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SOHRAB MOHEBBI is the director of 
SculptureCenter, New York, and curator of the 
58th Carnegie International, Carnegie Museum 
of Art, Pittsburgh. He received the Creative 
Capital, Warhol Foundation Arts Writers 
Program for the blog Presence Documents, and 
is a contributing editor to Bidoun. 

MELIKE KARA (b.1985, Bensberg) lives and 
works in Cologne. Kara attended the Düsseldorf 
Academy of Art from 2007 to 2014. Solo 
exhibitions and exhibition par- ticipations 
include the 58th Carnegie In- ternational, 
Carnegie Museum of Art, Pittsburgh; Nothing is 
You, Everything is Yours, Kölnischer 
Kunstverein, Cologne; as above so below, 
Arcadia Missa, London; No friends but the 
Mountains, Kunstverein Göttingen; New Work, 
kunstinstituut melly, Rotterdam; A Taste of 
Parsley, Yuz Museum, Shanghai; Trilogie de 
cendres (v.3), Frac des pays de la Loire, Nantes; 
Sweet Lies. Fik- tionen der Zugehörigkeit, 
Ludwig Forum Aachen; The Dreamers, 58th 
October Salon, Belgrade Biennial; Risquons-
Tout, Wiels Contemporary Art Centre, Brussels 

Melike Kara’s pictorial atlas stratifies and regenerates a history 
and the formation of an identity by articulating an uno"cial ar- 
chive  of  the  Kurdish  diaspora.  Without  a  land  of  their  own, 
Kurds have no means or resources to preserve their own history, 
and what remains are memories and narratives passed on from 
gen-  eration  to  generation  in  a  continual  struggle  to  evade 
oblivion.  Straddling  the  pictorial  and  the  archival,  Kara’s 
paintings  and  in-  stallations  reveal  themselves  as  series  of 
meditations on a state of mind: of “being without ego.” 





SOHRAB MOHEBBI 
Tell me how it all started: Was painting the primary artistic tool 
for  you  to  process  your  research  around  images,  and 
photography in particular? 
MELIKE KARA 
Since my early days in art school, and maybe before, I  had a 
desire  to  research  and  dig  through  photographic  archives, 
whether on a small familial scale or a larger historical one. But 
that drive existed alongside my painting, and they never seemed 
to  compete.  As  my  archival  interests  are  finally  entering  the 
exhibition  space,  I  still  consider  myself  a  painter  first  and 
foremost—a  conceptual  painter,  but  a  painter  nonetheless.  I 
realize  that,  to  an  outside  observer,  the  inclusion  of 
photographic  materials  in  my  exhibitions  might  seem  like  a 
fundamental departure. But my recent work is part of the same 
quest  that  began  with  my  earlier  paintings.  Some  of  those 
paintings were filled with groups of severely generalized, but 
always  collectively  organized,  figures.  While  art  historical 
references played some role, on a more fundamental level the 
paintings  were  meditations  on  a  state  of  mind  I  describe  as 
“being without ego.” 
In a broad sense, my recent work with photographic archives 
still deals with that same issue. Researching my family’s roots in 
the Dersim region in Eastern Anatolia allows me to momentarily 
step  out  of  my  own  head  and  into  a  much  longer  spiritual 
history.  That  history  includes,  for  example,  my  great-
grandfather,  who  was  respected  as  a  spiritual  leader  in  the 
region and has a local pilgrimage site dedicated to his memory. 
In thinking about him, I realize that my personality is not just 
this isolated cell but rather a part of long histories of Kurdish 
culture  and religion as  well  as  of  persecution and migration. 
Working with such archives reminds me that the kinds of rituals 
and spiritualities that were a natural part of my childhood came 
from him and others before him, and remain important to my 
thinking today. When photographs and memories appear in my 
most recent installations, that’s not the end of it.

