. Bu nedenle, temsile
deger bulunan sey, kimi defa asiri
olcude kigkirtici goriinse de -penisi
cagristiran mantarlar animsayalim-,
sadece ciplak mevcudiyetine teslim
olmaktan otiirli, sonugta yoruma

dair hicbir ipucu birakmaz geriye.
Dolayisiyla tek yol, Sabar bu resimleri
yaparken hangi yolu izlediyse ona
uymaktir: dil ile gercek de soylenebilir!

BUtdn bunlar, hayati doludizgin ve
pazarliksiz yasayan bir sanatginin,
farkli alanlara duydugu ilgiyi resmine
tasimasiyla noktalanir. Ayrica, bu
resimlere hep ayni gerekge eslik
eder: Bana dokundugu strece her
sey resmedilebilir; o siralarda ne

On the other hand, we find another
point, also assurance for continuity

in these paintings, in the relation
between the longing for narration and
the envisioned. It is not a coincidence
that a restless person like Sabar would
decide upon the language of figure:
She feels obliged to share what she
had experienced and to narrate them
in order to have them understood.
Thus, the imagination is triggered by
being a narrator.

People pit against each other in
attributing a symbolic content to

what is actually fictitious; and when

it comes to subconscious, it is not

that surprising, too. Nevertheless,
Sabar misleads the audience about
the symbol, which is here but a
reckless representation of what

exists in its daily life meaning; and

it is because the figure is the thing

we have become seized by while
viewing. More precisely, in these
paintings everything is what it actually
is; however being demonstrated so
recklessly they are likely to provoke
the audience to go beyond what is
apparent, yet to no avail. Therefore,
what is worth representing, even when
it is extremely provocative — remember
the mushrooms reminding a penis, will
leave no clue to its interpretation as it
succumbs only to its mere existence.
Hence, the only way is to follow Sabar’s
own way of doing these paintings:
Tongue can also speak of what is real!

All of these come to a conclusion with
the artist’s act of transferring her

Odam, 1998
Tuval Gzerine yagliboya
100 x 70 cm

My room, 1998
Qil on canvas
100 x 70 cm



Odam, 1998 (Detay)
Tuval Gzerine yagliboya
100 x 70 cm

My room, 1998 (Detail)
Qil on canvas
100 x 70 cm

yasaniyorsa kayit sirasi onundur.

Bu da, giincesini tuvallere kaydeden
biriyle karsi karsiya oldugumuzu ortaya
koyar. Dolayisiyla glindelik hayatin
gergeklerinden hareketle yapilan bu
resimlerde, amaglanmis simgeye

yer yoktur. Sabar, birebir yasadiginin
tetikledigi cagrisimlari, simgeye
cevirmek yerine, bu ¢agrisimlarin yeni
bir baglama gecmesine karismadan
resmine devam eder. Kisacasl, simgesel
icerik, figirtn uzak durdugu bir ytktir;
ciplak mevcudiyet, yeterince gizemlidir
nasilsa; yani, kedinin kedi gibi gériinmesi
bile izleyici i¢in yorucudur. Gérmek,
hayret etmektir.

Diger taraftan, sinirli sayida olmakla
birlikte, bu resimlerin de boltustigu
paydalar vardir elbette. Nitekim,
bunlar arasinda ilk ve en belirgin
olani, klostrofobiyi cagristiran kapali
mekan sikintisidir. Aslinda kapali
mekan korkusundan ¢ok, kendiliginden
acik havaya tasan bir ruh hélinin
sonucudur bu: diinya ile randevusu
olan birinin agik hava bagimlihgi. Buna
gore, digarisi igerinin karsiti degil,
yerylizlyle engelsiz kucaklagsmanin
her seye acik podyumudur. Daha
dogrusu, engellenmesi mimkin
olmayan bir mutlulugun énderliginde,
her seyi olumlamak Gzere tasarlanmig
resimlerdir bunlar, ama 6n planda olan
hep resmin mutlulugudur burada;

bu da, Sabar’in mutlu olmaktan c¢ok,
mutluluga heves ettigini gosterir

bize: her resimde, mutluluk ile yenide
baslayan kése kapmaca oyunu.

interests in various areas to the
painting, as a person who lives a
reconciled life at full speed. Also, it's
the same motive established in these
paintings: Everything can be depicted
as long as it touches me; now it’s the
turn of whatever experienced at the
moment to be recorded. This reveals
that indeed she is keeping her diary on
the canvas. Therefore, there is no room
for the predetermined symbols in these
paintings, created with reference to the
facts of the daily life. Sabar, instead of
trying to convert them into symbols,
keeps on depicting these associations
triggered by her own experiences
without interfering with any shift of
context. Shortly, the symbolic content
is a burden that the figure must keep
away; indeed the mere existence of

a thing is mysterious enough that it is
tiresome for the audience even

when the cat is seen as but a cat.
Seeing is marveling.

On the other hand, though limited,
there are certain aspects that these
paintings have in common. The first
and the most significant of these is
the distress of enclosed places,
almost like claustrophobia. Actually,
it is rather the result of a mood

that’s spontaneously overflowing

to outdoors: Open-Air addiction of
someone who has an appointment
with the earth. To this end, outside is
not the opposite of inside, but an open
podium where one can embrace

the earth without hindrance.

