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Parca Biitiin sergi dizisinin ilkinde, kavrami, “sanat yapitinda ickin bir bilgi” olarak degerlendirmis; kavramsal yaklasimin ve Gretim
biciminin yapit 6zelinde gecirdigi dénisimleri incelemistim. Sohbetlerde kesfettigimiz heyecan verici ortak noktalardan biri de
sanatcilarin yapitin izleyiciyle tamamlandigina iliskin yaklasimiydi. Parga Bitin Il kapsaminda gerceklestirdigimiz sanatci sohbetlerinde
ise Uretim biciminin ve ortaya cikan yapitin, Greticisinin kisiligi, yasayisi, dinya gérisiyle paralelliklerini kesfettik. Bir &nceki seanslarda
dzellikle yapit izerine disirmeye gayret ettigim 1sik, siphesiz zaman ve zeminin degismesiyle, bu kez sanatcinin kisiligi Gzerine de
aksetti ve ilgi cekici bir seffafliga acildi. Sanat eserinin ¢cézimlemesinde “yazarin niyetini” (intentio auctoris) okumayi bir yéntem olarak
tercih etmedigimi belirtmeliyim. Yine de sohbetin dogasinda acilan karakteristik &zellikler, iretim bigiminin, ireticinin gecirdigi
dénisimden bagimsiz olamayacagi yahut en azindan kitaptaki 8rnekler izerinden b&yle bir yorumlamanin tuhaf bir cekiciligi
olabilecegi ihtimalini ortaya cikard.

Parca Bijtiin Il sergisinde yer alan sanatcilarla, yéntem aramaya oryantasyonlu sohbetlerimizde, kisisel olandan sasirtici formel
sonuclar cikabilecegini gézlemledim. Ornegin Canan Dagdelen’in hicbir seyin balinemez katilikta olmadigs, bitinin her an
cézilebildigine iliskin inanci, islerini bir parcalilik esasi izerinden kurmasini agikliyordu. Dagdelen’in gelistirdigi modiler sistem,
birleserek bir bitin kurmaktan ziyade bitini aynstrarak gésterme iizerine odaklaniyor. Her an ¢ézilebilecek gecici bir bitin
yarahyor, sanatci. Ona gére yasam, tam da béyle gegici bir bijtin. Dagdelen’in islerinde odak, yapinin cevresine dair. Yapinin kabugu
ve cevresindeki espas, muhafaza etmenin dogasini arastinyor. Sanatci, dinyanin geciciligi karsisinda yerlesik dizene baglanmay:
uygun bulmadigi igin cogunluk tarafindan kisisellestirilen ve kutsallastirilan “ev” bahsini de pek &nemsemiyor. Bu gegicilik cercevesinde
yapinin kendisiyle ilgileniyor, icine dair unsurlarla degil. Biyik yapilarin gérkemli kitlesini, anin degiskenligine uygun hale getirdigi
yerlestirmesinde, sezgileriyle buldugu bir bitini izleyiciye sezdiriyor.

Parcayi, bitine ulastiran bir birim olarak islevlendiren Seckin Pirim ise birimin katkisini tamamiyla forma hizmet etmek Gzere
kullaniyor. Sanatcinin baslangigta ilgilendigi tasavvuf temasinin da tesiriyle, birimin tekrariyla bitine ulasan yaklagimi, zamanla
bitininden hareketle birimi gésterdigi bir yaklasima evriliyor. Her seyin tekil varligiyla birbirini tamamladigini disiinen Pirim icin
birimle bitin yer degistirse de bir arada var oluyor. Pirim’in hastalik derecesine ilerleyen simetri takinhisini, Gretimi Gzerinden sagalthg:
sirec hem sanatcinin kisiligi hem de isin formasyonu icin yeni deneyleri beraberinde getirmis.