Working with them also a#ects how I think and how I paint. Nearly 
all phases of my work and the di#erent media I use deal with the 
same core issues. I think of them simply as di#erent branches of 
the same large tree. 
SOHRAB  
Can you talk more about the “being without ego” state of mind? Is 
that part of your broader spiritual or medi- tation practice, or is it 
particularly related to your stu- dio practice and painting as a tool 
to get to that state? MELIKE 
It is not easy for me to put this condition into words. It’s a state of 
being without intentions. When we are still—and I mean truly still, 
that is, not indulging in any thought processes—the energy of life 
expresses it- self a spontaneous way. This state of stillness can 
oc- cur anywhere and anytime, regardless of meditation or the 
studio. But I find it particularly easy to attain while in the studio. 
SOHRAB  
You are based in Cologne, a much-mythologized site of the 
postwar German artistic scene, particularly in the 1980s. Do you 
think much about that history?  
MELIKE 
Quite a lot of German art from that period was cen- tered around 
either embracing or ridiculing the idea that painting is the 
ultimate medium of self-expression and of the ego. As I just tried 
to explain, my approach flips that on its head. To me, the history 
of painting is much broader than that small slice of the Western 
can- on, counting many traditions in which it is not seen as a 
particularly self-centered medium at all.  
If I had to name artists from that time who have had an influence 
on me, I would name the legendary fem- inist artists Jutta 
Koether, Birgit Hein, and Rosemarie Trockel, who were certainly 
no less important than their loud male barfly counterparts. During 
my time at the Kunstakademie Düsseldorf, Trockel was one of my 
most important professors. My work certainly looks quite di#erent 
from hers, but I learned a great deal from her about constantly 
reinventing oneself on one’s own terms, and resisting some of the 
art world’s most sim- plistic categories. 





SOHRAB  
There is a strong archival dimension to your work. You have 
been working on a growing archive of Kurdish vi- sual culture 
that started with collecting family photos and gradually 
expanded beyond that. Further, your paint- ings archive the 
knots in weaving and fabrics, creating abstract images that are 
entangled with a context. Can you speak about how these two 
currents came about and how you bring them together? 
MELIKE 
An image from my childhood comes to mind: I put my hand in 
my mother’s jacket pocket. The pocket seems unbelievably big, 
but her hand wraps around mine like a protective shell. I lift my 
head and look around. We are standing in a large square filled 
with people. People are shouting, dancing, and demonstrating 
for a free country. Many memories like this have shaped me and 
spurred my explorations of origins and identity. When I started 
to delve deeper into my family history, I began to collect 
everything I could find. I wanted to understand the unifying 
elements between such a heterogeneous group of people as the 
Kurds. My personal history is linked to a specific subgroup of 
the Kurdish population, but I was also interested in the Kurdish 
community as a whole, all its di#erent tribes. To expand my 
research, I started to connect with a wide network. It is an 
ongoing and active process of creating an uno"cial archive of 
the Kurdish diaspora. Without their own land, the Kurds have no 
means or resources to preserve their history. What remains are 
memories and narratives that are passed on from generation to 
generation and struggle to evade oblivion. 
In terms of patterns and knotting techniques, I amassed all the 
books I could find on the subject. Research on the tradition of 
designing carpets is elusive, as bor- rowing and adapting motifs 
is a consistent practice in the history of Kurdish weaving. The 
repeated forced resettlement of Kurdish tribes has also led to 
chang- es in knotting techniques, as motifs have been adapt- 
ed from and for each new environment. 