1



Klostrofobi, 2006
Tuval Uzerine yagliboya
147 x 84 cm

Claustrophobia, 2006
Qil on canvas
147 x 84 cm
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Klostrofobi, 2006 (Detay)
Tuval Gzerine yaglboya
147 x 84 cm

Claustrophobia, 2006 (Detail)
Qil on canvas
147 x 84 cm

Sabar’in henliz 6grencilik déneminde
(2000) yaptigi Odam ile yillar sonra
gerceklestirdigi WC'yi karsilastirdigimiz
zaman, fobiye donlismus kapali mekan
sikintisi agikga belli olur. Odam, her
seyden once, karmakarisik olmanin
Otesinde, icindekiler ile nefessiz
kalmis bir mekanin taniklik ettigi
bunalim resmidir: kabina sigmayan
birinin dlizen fikrine son verdigi hicre.
Bu 6rnekte karsilastigimiz, daha
sonraki calismalara da dolayli yoldan
eslik edecek disavurumcu duyarligin
kokeninde ise, aslinda disari atmak
yatar; odada birbirini yutarcasina
birikmis olan, Sabar’in biriktirmeden
attiklanidir esasen.

Ne var ki, biraz dikkatli bakinca,

bu huzursuzlugun gerekgesini fark
etmekte zorlanmayiz. Odam’in
nefessiz kalmasi, tepeleme dolu
olmaktan cok, koordinatlarinin
yamulmus olmasindan kaynaklanir.
Oda, icindekileri yliklenmekten 6nce,
hapsoldugu mekana isyan eder burada;
taban planindan yoksundur ¢lnkd.
Ayni sorun, WC’de de karsimiza ¢ikar:
yamru yumru mekanin basl, iceride
olandan 6nce dénmeye baglamistir
sanki! Ancak, o glinlerde oynayan
Trainspotting adli filmin duvara asih
afisi ile WC’deki bunalim ikiye katlanir:
Sabar, atmak zorunda kaldidi cighgu,
afisteki adama devretmistir.

WC 6rnedi, ilk bakista zekice
kurgulanmis bir sahneye isaret etse de,
Sabar’in bunu ne élglide 6nemsedigini
kestiremeyiz; yani, WC’ye o afigin
gergekten asilmis olup olmadidi sorusu

More precisely, these are the paintings
designed to affirm everything led by
an unrestrainable happiness; yet it is
the happiness of the painting itself
which stands in the foreground and
shows us that Sabar, rather than being
happy, is someone who has a desire
for happiness: A new session of puss-
in-the-corner game played with the
happiness in each painting.

When we compare Sabar’s two
paintings, My Room, from her pupilage
(2000), and WC, the distress of
enclosed places, which has now turned
into a phobia, is clearly seen. My Room
is a picture of depression first of all,
beyond its helter-skelter appearance,
witnessed by that space which is left
short of breath with its contents:

A cell where a restless person brings
the idea of order to an end. In the root
of the expressionist sensitivity we have
seen in this example, and which will be
observed in her later works indirectly,
lies the idea of expelling; actually those
things in the room are what Sabar

has expelled.

Nevertheless, when looked carefully, it
is not difficult to realize the very reason
of this discomfort. The reason why My
Room is short of breath is because of
its warped coordinates, rather than

its being filled to the brim. The Room
rises up against the space where it is
imprisoned at, rather than having to
carry the burden of its contents, as it is
lacking the base plan. We face the very
same problem at WC; it looks as if the
lumpy bumpy space itself had started
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Klostrofobi, 2006 (Detay)
Tuval Gzerine yaglboya
147 x 84 cm

Claustrophobia, 2006 (Detail)
Qil on canvas
147 x 84 cm

acikta kaldigi gibi, Sabar ile afisteki
adamin ¢iglikta ortlisen tepkisi de
ayni 6lglide zora kosar izleyiciyi.

Aslinda bu resimleri alisik olmadigimiz
bir ilke yonlendirir: Gordigimuz
seylerin derinligine, onlarin kigkirtici
sigligini kabul yoluyla niifuz edebiliriz.
Sanatginin gorevi bu sighgi gérmek,
sadece seylerin degil, olaylarin da
ciplak var olusundaki kayitsizhgi
temsile deger kilmaktir.

Sabar’in cogkulu ve kendisiyle barigik
kimligi, ayri ayri ve farkh sekilde tim
resimlerine yayilir. Buna gore, bir
resmin adi, konusu, hatta malzeme
ile hesaplagsma olarak Uslubu, hicbir
zaman yaygin beklentiyi dogrulamaz.
Diinyayi tanimak icin daldan dala
konarak kendisiyle tanigan birinin
resimleridir bunlar. Sabar, aramaktan
degil, bulmaktan bikip yorgun distigu
icin, gitgide aramayla bogusmaya
baslamistir sonucta.

Bu baglamda Kizilagaclar Krali,
tamamen tesadtife bor¢landigi adi

ile ilging bir 6rnek teskil eder. Michel
Tournier’nin, Goethe’'nin bir siirinden
esinlenerek romanina verdigi bu

isim, o glinlerde s6z konusu romani
okuyan Sabar’l etkileyince, o da

hic duraksamadan bu adi vermistir
resmine. Oysa, bizzat kendisinin
acikladigi tizere, resmin konusu ardinda
cok daha farkli, duygusal bir iligki
yatmaktadir bu 6rnekte. Apacik: WC
duvarina asil Trainspotting’in ardindaki
tercih nedeni, burada da aynen
gecerlidir; afis 6rneginde tesadifiin

feeling dizzy before the one inside!
But with the poster of Trainspotting
on the wall, a movie showing at that
time, doubles the depression at WC:
Sabar seems to have handed over
the scream she had to let out to the
man on the poster.

