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1976 yilinda istanbul’da dogan Mert Diner, 1999 yilinda Uludag Universitesi Makine
Miihendisligi Boliimii'nii bitirmistir. Profesyonel meslegini tecrilbe eden ve sonrasinda
sanat alanma yénelen Diner, 2005-2007 yillar1 arasinda ressam Irfan Oniirmen atlyesinde
calismis ve 2007-2009 yillar1 arasinda da New York’ta sanat egitimi gormiistlir. New
York’ta, NYSS’a (New York Studio School of Drawing, Painting and Sculpture) devam
eden Diner, bu okulda 6nce Bill Jensen ve sonra da Graham Nickson atdlyelerinde
calismustir. Sanatci, yine bu egitim déneminde Princeton Universitesi’'nde gretim iiyesi
olan ressam Eva Ascheim’in, Carol Robb’un ve atdlye hocast Graham Nickson’in ¢izim
maratonlarina da katilmistir. Diner, 2008 yilinda Catalhdyiik kazi alaninda ¢alismis ve
buradaki Neolitik yerlesmeden c¢ikarilan figiirinler iizerinde ¢alismalardabulunmustur. 2009
yilinda da New York’taki ilk atdlye hocasi Bill Jensen ile birlikte Siena’ya gitmis ve

Jensen’ asistanligin1 yapmuistir.

Mert Diner, Irfan Oniirmen’den resme ait temel degerleri ve farkli malzeme kullanimini
ogrenmis ve sonrasinda New York’ta egitim gormistiir. II. Diinya Savasi sonrasinda
Soyut Disavurumculuk ile sanat diinyasinin merkezi olan New York, Soyut
Disavurumculuk’u bir gelenek olarak benimsemistir ve bugiin New York’ta yasayan ya da
calisan ¢ok sayida sanatci, bu gelenege, 6zellikle de Jackson Pollock’a siki sikiya baghdir.
Mert Diner’in NYSS’de ¢alistig1 ilk atdlyenin sahibi olan Bill Jensen da bu gelenegin siki
bir takipeisidir. Elestirmen John Yau, Bill Jensen’in sergi katalogundaki yazisinda,
Jensen’in yasami ve cevresinde olup biteni algilama bigimini, Jackson Pollock’un “Ben
doganin ta kendisiyim” ifadesi ile kiyaslar. Ancak 6nemli bir noktanin daha altini ¢izerek,

Jensen’in her zaman bir imza ortaya koymaktan kacindigini ve bu nedenle Jensen’in



resimlerini aniden degistirip hi¢ beklenmedik yollara sapabilecegini belirtir. Bu, egitimcibir
sanatc1 i¢in son derece onemli bir 6zelliktir. Zira giizel sanatlar egitimi verilen kurumlarda

hocanin 6grencisinin iislubunu dogrudan etkilemesine engel olur.

Mert Diner’in New York’ta egitim gordiigli ikinci atdlyenin sahibi Graham Nickson ise,
sanatin1 “alintilar” iizerine kurmus bir sanat¢i. Nickson’in dagarciginda Masolino, Piero
della Francesca, Tiziano, Veronese, Cézanne, Matisse, Seurat gibi ustalara gondermeler
bulunuyor. Dolayistyla Nickson’in resimlerinde bir tarth duygusu ya da tarih bilinci yer
aliyor. Ancak bu bir kusatmadan ziyade bir animsatma olarak kendini gosteriyor ve bunun
nedeni de, Nickson’in kullandig1r yontem: Sanatci, tarih bilgilerinin onaylanmasi yerine,
geemisle bugiin arasinda baglar kurmaya yonelip ge¢misin bellegini simdiki zamanla

kesistirmeyi hedefliyor.