I recognize certain parallels between painting and the making of 
carpets. The paintings tell a new story from the now, weaving 
together personal histories, rituals, destinies, and thus allowing 
a new structure to emerge. Édouard Glissant compares the 
personality and identity of an individual to the appearance of a 
fabric, in which, at the moment of observation, the individual 
threads are not so discernible, but patterns and colors come 
together to form a holistic image. He thus refers to the 
complexity of identity constructions and their intended opacity, 
an idea to which I feel connected in my multiple a"liations. I 
weave threads from past and present into something else—a 
personal way of dealing with history.  
SOHRAB  
It appears to me that the archival aspect is related to your desire 
and investment in preserving a culture that is gradually 
disappearing. The Kurds are primarily dispersed in four 
oppressive nationtates and also scattered all over the world, and 
your project responds to a need for cultural preservation. Yet 
your artistic practice also uses the archive as a tool. What I find 
very powerful is the relationship or correlation between erasure 
(cultural erasure, and also metaphorically but also literally the 
erasure of imagery with bleach in your wall- papers) and 
assemblage or construction, as you create images, be they 
painterly abstractions or spatializations of the archive. This to 
me speaks to your interest in art as a site for reconstitution. 
MELIKE 
The bleaching process you speak of takes several days, and the 
results vary. While I’m doing it, it feels like I am walking through 
my own history, but also that of the Kurds. Due to the passage 
of time and changing circumstances, the stories and memories 
are in constant danger of fading. I counter this threatening loss 
and lack of history with a pictorial form. It is important to me to 
tell not only of displacement and erasure, but also of Kurdish 
rituals and the beauty of their traditions. I combine the various 
insights regarding the past and present into a pictorial atlas.





MELIKE 
The bleaching process you speak of takes several days, and the 
results vary. While I’m doing it, it feels like I am walking through 
my own history, but also that of the Kurds. Due to the passage 
of time and changing circumstances, the stories and memories 
are in constant danger of fading. I counter this threatening loss 
and lack of history with a pictorial form. It is important to me to 
tell not only of displacement and erasure, but also of Kurdish 
rituals and the beauty of their traditions. I combine the various 
insights regarding the past and present into a pictorial atlas. But 
it is more than a reconstruction, because the Kurds’ processes 
of identity formation and of negotiating the geopolitical 
situation are ongoing. I challenge the exhibition space in its 
much-described neutrality and transform it with my installations 
into a site that is as spiritual as it is political. This translation, if 
you will, of archive into space is immensely important as a 
gesture to claim and occupy the physical space that has always 
been forbidden to the Kurds. From where I stand today, the 
place where I am rooted, I remember the fate of the Kurdish 
people, but also deal with how these memories are perpetuated 
in our identity and our present. 
SOHRAB  
The piece you presented at the 58th Carnegie International is 
primarily in green, yet other recent ones are more purple and 
blue. Can you talk about how you choose col- or, and how it 
relates to the broader aspects of your project? 
MELIKE 
From the archive of di#erent carpet patterns and knots, I choose 
one color palette per painting, which then ac- companies me 
the rest of the way. For me, choosing a color for a painting is 
like speaking a universal language. One color alone can have so 
much power. Things that are di"cult to connect can be tied 
together more easily, and what is important comes to the fore. 
SOHRAB  
In your 2022 exhibition at Kölnischer Kunstverein in Cologne, 
you used wooden framed projection screens to show videos that 
you shot in Kurdistan together with the paintings. 

Can you talk about your use of moving image vis-à-vis 
photography? 
MELIKE 
When painting begins to communicate with its environment, be 
it architecture or something else, a new level of meaning-
making opens up. A context emerges in which other approaches 
can be discussed. At the Kölnischer Kunstverein, the paintings 
and videos are of the same size. Both claim their space and are 
mutually reinforcing. The paintings with the abstracted carpet 
ornaments are inscribed in a Kurdish history, and the videos 
gain depth by extending the discourse into the present.  
The videos are assembled from photographs taken in Kurdistan 
and Germany, and film footage from my family archive. The aim 
is to bring history to life and convey a level of feeling by means 
of a personal story. They tell of my family’s life—of pain, loss, 
and death, but also love, struggle, earth, sun, and goodness. 
There is my grandmother in the last minutes before her death, 
my grandfather reciting an Alevi prayer, and the family 
celebration with people who will later sacrifice their lives in the 
struggle for freedom. In the videos I want to show this 
coexistence of grief and beauty, as well as my own search for 
my place in this history, against which I sometimes feel like a 
silent observer. 
The paintings, on the other hand, show how new connections 
can emerge. They go back to my decision to create something 
new from the present moment—not to give more space to pain 
and oppression, but to turn toward brightness. They are driven 
by the question of how much is left to be Kurdish when so much 
is lost, and to what extent I and others in my situation can 
decide for ourselves what being Kurdish means today.  
SOHRAB  
Iran has been witnessing weeks of uprisings in the wake of the 
killing of Mahsa Amini by the so-called morality police. The 
protests spread quickly all over the country and the brutal 
oppression has claimed many lives, arrest, disappearances, and 
injuries. Kurdistan province, where Amini is from, is among the 
most heavily attacked regions by government forces. 