Although the example of WC refers

to a cleverly set scene, we cannot
estimate the degree of importance
that Sabar had attached to it, i.e. while
the question on whether the poster

is actually hung there or not remains
unanswered, overlapping reactions of
Sabar and the screaming man on the
poster also equally make things
difficult for the audience.

Actually these paintings are

governed by an unusual principle:

We can penetrate into the depths of
things we can see only by accepting
their tempting shallowness. The artist’s
duty is to detect this shallowness

and to make that recklessness in the
mere existence of events, not only of
things, also worth representing.

Sabar’s enthusiastic personality
with self-esteem is reflected in all
of her paintings in different ways.
Accordingly, the title or the subject
of the painting, or her style, as a
settlement with the material, never
verifies the common expectations.
These are the paintings by someone
who happens to meet herself when
jumping from one thing to the
other in order to meet the world.
As Sabar grows weary of finding,



Kizil Agagclar Krali, 2008
Tuval Uzerine yagliboya
100 x120 cm

The King of Red Trees, 2008
Qil on canvas
100 x 120 cm




dogruladigi tercih, roman adi glindeme
geldiginde yaya kalmustir.

Ancak, Sabar’'in yerylzU ile
kucaklasmak igin firsat kolladigini
animsadigimiz zaman, adlandirma
konusundaki bu tavrinin, aslinda
dizginlemekte zorlandidi delismen
coskudan kaynaklandigini goririz.
Buna gore, Kizilagaglar Krali 6znel
gerekce nedeniyle koyulmus bir isim
olsa bile, burada goérdiigimuz

sey dlpedliz Orpheus ya da
Tamino'dur: mizigiyle hayvanlari
blylleyen kahraman.

Ne var ki, bu resmin en cgarpici
ozelligi, Sabar’la ilgili bir dizi 6Gnemli
ipucu vermesidir. Once, kapali
mekana iligkin sikintiya son veren
actk havadan baslayalim: disarida
olmak, mutlulugun énkosuludur bu
resimlerde; hayal kurmak icin bagka yer
yoktur ¢linku. Tuhaf, ama varligindan
emin oldugumuz bir atmosfer, masal
ile gercek arasinda, karar vermekte
zorlandigimiz bir alana tasir bu yapiti.

Sabar, her zaman oldugu gibi, bir
“atmosfer blylcusi” olarak bagladigi
Kizilagaclar Krali'ni, viyolonsel ¢alan
gencle kesintiye ugratirken, bir sonraki
asamada hayvanlari da dahil etmistir
buna, ama kurgu ve yorumun dogru‘ya
karsi duran esnekligini dikkate alma
kosuluyla hi¢ kuskusuz. Viyolonselci,
resimdeki temsiliyle bu denli uyusmasi
baglaminda, ¢ikis noktasina iliskin
hemen bir ipucu veriyor bize: fotograf.
Gelgelelim, tam da bu ylzden
dizenlemenin bitlnine anlam katarak,

20

not of searching, she eventually starts
to quarrel with the search.

In this context, Kizilagaclar Kral
(Erlkénig) is an interesting title
example which was given by complete
coincidence. This is same as the title of
Michel Tournier’s novel, inspired upon
a poem by Goethe, which Sabar had
been reading at that time and being
really impressed she did not hesitate
to borrow the title for her painting.
Whereas, the painting itself is actually
based on a far more different subject
than the novel, involving an emotional
relation, as she had personally declared
before. Obviously: Her motive behind
putting Trainspotting on the wall at

WC is also applicable here; while her
preference for the poster example can
be verified by coincidence, this is not
valid when it comes to the title of

the novel.

But when we remember that Sabar

is biding her time to embrace the
earth, then we realize that her attitude
towards entitling paintings is springing
from her flighty enthusiasm which she
had difficulty to restrain. Thus, even
though the title Kizilagaclar Krali was
given subjectively, what we blatantly
see here is Orpheus or Tamino:

The hero who's enchanting animals
with music.

Nevertheless, the most striking thing
about this painting is that it provides
us with a series of significant clues
about Sabar. Firstly, let’s start with
the open-air which puts an end to the

Kizil Agagclar Krali, 2008 (Detay)
Tuval Gzerine yaglboya
100 x120 cm

The King of Red Trees, 2008 (Detail)
Qil on canvas
100 x 120 cm
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Kizil Agaclar Krali, 2008 (Detay)
Tuval Gzerine yagliboya
100 x 120 cm

The King of Red Trees, 2008 (Detail)
Qil on canvas
100 x 120 cm

sonunda o da orgensel butinlugu
bozmadan dabhil oldugu atmosferi
iyice gliclendiriyor nihayet. Ancak
burada 6nemle vurgulanmasi gereken
nokta, viyolonselciye eslik eden biblo
hayvanlarda karsimiza ¢ikiyor; ¢linkd,
bunlar da fotografla kaydedilmek
Uzere Oylece siralanmis oraya: Ali/ce
Harikalar Ulkesinde sanki! Ustte,
resmin ortasinda goriilen mavi kire
ise hayal alemini mikemmelen
tamamliyor: bir bagka gezegendeyiz
artik. Ote yandan, bu érnekte her seyin
sadece atmosferi tamamlamak lizere
tasarlanmis olmasi bizi sasirtmiyor;
Sabar, 6znel yasanti igerigini temsil
etmek yerine, kurgu ve atmosferin

ic ice gectigi bir sahnelemenin
pesinde zira. Dolayisiyla coskusunu
denetlemekte ne denli zorlanirsa
zorlansin, malzeme ile iligkisinde hep
mesafeli durdugunu goriyoruz.