Bu iki sanat¢inin, yani Bill Jensen ve Graham Nickson’in, Mert Diner’in sanatsal tavrini
belirlemesinde katkilarinin biiyiik oldugu acik. Diner, Jensen’in tekdiize olmama prensibini,
Nickson’in da resimsel referanslarin da resimsel bir dilinin oldugu prensibini benimseyerek
zaman zaman (Ozellikle ¢izgisellige vardigi kagit islerinde) Jensen’a goz kirpiyorsa da,
Diner’in resimlerinin bambaska oOykiilerinin oldugunu belirtmek gerekir. Diner,
resimlerinde birtakim somut problemlerden yola c¢ikiyor ve bu problemlerin resme
yansimasi da zamanla evrilerek somuttan soyuta dontisiiyor. Karsitlik, ikilem ya da dualite,
Diner’in sanatinda sik sik goriiliiyor. Bu dualite, somut-soyut dualitesinde oldugu gibi,
icerik konusunda da kendini gosterebiliyor, renk kullanimi konusunda da, malzeme
konusunda da... Bunu anlayabilmek i¢in Diner’in, 2007 yilinda Istanbul’da Galeri Oda’da
actig1 ilk kisisel sergisi olan “Ucgen”in iizerinde de durmak gerekir. Bu dizide Diner’in
tuvalleri birer deneme niteliginde olsa da, kagit iizerine ¢alismalar1 negatif-pozitif etki
yaratmalar1 nedeniyle Diner’in sanatinda gegerli olacak olan karsitliklarin erken yillarda

olustugunu gosteriyor.



Mert Diner’in, 2009 yilindan bu yana gerceklestirdigi resimlerini dort baslik altinda
toplamak miimkiin: “Uzak”, “Madenciler”, “Utan¢” ve “Organizmalar”. “Uzak”, Mert
Diner’in 2010 yilinda Istanbul’da agtif1 sergisinin adi. Bu sergi brosiiriine yazan Irfan
Oniirmen, Diner’in resimlerini soyle degerlendiriyor: “Mert’in son yaptgi islere
baktigimizda resimleri, degisen ve direnen doganin romantik direnisi gibidir. Baktigimiz
yer, romantik bir doga goriintiisiidiir ama gelecek ile ilgili kaygilart duyumsamadan
edemeyiz. Bu siirsel atmosfer karsisinda huzurlu bir rahatlama beklentisi icindeyken
icimizi adlandiramadigimiz bir huzursuzluk kaplar. Bozulan ve bilmedigimiz doganin
habercisi peyzajlardir bunlar. Evet, dogay: degistirdik ve tasarlanan yeni dogadan da ¢ok
emin degildir sanat¢i. Atmosfer siirekli degisir. Kendi i¢sel huzurunu arar gibidir bir
vandan da. Kentler vardir. Ama bu kentler ¢ok uzakta olmalarina karsilik dogaya karst
islenen sucun birer simgesi gibi dururlar. Hiisran ve sugluluk resimlerin atmosferlerinde,
bulutlarin siirekli degisen formlari arasinda dolaswr. Ve isik, resminin temel

’

elemanlarindan biridir.” “Uzak” serisi i¢in Oniirmen’in soziinii ettigi 151k kullanimi ve
belli belirsiz bir “tekinsiz”’lik duygusu (uncanny, unheimlich), Mert Diner’in “Madenciler”
ve “Utang” serileri i¢in de gegerlidir. “Madenciler”, adindan da anlasilabilecegigibi, sosyal
bir olaydan yola c¢ikan bir dizidir. 2010 yilmin Mayis ayinda Zonguldak Komiir
Madenleri’ndeki grizu patlamasi, Diner’in s6z konusu serisinin ¢ikis noktasit olmustur.
Diner, burada gazetelerde, habere iliskin olarak yayimlanan fotograflardan etkilenmistir:
Basinda bareti, kafas1 one egik bicimde oradan c¢ikan madencilerden. Madenci figiirleri,
Mert Diner’in tuvallerinde kimi zaman belli belirsiz bir bigcimde yer almis ama bu grubu
olusturan tuvallerde madencinin bareti yogun bir 1s1ikla gosterilmistir; kimi zamansa
madenci figiirleri, baslarimin 6ne egikligi vurgulanacak sekilde soyutlanmistir. Somut,
tekinsiz bir olay, sanatgryr soyutlamaya dogru itmistir. Bu dizinin en soyut hali ise,

“Gidecek Yer Yok” isimli tuval olmalidir. “Gidecek Yer Yok™ta, sari-siyah armonilerden

olusan bir zemin iizerinde, gelisigiizel beyaz cizgiler gbze carpar. Kompozisyonun ortasind



ise, bas kismi 6ne dogru egilmis iki kalin ¢izgi yer alir. Diner’in bu dizide “Madenciler”
konu edindigini bilmeyen bir gbz, bunu biitiiniiyle soyut bir resim olarak diisiinebilir ancak
Diner, burada nesneleri maiyetlerinden arindirmis ve “6z”lere donmiistiir. Fenomenolojinin
kurucusu, Edmund Husserl’in deyisiyle, seylere doniilmiistiir. Diner’in “Madenciler™i,
siyah-gri-beyaz tonlarmin egemen oldugu kagit {izerine islerinde ise, ¢ok daha etkileyici
bicimlere biirtinmiistiir. Kagit ilizerine olan ¢alismalarinda madenci figiirleri, kimi zaman
koyu bir zeminden tek basina bir 151k olarak siyrilmistir; kimi zaman ti¢lii-dortlii olarak
kompoze edilmistir ve kimi zaman da kompozisyon, koyu bir zemin iizerinde beyaz bir

baretten ibaret olur.