Seeing these images on your Instagram feed, I wonder how they 
relate to your broader archival practice. It’s strange to see such 
images flicker, and then disappear among memes, food pics, 
pet photos, ads, and everything else. Erasure, in this case, 
happens through the proliferation and infinite circulation of 
imagery.  
MELIKE 
I am obviously following these news developments closely. To 
my mind, they are tightly connected to the Kurdish history of 
struggle for women’s rights. And I also understand what you’re 
saying about the image politics of the moment. Although I do 
not aspire to become an expert in the visual politics of 
Instagram, a similar type of skepticism around the circulation of 
images in Western media channels guides me when I select 
images from archives. I want to give a face to the Kurdish 
people, away from dominant narratives, and so I consciously 
divert my focus from images of violence and su#ering. Instead, I 
seek out calmer images showing beauty in everyday life—daily 
routines, festivities, traditions, rituals. Images that are not 
intended to alarm or outrage and therefore find no foothold in 
news cycles or trending topics. 





Gallery Network

Spotl ight: The Carnegie International Returns 
for Its 58th Edit ion, Seeking to Trace World 
Events From the Macro to the Micro 

Tit led "Is it  morning for you yet?", the exhibit ion asks vis itors to 
consider alternative perspectives. 

Artnet Gallery Network, October 6, 2022

Julian Abraham, aka Togar, OK Studio (2020–ongoing). Photo: Sean Eaton. Courtesy of the artist and Carnegie Museum of Art.


Every month, hundreds of galleries add newly available works by thousands of artists to the Artnet 
Gallery Network—and every week, we shine a spotlight on one artist or exhibition you should 
know. Check out what we have in store, and inquire for more with one simple click.

What You Need to Know: The 58th edition of the Carnegie International, the longest-running 
presentation of international art in North America, opened last month in at the Carnegie Museum of 
Art in Pittsburgh and will run through April 2, 2023. Titled “Is it morning for you yet?”, the exhibition 
brings recent works and new commissions by contemporary artists together with historical pieces 
from the museum’s collection, international institutions, and artist estates. The exhibition seeks to 
chart the geopolitical impact of the United States from 1945 through today in an effort to identify, 
demarcate, and interrogate the ways in which this force has been felt, from a global perspective 
down to a highly localized one. The title of the exhibition is drawn from the customary Mayan 
Kaqchikel salutation “is it morning for you yet?”—as opposed to simply “good morning”—which 
recognizes that along with differing internal clocks, people’s lives and experiences can vary 
drastically: when it’s morning for some, it might still be night for others.

Why We Like It: With works from over 100 artists, collectives, and estates from around the world
—including recognized names like Claes Oldenburg and Felix Gonzalez-Torres, as well as artists 
who have never exhibited in the United States before—the range of perspectives and ideas 
presented in the 58th Carnegie International is truly awe-inspiring. Melike Kara’s weaving (2022), 
for instance, is a massive wall installation comprised of photographs depicting facets of her native 
Kurdish culture in the diaspora. Thu Van Tran, a Vietnamese immigrant living in Paris contributes a 
massive, central atrium installation Colors of Grey (2022), which references “Rainbow Herbicides” 
that were used in the Vietnam War. Elsewhere, Anh Trần’s paintings employ multiple techniques to 
engage with discourses around non-Western versus Western practices—just a few examples of 
the dynamic and ingenious ways that artists have approached the overarching theme. Alongside 
the visual program, the Carnegie International is hosting “Refractions,” a series of conversations 
between artists and collectives and audiences.