Bu asamada, mesafeli durusta oynadigi
rol bakimindan, fotografin Sabar igin
tasidigi dnemi kisaca animsamakta
fayda var: Fotograf, resim s6z konusu
oldugunda, figurler arasindaki iligkiyi
kurgu araciligiyla saglayan atmosfer
icin tamamlayici fazlaliktir; yani,
vazgecilmesi gereksiz olmayan bir
eklenti; en azindan, kesfedildigi
tarihten bu yana, teknolojinin resme
armaganlarindan biri. Bu baglamda
fotograf, resimden 6nce, Sabar‘a katkida
bulunur: resmetme siirecinin, biyolojik
enerjiyi denetleyip, yonlendirmesi.
Boylece fotograf, daha ilk glinden
baslayarak, dolayl yoldan denetimine
katkida bulundugu bu siirecle, resmin
goriinmeyen can yelegidir burada.

distress of enclosed places: Being
outdoors is essential for happiness in
these paintings; since we don’t have
anywhere else to go for dreaming. An
atmosphere, strange yet we are assured
of its existence, carries this work to a
place which we cannot simply decide
whether it’s a tale or reality.

Sabar, as she always have done,
interrupts Kizilagaglar Krali, which she
began as an “atmosphere wizard,” with
the young man who plays cello, and
adds the animals at the next stage,
undoubtedly regarding the flexibility
of the construct and interpretation
which are opposing against what'’s
true. The cellist, being compromised
with its representation in the painting,
gives us a clue about the starting point:
The Photograph. However, because of
this, it contributes to the whole of the
construct, and eventually heightens the
atmosphere to which it also belonged
without disturbing the organic
integrity. Another important point to
emphasize here is about the model
menagerie accompanying the cellist
as they have also been simply placed
there to be recorded by photography:
as if it's Ali/ce in Wonderland! Up there,
in the middle of the painting there’s a
blue sphere which perfectly completes
the realm of the imaginary: We're on

a different planet now. On the other
hand, we are not surprised that every
item in this example is only designed to
complete the atmosphere; since Sabar,
instead of representing the contents
of her subjective view, is pursuing

to set a stage where the construct
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Yine ayni kapsamda, figirden geriye
kalan boslugun acgik havaya donlsttugu
bu resimlerde, bosluga diisen bosluk,
hayal glcindn yani sira, malzeme

icin de kigkirtici bir 6zglrlik alanina
evrilir sonucta. Aslinda, Sabar’in “kendi
beni”yle bulusup, ugmaya doyamadigi
yerdir buralari; ¢linkd, nicedir hayal
glicline sigmakta zorlanip, bosalmak
icin firsat kollayan ne kadar uguk

kacik sey varsa, hepsi burada bulusur
sonugta. Buna gore, ister bu 6rnekte
oldugu gibi, oyuncak domuz, ister
gergek bir ztrafanin temsili olsun,
sonug degismez: figlirin orada
bulunma nedeni, olasi baglamindan
kopmanin esigindedir; ama sinirl da
olsa, acik bir kapi birakarak. Dolayisiyla,
gercekisttcullkle ilgisi olmayan,
tamamen cocuksu ve her tiirlG 6n
kabulden bagimsiz bir iradenin
sonucudur bu.

BUtln bunlar, Sabar'in 6ngordigu resim
dilinde malzeme ile hesaplagsmanin,
yasanti iceriginden farkli olarak, o andaki
ruhsal durumuyla ilgili oldugunu gosterir
bize. Buna gore, Anneannem ile
insansiz, malzeme estetigi baglaminda,
iki farkl diinyaya isik tutar. Bunlardan
ilkine, 1930’larin ikinci yarisinda
cekilmis bir fotograf 6nculik ediyor:
Anneanne digun téreninde.

Once renkten baslayalim: Sabar,
genelde alacali, bir bagka deyisle
pariltili renklere ilgi duymasina karsin,
paletini bununla sinirlamaz; renk,
yasantidan ¢ok, atmosfer ya da ifadeye
acik olanin temsil aracidir ¢link(. Buna
gore, Anneannem’de kahverengi gibi

24

and the atmosphere are intertwined.
Therefore, no matter how much
difficulty she might have in restraining
her enthusiasm, we observe that she’s
always standing aloof in her relation to
the material.

At this stage, we'd better remember
the importance of photography for
Sabar in terms of its role in standing
aloof: The photograph, when it comes
to painting, is but a complementary
excess for the atmosphere which
brings figures into connection through
the construct; i.e. an addition which is
not redundant to put aside; at least, it is
a gift from technology for the painting
since the time it was invented. In this
context, the photograph contributes to
Sabar, before the painting: Controlling
and redirection of the biologic energy
by the process of depicting. Thus the
photograph is the invisible life-vest of
the painting, assisting it through this
process, indirectly contributing to its
control since day one.