Mert Diner’in “Madenciler”i, “Utang” serisini de hazirlamistir. Bir baska deyisle, “Utang”
serisi, “Madenciler”in bir devami niteligindedir. Bu seride, “Madenciler’de kendini
gostermeye baslayan, basi 6ne egik soyut figiirler yer alir. Tuvallerden birinde kars1 karsiya
dizilmis, baslar1 6ne egik, soyutlanmig figiirler yer alir ve yukaridan asagiya dogru akar
bicimde siirtilmiis boya da, bu figiirlerin dramatizasyonunu arttirir. Sanki boya biraz daha
aksa, bu figiirler de kalmayacak gibidir. “Yapayalniz” isimli tuvalde, bas1 6ne egik figiir,
patlamanin oldugu bdlgeye uzaktan bakar gibidir ancak figiir de soyutlanmistir, mekan da.
Tekinsizlik duygusu kendini iyiden iyiye hissettirir. “G6¢” adli tuvalde ise, bu soyutlanmis
figtirler, artik bir dizi, bir “¢okluk™ olusturur. Diner, bu yi1gin haline gelmis figiirlerinin

telden heykelciklerini de yapmustir.

“Utang” serisinin igerisinde, “Go¢’te oldugu gibi, kiimelenmis, bir yigin haline gelmis
figlirler yavas yavas amorf bir hal alip organizmalara doniisiirler. Organizma sdzciigiine,
Diner’in atolyesinin duvarlarinda rastlamak miimkiin ve heniiz bu yeni serisinin ismi
olmasa da, bu seriyi en iyi tarif eden sozciik durumunda. Diner’in bu dizisinde de farkl

malzemeleri bulmak miimkiin: Tuvaller, kagit tizerine isler ve ahsap heykelcikler.



Diner’in “Madenciler’den yola ¢ikip “Organizmalar’a varmasi, akillara Michel Foucault
tarafindan ortaya atilan ve daha sonra Gilles Deleuze, Antonio Negri ve Giorgio Agamben
tarafindan gelistirilen “biyopolitika” kavramini getirir. Biyopolitika, bir pratik olarak hiikiim
etmenin nesnesi haline getirilen toplumsal bedendir, niifustur. Biyoiktidar sayesinde
kapitalizmde bedenlerin {iretime sokulmasi miimkiin oldugundan, kapitalist sistemin devami
icin biyoiktidarin varhg zorunludur. Iktidar, muktedirli§ini niifusu olusturan bireylerin
beyinleri ve bedenleri {izerinden tiim topluma yayarak ortaya koyar. Biyoiktidar, 6nleyici bir
giictiir; mesruiyetini insan hayatin1 uzatmak, dlgmek, denetlemek iizerinden alir. insanlara
baski ile hiikkmetmek yerine, onlar1 bireysellestirerek bedenlerini itaatkar kilan bir iktidar
bicimidir. Biyoiktidar, ayn1 zamanda yasatmak ile ilgili bir erktir ve bu durumda hayat, artik
iktidarin bir nesnesi haline gelmistir. Iktidar dldiirmez ama 6liimliiliigii de diizenler. Mert
Diner’in “Madenciler” ile baslayip “Organizmalar”a uzanan resimsel seriivenine bu ac¢idan
bakmak da ilging olacaktir. Kapitalizmin bedenleri olan “Madenciler”, biyoiktidar tarafindan
diizenlenmis ve cisim degistirmistir. Degisen formlariyla “Organizmalar”, Antonio
Negri’nin biyoiktidar ile baglantili olarak kullandigi “Cokluk”lar haline gelmistir. Bu
“Cokluk”lar ya da Diner’in “Organizmalar”, yeniden kurulacak bir yapmnin temel etkeni,

kurucu giiciidiir.
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Born Istanbul in 1976, Mert Diner graduated from Uludag University as a Mechanical
Engineer in 1999. After spending some time occupied with his profession, Diner gravitated
towards the domain of art. Between 2005-2007 he attended painter irfan Oniirmen’s atelier
and subsequently, between 2007-2009, ended up in New York for further education in art.