According to the Curator:  “Our hope was to create an exhibition that speaks to common 
entanglements, desires, and shared experiences through divergent aesthetic currents and artistic 
practices. The 58th Carnegie International brings together an ensemble of erratic, cunning, unruly, 
disobedient, undisciplined, and intractable attitudes, and gestures that overwhelm the ambition of 
any one organizational intent. We are grateful to all the artists and contributors for sharing their art, 
time, and thoughts with us, and look forward to finally welcoming visitors to experience this 
exhibition.” —Sohrab Mohebbi, the Kathe and Jim Patrinos Curator of the 58th Carnegie 
International

See inside the 58th Carnegie International below.

Installation view of works by Melike Kara. Left: qarajorlu / pahlevanlu. Right: darreh gaz (dorunger valley / bajgiran 
region). Background: weaving (all works 2022). Photo: Sean Eaton. Courtesy of the artist and Carnegie Museum of Art.
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I'd like to start this interview by asking you about
your painting practice. The paintings are densely
layered with condensed colour palettes and usually
made using oil sticks; how did you develop this
style?
When I start painting, I usually access two to three
colour palettes. To focus on the two to three
colours helps me to create a frame of what
happens on the canvas.

In the Studio with Melike Kara. Words by Sofia�
Hallström 

Interview with Melike Kara

You use motifs from tapestries, craft traditions and
ritual objects of Kurdish culture. How do you
approach creating composition in the paintings? 
The starting point for these paintings is inspired
by different Kurdish tapestry motifs from various
regions and tribes. The ambiguity between
abstraction and figuration is already at play in
these carpets. From that point the painting
weaves into the here and now and tells its own
story. They appear to be two figures which are
dissolving at the same time.

Melike Kara, studio image. Image courtesy the artist



Interview with Melike Kara

Do you have any rituals or processes that you
follow in the studio? 
I usually start my day in the studio early in the
morning. First I water all the plants, make myself a
coffee or tea and get inspired by everyday things
– as well as react to/reflect on current events. And
then I start to paint.
To end the day in the studio and to ground myself,
I oil my calves as it helps to come back to a
grounding, bodily reality.

Melike Kara, 'Sandanaj' (2021), oil stick and acrylic on canvas, 200 x 220 cm.
'Nothing is Yours, Everything is You', Kölnischer Kunstverein, Cologne, 2021.
Image copyright and courtesy of the artist and Kölnischer Kunstverein

Interview with Melike Kara

In your practice, you work with many different
mediums broadly encompassing painting,
sculpture, installation, film and text. What
influences your choice in which mediums to use? 
Every medium has another way of telling, if art is
more than representation, if it is a form of
communication, then directness of narrative is
different in every medium. This is what guides me
– depending on what I want to say, the choice of
media follows.

Melike Kara, studio image. Image courtesy the artist



Interview with Melike Kara

You seem to incorporate a lot of personal
narratives into your work. Can you tell us about
some of the people or experiences that inform your
practice?
My family, especially the older generation helped
me to find a better communication to my Kurdish
roots, but also travelling to the places where my
family comes from or going to the religious pilgrim
places gave me a very good possibility to connect.
The rituals my grandmother taught me, which
were so normal to her, opened up a different door
– another dimension. I learned a lot from her, she
was a door to my Kurdish heritage which drove me
and my work to get a better idea of what it means
to have Kurdish roots.

Melike Kara, 'mother of mother of mother', installation view, Ludwig Forum,
Aachen, 2021. Image copyright and courtesy of the artist and Ludwig Forum

Interview with Melike Kara

I wondered whether you could talk about what led
you to begin building your personal archive,
centred around your Kurdish-Alevi family histories
and stories; and Kurdish culture and tradition more
broadly. How does the archive figure within your
studio practice? 
When I started to dig deeper into my family
history, I began collecting everything I could find. I
was interested in what the bond is in a group of
people as inhomogeneous as that of the Kurds.
That is how building the archive started.
My personal history is connected to a specific
subgroup of the Kurdish population, but I was also
interested in the Kurdish community as a whole
with all the different tribes. At the same time, I
wanted to learn more about history and about
writers, stories, poets, and singers.
They are from different regions and different
networks, and they all come from different
sources. There are personal family photos and
pictures taken by family friends. There are photos
I took myself and others taken by family members.
I continue to expand the archive and am still
taking photos and asking family members to do
the same. Those images are accompanied by
ones from other sources and regions, as well as