Again, in the same context, in those
paintings where the empty space
outside the figure has turned into

the open air, the space falling into
emptiness eventually evolves into a
provocative area of freedom for the
material as well as for the imagination.
Actually this is where Sabar cannot get
enough of flying, along with her “own
self”; because how many factoid things
ever exist in her imagination, those

are hardly waiting for an opportunity
to unload, they tend to meet here
eventually. To this end, whether it is

Anneannem, 2009
Tuval Gzerine yagliboya
90 x 70 cm

My Grandmother, 2009
Qil on canvas
90 x 70 cm
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insansiz, 2017
Tuval Gzerine yaglboya
150 x 300 cm (Diptik)

Humanless, 2017
Qil on canvas
150 x 300 cm (Diptich)
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insansiz, 2017 (Detay)
Tuval Uzerine yaglboya
150 x 300 cm (Diptik)

Humanless, 2017 (Detail)
Oil on canvas
150 x 300 cm (Diptich)

pariltisiz bir rengin adirhkli olmasi,
tamamen ifade’ye dayali bir temsil
beklentisinden kaynaklanmistir. Ote
yandan, hic degilse bildigimiz kadariyla,
diguiin aksaminin sevincini bitlinlyle
alacali renklere ayirmasi beklenen
Sabar’in burada kahverengine yonelmis
olmasini tesadUfle agiklayamayiz.
Unutmayalim: Her seyden 6nce, henliz
anneannesini yitirmis olmanin yasini
annesiyle paylagsmaya c¢alisan birinin
resmidir bu. Dolayisliyla, seksen yil
once cekilmis bir siyah/beyaz fotografi
renklendirirken, aradan gegen zamanin
da bu hiizne katilacagi diislincesi,
kahverengini kendiliginden 6n plana
cikarmistir burada. Diger taraftan, s6z
konusu fotografa bakmaya devam
edince, Sabar’l etkileyen seyin ne
oldugunu fark etmekte zorlanmiyoruz:
bez bebegi cagristiran anneannenin
ylzlindeki mutlu ve cocuksu ifade.
Kesin olan sey ise, kimsenin goéziinden
kagmiyor: Anneannem, hiziln ile
mutluluk 6zlemi arasina sikisip kalmig
bir ruh halinin portresidir.

insansiz’a gelince, bu kez tek resimle
kendini 6zetlemeye aday bir sanatci
cikiyor karsimiza: bitki 6rtlisiinden
hayvanlar alemine kadar rengéarenk bir
hayal diinyasi. Apacik: Sabarin tim
resimlerine, dogrudan ya da dolayl eslik
eden bir mutluluk ilkesi yonlendiriyor
bu resmi; ama korl koriine stattkoyu
evetleyen bir kitsch duyarligi degil,
bireyin “kendi beni”yle kiyasiya bogusarak
ulastigi bir pembelesme hali. Bu yonlyle
insansiz, blyiklerin okuyacagi bir masal
kitabi i¢in tasarlanmisg illistrasyonun
sinemaskop gorintlsind cagristiriyor:

a toy pig or the representation of a
genuine giraffe, as is the case in this
example, the result does not change:
The reason why the figure is there is
at the verge of being disconnected
from its probable context, but leaving
an open door behind, although it’s
limited. Therefore, this is the result of
an absolutely childish will, independent
from any presumption, and having no
concern with surrealism.

All these show us that the settlement
with the material, as in the language of
painting that Sabar has foreseen,

is related to her current state of mind,
as distinct from her life experiences.
Accordingly, My Grandmother and
Humanless illuminate two different
worlds in terms of material aesthetics.
The former is led by a photograph
taken in the second half of 1930s:

The grandmother is at the

wedding ceremony.

Let’s begin with color: Although Sabar
is interested in motley, i.e. gleaming
colors, her palette is not limited to
these; since the color is the means of
representation of what is open to the
atmosphere or expression, rather than
life. To this end, the reason why brown,
a gloomy color, is predominantly used
at My Grandmother is the expectation
of a representation totally based on
expression. On the other hand, we
cannot explain it by mere coincidence
that Sabar preferred brown when we
are expecting, at least as far as we
know of, vivid, motley colors from her
to reflect the joy of the wedding eve.
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Sabar, bu resimde yalnizca ilgi alanina
giren canlilari siralamakla kalmayip,

ilk gtinden bu yana acgik havaya
duydugu 6zlemi de taclandiriyor:
delismen muhayyilenin postmodern
duyarlik ile flortl. Aslinda, dodaya
bitin vicuduyla degmek isteyen
birinin, dokunmaya duydugu ac¢higi
hissediyoruz insansiz’da. Dokunmak,
Ayakta Uyumak'ta tanik oldugumuz
lizere, Eros’un rehberliginde, sokulup
sarilmaya giristir esasen. Gergi, ates
puskirten yanardaga ragmen, bu
resimde cenneti cagristiran doganin
sadece hayvanlarla dolu olmasi, yine
Sabar’in ifadesine gore, o glinlerdeki
ruh halinin etkisiyle, insanlardan
kagmakla ilgili; ama sonug¢ degismiyor:
Resmedecedi seyi ciplak teniyle izleyen
bir sanatginin sigindigi yer burasi.

Nitekim, sadece agacin resmedildigi
orneklerde, ayni seye bir bagka

acidan tanik oluyoruz bu defa. Codu,
Kaz Daglari’'nda yapilmis s6z konusu
resimlerin basat 6zelligi, sanatginin
durus noktasi ve sekli ile bakig
hattinda dikkat ¢ekiyor. Buna gore,
adgacin govdesine kosut bakis hatti ile
asagidan gokylziine dogru dimdik
bakan Sabar, belli ki, kendini topraga
sirtUstl uzanmis halde tasarlayarak
seyrediyor agaci; muhtemelen, iki elini
ense koklinde kenetleyip, teniyle toprak
arasindaki siniri sifirlayarak.