In New York, Diner first joined the NYSS (New York Studio School of Drawing,
Painting and Sculpture) where he worked in the ateliers of Bill Jensen and Graham
Nickson. During this period the artist participated in drawing marathons led by Princeton
University tutor, painter Eva Ascheim, painter Carol Robb and atelier mentor Graham
Nickson. In 2008 Diner joined the Catalhdylik archaeological excavations focusing on
figurines unearthed at this world famous Neolithic site. In 2009 the artist travelled to Siena,
Italy to assist Bill Jensen, his first atelier tutor in New York

From Irfan Oniirmen, Mert Diner learned basic values of painting as well as using different
materials. The artist later continued his art education in New York. Abstract Expressionism
made New York the capital of art with the end of WWIIL. The city adopted Abstract
Expressionism as a tradition and the myriad of artists living and working there today are
close followers of this tradition, especially Jackson Pollock. It is no coincidence that Bill
Jensen, director of Mert Diner’s first atelier at NYSS is also a devout follower of this
tradition. In his piece featured in Bill Jensen’s exhibition catalogue, art critic John Yau
compares Jensen’s perception of life and the things that evolve around it, with Jackson
Pollock’s expression “I am nature”. Nonetheless Yau also emphasizes another point — the
fact that over the years, Jensen kept changing his work, never seeming to settle into a style
or signature image. Rendering his paintings free to change abruptly and take an unexpected
path. This is a tremendously important feature for an artist involved in academics, for it
prevents the student being directly influenced from art school tutors.

During his education in New York Mert Diner subsequently attended Graham Nickson’s
atelier. As an artist Nickson’s works are based on “citations”. Nickson’s repertoire features
references to masters including the likes of Masolino, Piero della Francesca, Tiziano,
Veronese, Cézanne, Matisse and Seurat. Hence Nickson’s paintings incorporate both
feelings and consciousness that is historic in essence. Having said that, this emerges more
like a reminder, rather than a siege. It is Nickson’s method that facilitates this sensation:
Instead of endorsing historic information the artist sets out to intersect past memories with
the present by focusing on building bridges between the past and present.

It 1s very clear how much Mert Diner influenced by Bill Jensen and Graham Nickson in
formulating his artistic approach. Although Diner, from time to time, winks at Jensen
(especially in his paperworks strolling on the borders of linearity) by adopting Jensen’s
principal of uniformity and Nickson’s principal of pictorial references having a pictorial
language, Diner’s paintings nonetheless feature entirely different stories. In his paintings,
Diner sets out from certain tangible problems with the reflection of these problems
gradually evolving from tangible to abstract. We frequently come across contrast and
duality in Diner’s art. And this duality is by no means limited to tangible-abstract. It can
easily manifest itself in choice of content, colour or material... Taking a closer look at
Diner’s first solo show “Uggen/Triangle” opened in 2007 at Istanbul’s Galeri Oda is key
to get a better understanding. Although Diner’s canvases in this series are each, in a sense,
a trial, his works on paper create a negative-positive effect demonstrating that the dualities



dominating Diner’s art actually came into existence much earlier.