Melike Kara, 'HOW SHE SHAPES US', installation view, LC Queisser, Tbilissi,
2021. Image copyright and courtesy of the artist and LC Queisser
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found images etc. I was interested in collecting
everything and finding the hidden beauty in them.
The archive is something inherent and present in
all my work, something that is alive and ever-
changing. I am not afraid of these changes, it is an
ongoing process and some part of me will always
be searching for a better understanding of my
Kurdish heritage.

When we spoke previously, you mentioned the
importance of celebrating the beauty that lives
amongst the heaviness and hardships of a culture.
Is there something that you hope viewers think
about or take away from your work?
I don’t think it’s my place to want to influence how
viewers see my work, but I do wish to create
awareness and sensitivity to a culture that one
may not have had access to before.

When you are working towards an exhibition, how
do you initially approach making the work?
Ahead of preparing an exhibition, I mostly start
with writing a poem; it gives me quicker access to
what I am going to do. But here, too, I draw a lot of
inspiration from the space and the given
architecture. The artistic process for me does not
only take place in my studio, but also responding
to places and going to their architecture physically
inspires me. In general, I am looking for an
extension of painting that connects with its
surroundings or architecture. Painting and
sculpture interact, question each other and create
a direct communication with the same. An
expanded view and a change of perspective seem
interesting to me.

Interview with Melike Kara

Melike Kara, 'Sofreh Normadic' (2021) Oil stick and acrylic on canvas, 200 x
220 cm. Nothing is Yours, Everything is You, Kölnischer Kunstverein,
Cologne, 2021. Image copyright and courtesy of the artist and Kölnischer
Kunstverein
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Melike Kara 

KölniscKölnischer Kher Kunstunstvereinverein

13 November – 5 December 2021

‘May all of our stories / fit into one sentence / rolled up / packed�together,’ muses Melike Kara in a 

poem accompanying her solo�exhibition, ‘Nothing Is Yours, Everything Is You’, at Kölnischer�Kunstverein. 

Moving through the upper-floor galleries, the institution’s�postwar architecture is transformed by red- 

and blue-tinted paintings�inspired by Kurdish tribal patterns, video projections, soundscapes 

of�Kurdish folk songs and poetry, and wallpaper photo collages – using�images culled from her personal 

archive – all of which come together�to make the spaces vibrate with the voices and resistance of the��

Kurdish diaspora. In the top-floor ‘Studio’, the cushion stacks bridge�ties and collective memories (both 

2021) lean against bleached, blueish�family photographs and refer to furnishings traditionally used 

for�social gatherings and prayer. Utilizing the institution’s interior and

exterior spaces, Kara weaves a narrative that captures a fading�collective memory, tying a visual knot to 

the last sentences of the�poem: ‘so / that 

not much is left / except / a free and unwritten soul /suspecting nothing / wanting nothing / floating in 

a light void.’

Melike Kara, 'Nothing Is Yours, Everything Is�You’,�2021, installation view, 
Kölnischer�Kunstverein.�Courtesy:�the�artist�and Kölnischer Kunstverein
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My second house was haunted. I never saw a ghost, but I felt one. I considered it more or less benevolent 
with the exception of midnight walks to a cold toilet seat.

Occasionally I feel this same creeping sensation staring into the eyes of figurative paintings or security 
cameras. At Melike Kara’s studio in Cologne, I was under constant surveillance, but the source was hard to 
pinpoint.

You can’t walk by one of Kara’s oil stick paintings without catching a gaze. Her jumbles of purple, pink and 
blue bodies seem to follow you without any effort, but it was the omnipresence of Kara’s grandmother that 
seemed to dominate the room on an unseasonably warm visit in April. “She’s always with me,” Kara says, 
motioning to a paper cut-out of her grandmother’s face affixed to a wooden madonna. “She’s the guardian 
angel of the studio.”