Hiz dizisinde yer alan adaglar ise
dogadan kopmanin yol agtigi bir
tepkiyi dile getirir. Ancak, Sabar’in bu
calismalarda ulastigi yetkinlik diizeyi,
ceyrek ylzyili bulan resim serliveninde
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Let's remember: Before anything else,
this is a painting by someone who

has just lost her grandmother and
trying the share her mourning with her
mother. Therefore, when coloring a
black-white photograph that was taken
some eighty years ago, brown had to
be the choice rather spontaneously
with the thought that passing time will
also add to the gloom of the painting.
On the other hand, when we keep on
looking at the photograph, we can
easily realize what it was that affected
her: Happy and childish expression on
her grandmother’s face, echoing back
to the rag doll. One thing is certain
that no one misses it: My Grandmother
is the portrait of a mood that is stuck
between melancholy and the longing
for happiness.

As for Humanless, now we have an
artist here who is up to sum herself up
in one painting: A colorful la-la land,
from the vegetation to the animal
kingdom. Obviously: This painting is
governed by a principle of happiness,
which is seen in all of her works,
directly or indirectly; yet not a kitsch
sensitivity that’s blindly asserting the
status quo, rather a state of turning
pink, reached after a cutthroat struggle
against the “own self” From this aspect,
Humanless seems like a cinemascope
view of an illustration designed for a
tale-book for adults:

In this painting, Sabar, not only arraying
those creatures she’s interested in,

but also crowning her longing for
open-air since day one: flirtation of a

Ayakta Uyumak, 2006
Tuval Gzerine yagliboya
100 x 150 cm

Asleep on Foot, 2006
Qil on canvas
100 x 150 cm
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isimsiz 1, 2015
Tuval Uzerine yagliboya
70 x100 cm

Untitled 1, 2015

Qil on canvas
70 x100 cm
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isimsiz 1, 2015
Tuval Gzerine yaglboya
70 x100 cm

Untitled 1, 2015
Qil on canvas
70 x100 cm

flighty imagination with a post-modern
sensitivity. We can feel the hunger of
someone who wishes to touch nature
with her entire body at Humanless.

In fact, touching is but an introduction
to cuddling and hugging under the
guidance of Eros, such as we witnessed
at Asleep on Foot. However, despite
the erupting volcano, the fact that the
heavenly part of this painting is only
populated with animals is related to the
misanthropic mood she had back then,
as she declared, yet the result does not
change: This place is the sanctuary of
an artist who is watching what she is
about to depict through her naked skin.

As a matter of fact, we observe the same
thing in those paintings where only the
trees are depicted, yet from a different
angle. The dominant characteristics of
these paintings, most of which are done
around Kaz Mountains, are the artist’s
standpoint, stance and the line of vision.
Accordingly, with her line of vision,
parallel to the trunk of the tree, Sabar is
apparently dreaming herself as lying on
her back, facing the sky, watching the
tree, with hands probably clasped at
the back of the neck, hence resetting
the distance between the flesh and

the earth.

Those trees in the Speed series

are reflecting a reaction for the
dissociation from nature. However,
the competence Sabar has reached
in these works is the climax of her
painting adventure which is almost
of a quarter century. Above all: When
we put those colorful trees from the
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Agdaglar, 2015
Tuval Uzerine yagliboya
35x25cm

Trees, 2015
Qil on canvas
35x25cm

basli basina bir doruk noktasidir. En
onemlisi: Kaz Daglar’'nda karsilastigimiz
renkli agacglari bu dizide yer alan
ornekler ile yan yana koydugumuzda,
sadece renk tercihi konusundaki
atakhgin nasil duruldugunu gérmekle
kalmayip, ayni zamanda Sabar’in kabina
sigmayan i¢ diinyasindaki gelgitleri de
izleme firsati buluruz. Belki de ilk kez,
gizemli ve agiklanmaya muhtag bir
yasanti icerigi bu diziye eslik etmenin
esigindedir sanki! Bir baska deyisle,
insansiz'in ardindaki ruh hali, burada
glin ytzine ¢ikmistir.

Simdilerde Selfie basligi altinda
gerceklestirdigi otoportrelere gelince,
dogayla bunca hesaplasan Sabar,
sonunda yenide kesfetmistir gicekleri,
ama bundan boyle “cigek kiz” olarak
kendisiyle bulugsmak Gzere elbette.

Mutluluk, karsitindan payina diseni
almaya hazir olanin hakkidir; Sabar,
bunu kanitlamaya calisiyor hep; Ustelik
bizi de davet etmeyi unutmadan.

2019

Kaz Mountains beside the trees of
this series, not only we witness how
her boldness about color choice has
diminished, but we also find a chance
to observe the tides of her restless
inner world. Perhaps for the first time,
it seems as if the paintings in this
series are at the threshold of reflecting
a mysterious life experience, which
needs further explanation! In other
words, the mood hidden behind the
Humanless, is in broad daylight here.

As for the self-portraits she is painting
nowadays under the title Selfie, after

all this time of settling with nature,
Sabar has finally discovered the flowers
again, but of course, in order to meet
with herself as the “flower girl” from
now on.

Happiness is deserved by whoever

is ready for taking one’s share from
just the opposite; this is what Sabar is
trying to prove all the time; and, by the
way, she remembers to invite us too.