It is possible to group Mert Diner’s recent works (since 2009) under four main headings:
“Uzak/Far”, “Madenciler/Miners”, “Utan¢/Shame” and “Organizmalar/Organisms”. “Uzak/
Far” is the title of Mert Diner’s exhibition opened in Istanbul in 2010. In an article featured
in the exhibition catalogue, this is how irfan Oniirmen comments on Diner’s paintings:
“Mert’s recent works bear the hallmarks of a romantic resistance played out by an ever
changing and enduring nature. What unravels in front of us is romantic nature scenery,
however we cannot turn a blind eye to worries about the future. We expect tranquil
relaxation in the face of this poetic atmosphere however confront an indefinable sense of
unrest within. These are landscapes heralding a deteriorating, ambiguous nature. Sure,
we have changed nature however the artist is not all that sure of this new type of nature.
Atmosphere changes perpetually. In a sense the artist might also be seeking his own inner
peace. We see urban landscapes... These outbursts are distant however, each stand out as
the epitome of a crime committed against nature. Disappointment and guilt are inscribed
in the atmosphere of these paintings, roaming amongst ever-changing cloud formations.
And light stands out as one of the basic elements of his paintings.” The use of light and that
indistinct uncanny sensation Oniirmen points out for the “Uzak/Far” series is also valid for
Mert Diner’s series titled “Madenciler/Miners” and “Utang/Shame”. As the name suggests
“Madenciler/Miners” is a series based on a recent social event. Diner bases this series on
the firedamp explosion occurring in May 2010 at the Zonguldak Coal Mines in Northern
Turkey. Diner was influenced by the images published in newspapers covering the story:
The miners surfacing with their helmets on their heads, faces looking down. At times
miners’ figures in Mert Diner’s canvases appear indistinctly however this canvas group
bears heavily illuminated miners helmets. At times miner s figures in Mert Diner s canvases
appear indistinctly however this canvas group bears heavily illuminates miners helmets,
there are also examples where those face looking down figures are subject to abstraction
emphasizing their devastation in the wake of the events.An entirely tangible and uncanny
event has pushed the artist to abstraction. “Gidecek Yer Yok/There is no where to go” must
be the most abstract piece in the series. “There is no where to go” is constructed on a
background of yellow-black harmonies with random white lines drawing the attention. The
centre of the composition features two thick lines with the top parts bowed down. Those
unaware that Diner chose “Miners” as the main subject, might be fooled to think that this
piece is entirely abstract however Diner strips objects from their entourage and turns to
“essence”. Or, in the words of phenomenology founder Edmund Husserl - “return to things
themselves”. Diner’s “Miners” gain much more striking forms in his works on paper,
dominated by tones of black-grey-white. At times a single ray of light springing out from a
dark background, at times triple-quadruple compositions, and at times merely a white
worker’s helmet on a dark backdrop.

Mert Diner’s “Miners” also led the way for his “Shame” series. As a matter of fact
“Shame” is, in a sense, the continuation of “Miners”. This series also features abstract
figures with their heads looking down, just like the ones slowly emerging in “Miners”. One



of the canvases shows a line of abstracted figures aligned opposite each other with their
heads looking down. The paint has been applied as if it were cascading from top to bottom,
something that multiplies the dramatization of the figures. As if the existing figures will
disappear if paint flowed down a little more. In his canvas titled “Yapayalniz/All Alone” the
figure with his head looking down appears to be observing the explosion site however both
the figure and the space is abstracted. That uncanny feeling really becomes evident.
Meanwhile, in his canvas titled “Go¢/Migration” these abstracted figures now compose a
series, in other words a “plurality”. Using wire, Diner has also made figurines of this
plethora of figures.

As in “G0o¢/Migration”, this clump, or rather conglomerations of figures gradually acquire a
morphed state and transform into organisms in the “Utang/Shame” series. It is possible to
come across the word organism in Diner’s atelier walls and although this is not the name
of his new series yet, it happens to be the best word to describe the series. It is possible to
come across different materials in Diner’s series: canvases, works on paper and woodwork
figurines.

Diner begins with “Madenciler/Miners” and ends up at “Organizmalar/Organisms”. This
brings to mind, the concept of “biopolitics” first suggested by Michel Foucault and later
developed by the likes of Gilles Deleuze, Antonio Negri and Giorgio Agamben. In practice
biopolitics is the social body, the population forced to become the object of domination.
Through biopower, bodies can be pushed to be part of production in capitalism, so
biopower is indispensible for the permanence of capitalism. Using the brains and bodies of
individuals that constitute the population, power presents and spreads its capabilities to
every part of society. Biopower is a preventative kind of power and acquires legitimacy by
prolonging, measuring and auditing human life. Biopower does not rule people with
oppression, instead it individualises them rendering their bodies obedient. Biopower is at
the same time, a force related to keeping alive and so in this sense, life thereon becomes an
object of power itself. Power does not kill, however it nonetheless regulates mortality. It
can be interesting to look at Mert Diner’s artistic adventure, beginning with “Madenciler/
Miners” and stretching out to “Organizmalar/Organisms”, through this perspective.
“Miners” are the manifestation of capitalism and they have been organised and reshaped by
biopower. With their ever-changing forms “Organisms” become “Plurality”, the term
Antonio Negri frequently associates with biopower. These ‘“Pluralities” or Diner’s
“Organisms” is the basic factor, or founding power of a structure to be reconstructed.
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