The artist’s family has always played a critical role in her work. Her great-grandfather was the shaman of his 
Turkish village and the artist remembers the kind of magnetic pull her grandmother had during their visits. 
“Everyone wanted to touch her,” Kara says. “The Kurdish belief is that a shaman has magical powers for 
healing. If you visit and commune with them in their temple, they can help you manifest your wishes.”

Melike Kara in her Köln studio, 2018.



This July, Kara plans to create her own oasis at the Yuz Museum in Shanghai for “A Parsley Face,” her first 
institutional solo show. During our visit, she was working on a series of semi-transparent panels, which she 
plans to dangle from the ceiling in order to create a temple within the museum hall. Each hand-painted 
pane is at once a window and a wall— a dynamic that Kara hopes will help visitors feel protected while 
taking in the army of new figures that flank them on either side. “Everybody sees something different in my 
images,” Kara says. “I wanted to push this idea and think about the way I could create new frames for look-
ing and for being looked at. Identity is not static, it is constantly in flux like a performance or a narrative.”

Certainly when observing Kara’s figures I find myself constructing my own stories about how they all ended 
up together and who is in charge. For hints I bury myself in the details, some of which are inspired by the 
psychedelically-colored tassels her grandmother used to knit. An assortment are lying on a bed in the thick 
of things. The spread reads as a kind of three-dimensional storyboard as the soft strawberries, dresses and 
animals play off one another, not unlike the masked figures that occupy the artist’s paintings. “I especially 
love the dogs,” Kara says lifting up one of the crude figures speckled in bright green and a clashing pink. 
Kara’s obsession with four-legged friends is well documented.

Her 2017 exhibition with Peres Projects was titled “Köpek,” the Turkish word for hounds, and featured 
a suite of long-eared sculptures guarding her paintings like gargoyles. The Yuz Museum show will also 
include new wooden sculptures, some of which currently populate the floor. The notched surface of her 
carved material presented a challenge to the artist who typically works on canvas with oil sticks. “I had to 
find a new way in, but now I think I’m getting the hang of it. I’m used to the directness and immediacy of the 
oil stick. This is a more decorative process,” she says, picking up a clock whose hands have been replaced 
with blue roses. These are the romantic flourishes that enable Kara to bridge the space between the domes-
tic and the mystical. The fantasy is not outside but within. One of Kara’s strengths is her ability to create and 
break her own rubrics. For example, when working on a group of paintings, Kara tends to stick to a singular 
color palette of three to four colors. “It’s not really about creating a signature of favoritism, but rather a 
way for me to focus,” the artist says of her tendency to condense. “Since I’m surrounded on all sides in the 
studio, I find color helps create a sense of cohesion that enables me to work through an idea without losing 
myself.”

Cultured Magazine July 6, 2018

Kara’s aesthetic idiosyncrasies are what initially drew gallerist Javier Peres to show her work in 2016. 
“Melike’s pieces are enigmatic, what some would call ‘primitive’ and yet somehow deeply sophisticated in 
mood,” Peres says. “They are memorable as they seem to depict some social tableaux of a long-lost civili-
zation. Or maybe they are about a future civilization. Her work leaves a lot of room for interpretation. It’s 
not about deciphering the what, when, where and why, but rather it’s about the work asking questions and 
opening the possibilities.”

The generosity found in Kara’s work is an extension of her own. Like her shamanistic elders, the artist has a 
commanding presence—but one that generates new energy rather than domineers. This is the discovery 
I make during our visit. The ghost or presence that I perceived upon arrival isn’t a function of an outside 
force but one that radiates outward from Kara’s core and manifests itself in her work. I ask her if anyone has 
accused her of having powers before, and she laughs: “My family has lived outside of Turkey for three gen-
erations. If anything my work is an effort to get in touch with this history, to draw it out and use it to create 
myths of my own.”

Cultured Magazine July 6, 2018
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