2019
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Babamin Portresi, 2002
Tuval tGzerine yagliboya
100 x 70 cm

Portrait of My Father, 2002
Qil on canvas
100 x70 cm
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Babaannemin Portresi, 2000
Tuval Gzerine yagliboya
100 x 70 cm

Portrait of My Father’s Mother, 2000
Qil on canvas
100 x70 cm

Agresyon, 2000
Tuval Gzerine yagliboya
68 x100 cm

Agression 2000
Qil on canvas
68 x100 cm
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Atolye calismasi, 1998
Kagit Uzerine yagliboya
50x35¢cm

Atelier study, 1998

Qil on paper
50x35cm
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Uyku (Annem), 2002
Tuval Uzerine yagliboya
100 x 140 cm

Sleep (Mother), 2002

Qil on canvas
100 x 140 cm
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Kus, 1996
Kagit Gzerine karakalem
100 x 70 cm

The Bird, 1996
Pencil on paper
100 x 70 cm

Kus, 1996
Tuval Uzerine yagliboya
100 x 70 cm

The Bird, 1996
Oil on canvas
100 x 70 cm
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Nevada'da iki Kiz, 2000
Tuval Uzerine yagliboya
62 x 80 cm

Two Girls in Nevada, 2000
Qil on canvas
62 x 80 cm




Asli'nin Portresi, 1996
Kagit tzerine akrilik
37 x48 cm

Portrait of Asli, 1996
Acrylic on paper
50x35cm




Marla’nin Portresi, 2000
Kagrt tzerine akrilik
37 x48 cm

Portrait of Marla, 2000
Acrylic on paper
50 x35cm
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Kirilgan, 2009 (Detay)
Tuval Uzerine yaglboya
100 x 150 cm

Fragile, 2009 (Detail)
Qil on canvas
100 x 150 cm

Bulut, 2000
Kagit Gzerine akrilik
70 x100 cm

Cloud, 2000
Acrylic on paper
70 x100 cm
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Venice Beach, 2000
Tuval Gzerine akrilik
150 x 200 cm

Venice Beach, 2000

Acrylic on canvas
150 x 200 cm
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Kuvet, 2004
Tuval Uzerine yagliboya
150 x 200 cm

Bathtube, 2004
Qil on canvas
150 x 200 cm
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Agdacg, 2015
Tuval Gzerine yagliboya
20x20cm

The Tree, 2015
Qil on canvas
20x20cm

Alacakaranlk 2, 2015
Tuval Uzerine yagliboya
20x20cm

Twilight 2, 2015
QOil on canvas
20x20cm

Alacakaranlk 3, 2015
Tuval Gzerine yaglboya
20x20cm

Twilight 3, 2015
Qil on canvas
20x20cm
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Gundiz Gece, 2015
Tuval Gzerine yagliboya
100 x 140 cm (Diptik)

Day and Night, 2015
Qil on canvas
100 x 140 cm (Diptich)

Giindiiz 1, 2013
Tuval Gzerine yagliboya
100 x 70 cm

Day 1, 2013
Qil on canvas
100 x 70 cm
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Harika Bir Giin, 2015
Tuval Uzerine yagliboya
100 x 70 cm

A Wonderful Day, 2015

Qil on canvas
100 x 70 cm
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isimsiz, 2010 (Detay)
Tuval Gzerine yagliboya
90 x 115 cm

Untitled, 2010 (Detail)
Qil on canvas
90 x 115 cm

isimsiz, 2010
Tuval Gzerine yagliboya
90 x 115 ¢cm

Untitled, 2010
Qil on canvas
90 x M5 ¢cm
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U.F.0O., 2012
Tuval Uzerine yagliboya
100 x 150 cm

U.F.O., 2012
Qil on canvas
100 x 150 cm
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Vents, 2014
Tuval Gzerine yagliboya
100 x 150 cm

Venus, 2014
Qil on canvas
100 x 150 cm

Venlis, 2014 (Detay)
Tuval Gzerine yaglboya
100 x 150 cm

Venus, 2014 (Detail)
Qil on canvas
100 x 150 cm
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Geyik, 2016
Kagit Uzerine organik boya
28 x20 cm

The Deer, 2016
QOrganic paint on paper
28 x20cm

Siyah Jaguar, 2016
Kagit tzerine organik boya
28 x37cm

Black Jaguar, 2016
QOrganic paint on paper
28 x37¢cm
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En Eski Bilgi, 2015
Tuval Uzerine yagliboya
20x35¢cm

Primordial Information, 2015
Oil on canvas
20 x35¢cm

Diinya’nin Efendisi 2015
Tuval Gzerine yagliboya
20x20cm

Master of The World, 2015
Qil on canvas
20x20cm
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Mantarlar 1, 2015
Tuval Uzerine yagliboya
15 x20cm

Mushrooms 1, 2015
Qil on canvas
15x20cm
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Mantarlar 2, 2015
Tuval Gzerine yagliboya
15x20 cm

Mushrooms 2, 2015
Oil on canvas
15 x20cm

Mantarlar 3, 2015
Tuval Uzerine yagliboya
15x20 cm

Mushrooms 3, 2015
Qil on canvas
15 x20cm
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Femme Fatale, 2011
Tuval Uzerine yagliboya
180 x 120 cm

Femme Fatale, 2011

Qil on canvas
180 x 120 cm
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Opiiciik 1, 2012
Tuval Uzerine yagliboya
150 x 200 cm

The Kiss 1, 2012
Qil on canvas
150 x 200 cm

Opiiciik 2, 2012
Tuval Gzerine yagliboya
150 x 200 cm

The Kiss 2, 2012
Oil on canvas
150 x 200 cm
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Sualti, 2012-17
Tuval Uzerine yagliboya
160 x 175 cm

Underwater, 2012-17

Qil on canvas
160 x 175 cm
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Sualti, 2012
Tuval Uzerine yagliboya
100 x 150 cm

Underwater, 2012
Qil on canvas
100 x 150 cm

Sualti, 2015
Tuval Uzerine yagliboya
100 x 150 cm

Underwater, 2015
Qil on canvas
100 x 150 cm
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The Moon La Luna, 2010
Tuval Uzerine yagliboya
150 x 200 cm

The Moon La Luna, 2010
Qil on canvas
150 x 200 cm
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insansiz, 2015
Tuval Gzerine yaglboya
150 x 400 cm (Diptik)

Humanless, 2015
Qil on canvas
150 x 400 cm (Diptich)
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isimsiz, 2015
Tuval Uzerine yagliboya
100 x 150 cm

Untitled, 2015

Qil on canvas
100 x 150 cm
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Giines ve Ay, 2015
Tuval Gzerine yagliboya
140 x 110 cm (Diptik, Sol)

The Sun and The Moon, 2015
Qil on canvas
140 x 110 cm (Diptich, Left)

Glines ve Ay, 2015
Tuval Gzerine yaglboya
140 x 110 cm (Diptik, Sag)

The Sun and The Moon, 2015
Qil on canvas
140 x 110 cm (Diptich, Right)
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Kelebekler, 2016-19
Tuval Uzerine yagliboya
150 x 200 cm

Butterflies, 2016-19
Qil on canvas
150 x 200 cm
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Kelebekler, 2016-19 (Detay)
Tuval Uzerine yagliboya
150 x 200 cm

Butterflies, 2016-19 (Detail)
Oil on canvas
150 x 200 cm

Kelebekler, 2016-19 (Detay)
Tuval Gzerine yagliboya
150 x 200 cm

Butterflies, 2016-19 (Detail)
Qil on canvas
150 x 200 cm
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Hayalet Ziirafalar ve
Bosluk, 2009

Tuval tzerine yagliboya
120 x 155 cm

Ghost Giraffes and
The Space, 2009
Oil on canvas

120 x 155 cm




Hayalet Ziirafalar ve
Bosluk, 2009

Tuval tzerine yagliboya
120 x 155 cm

Ghost Giraffes and
The Space, 2009
Oil on canvas

120 x 155 cm




Cehennem Agzi, 2010
Tuval Uzerine yagliboya
185 x 122 cm

The Hell Mouth, 2010

Qil on canvas
185 x 122 cm
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Bekleyis, 2010
Tuval Gzerine yagliboya
150 x 150 cm

The Waiting, 2010

Qil on canvas
150 x 150 cm
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Bekleyis, 2010
Tuval Uzerine yagliboya
150 x 300 cm (Diptik)

The Waiting, 2010
Qil on canvas
150 x 300 cm (Diptich)




Maviliklerinde Yiizmekteyim Sonsuza Kadar Gézlerinin, 2009
Tuval Uzerine yagliboya
70 x120 cm

I'm Swimming Forever in the Blueness of Your Eyes, 2009
Oil on canvas
70 x120 cm




Gizli Pencere, 2015
Tuval Gzerine yagliboya
100 x 150 cm

Secret Window, 2015
Qil on canvas
100 x 150 cm




Yol, 2015
Tuval Gzerine yagliboya
100 x 150 cm

The Road, 2015

Qil on canvas
100 x 150 cm
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Cam Agaglari, 2015
Tuval Uzerine yagliboya
122 x 150 cm

Pine Trees, 2015
Qil on canvas
122 x 150 cm

Cam Agaglari 2, 2015
Tuval tzerine yagliboya
15x20 cm

Pine Trees 2, 2015
Qil on canvas
15 x20 cm
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Zeytin Agaglari, 2017-19
Tuval Uzerine yagliboya
130 x 170 cm

Olive Trees, 2017-19

Qil on canvas
130 x 170 cm
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Magara, 2019
Tuval Gzerine yagliboya
80 x80cm

The Cave, 2019
Qil on canvas
80 x 80 cm

Neden Ben, 2007
Tuval Uzerine yagliboya
70 x 100 cm

Why Me, 2007
Qil on canvas
70 x 100 cm
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Tufan, 2012
Tuval Uzerine yagliboya
150 x 150 cm

Flood, 2012
Qil on canvas
150 x 150 cm

Yakalanma, 2012
Tuval Gzerine yagliboya
200 x 100 cm

Capture, 2012
Qil on canvas
200 x 100 cm
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Plastik Cicekli Selfie, 2007
Tuval Gzerine yagliboya
55 x55 cm

Selfie with the plastic Flower, 2007
Qil on canvas
55 x 55 ¢cm

Yalniz Kug, 2019
Tuval Uzerine yagliboya
80 x80cm

Lonely Bird, 2019
Oil on canvas
80x80cm
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Lakshmi ile Bulugsma, 2016
Tuval Uzerine yagliboya
80 x80cm

Meeting with Lakshmi, 2016

Qil on canvas
80 x80cm
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Lakshmi ile Bulugsma, 2016
Tuval Uzerine yagliboya
80 x80cm

Meeting with Lakshmi, 2016
Oil on canvas
80 x80cm
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Narsistik Bulusma, 2016
Tuval Gzerine yagliboya
80 x80cm

Narcissistic Meeting, 2016
Qil on canvas
80 x80cm
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Altin Boynuz, 2019
Tuval Uzerine yagliboya
80 x 80 cm

Golden Horn, 2019
Qil on canvas
80 x80cm
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Ay (Van Gogh’a Saygi), 2019
Tuval Gzerine yagliboya
80 x80cm

The Moon (Homage to Van Gogh), 2019
Oil on canvas
80 x80cm
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