Kisisel karakteri, gérme bicimi olarak devreye giren bir diger sanatci, Sakir Gékgebag. Parcay iyi taniyarak basladigi iretim sirecinde,
biitin olan nesneyi parcaliyor ve tekrarlarla yeni bir bijtin kuruyor. Parca ve biitin arasinda bir yaraticilik iliskisinden s6z eden sanatci,
siradan olanin sira disi durumlarina gésterdigi ilgiyi kisiliginin bir yansimasi olarak ifade ediyor. Minimalist ve oyuncu yaklasimi ile
izleyiciyi de aktif olarak kendi kesfine dahil etmek istedigi icin basit, yalin ve siradan olani ele almay: tercih ediyor. Gékgebag'in
nesnelerle kurdugu diizenlemenin kalbinde, izleyiciye yaraticihigin sanildigi kadar zor olmadigini gésterme amaci yahyor.
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Yaraticihgr tamamen devreden cikarmaya calisan Guido Casaretto icinse “sanatcl, fiziksel bir nesne iretirken zanaatei konumunda”.
Baska bir zamana ve yere ait olan iretim bicimlerini 6ding alarak giristigi sirecinde, sanatci kimligini islevsizlestirmeye yéneliyor.
Sanatci kimligini denklemden cikarirken yaraticilig ile bir seyi dénistirmiyor; teknigi uygulayan bir araci oluyor. Uretiminin tamamini
bir sirecler biitini olarak gérebilecegimiz Casaretto, bu derece malzeme ve teknik iizerinden yol alan, mimkiin oldugunca sanatcinin
soyut katkisini eleyen, gélgede birakan bir siireci yaratmis olmasina ragmen, gercekten ona ya da iretim prensiplerine ulasmak icin
gereken daha soyut bir yaklasim oluyor: Sezgi...

Nuri Kuzucan'in sanat pratiginde ise parcq, izleyiciye serbest, soyut bir yeniden insa siireci aciyor.

Acik uclu bir parcaliligr esas alan sanatci, bir yapitin kararli, cercevesi sert ve sinirlar keskin olmasindan kaginiyor. Bunun yalnizca
bir sanat eseri icin degil her sey icin gecerli olabilecegini belirten Kuzucan icin “amag, her an degisebilir olana dair bir his vermek”.
Bu cercevede zorunlu baglantilan eleyen, kompozisyonlarini belirsiz, kararsiz bir alana iten sanatci, izleyicinin resmin zihinsel ve
fiziksel mekani icinde kistlanmadan gezinebilmesini istiyor. Sanatci olarak plastik beceriye ve yorumlamaya yénelik katkisini geriye
cekerek &lcilebilir, planlanabilir, kontrol edilebilir bir parcalar sistemi ile sinirsiz Gretim olanagr buluyor. Bu tir bir parcalilik, sanatciya
oldugu kadar izleyiciye de kendi bitinlerini olusturmak izere cok olanakli, serbest bir alan aciyor.

Bir metot olarak &nerdigim parca bitin okumasiyla, Gretim siirecini bir bitin olarak ele alip bu sirecin parcalarina dair iliskileri
arastrdigimiz sohbetlerde, bir ortak his olarak, kisisel olanin dissinme ve iretme y&ntemini nasil bicimlendirdigi 6ne cikh. Parca Bitiin
dizisi farkli kadrolarla yinelenirken her bir araya gelis, kendine has bir dinamik doguruyor. Yapitin tamamlayicisi olan okur tarafindan
kesfedilmesi ve katmanlarinin acilmas, dilegimiz...
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art Whole in the Dynamics of Artwork and Producer

DKSen bugra

In the first of the exhibition series Part Whole, | considered the notion as “an inherent information for the artwork”. | examined the
transformations a conceptual approach and mode of production have in the work of art. One of the exciting common points we
discovered in the conversations was the artists’ approach that the works were completed with the viewer. In the conversations we had
within the scope of Part Whole II, we discovered the parallelism of the production style and the resulting work with the personality, way
of life and worldview of the producer. The light that | tried to shed on the works in the previous sessions, undoubtedly changed with time
and space, this time reflected on the personality of the artist and opened up an interesting transparency. | should say that | do not prefer
to read the “author’s intention” (intention auctoris) as a method in the analysis of a work of art. Nevertheless, the characteristic features
inherent in the conversation revealed the possibility that the mode of production cannot be independent from the transformation of the
producer, or at least through the examples in the book that such an interpretation may have a strange appeal.

In our conversations with the artists, who took part in the Part Whole Il exhibition, oriented towards the search of methods, | observed
that there may be surprising formal emerging from the personal. For example, Canan Dagdelen’s belief that nothing is indivisible and
that the whole can be solved at any time explains the way she set up her works on the basis of fragmentation. The modular system
developed by Dagdelen focuses on the whole through separation rather than formation of a whole. The artist creates a temporary
totality that can be solved at any moment. According to her, life is also a temporary totality. In Dagdelen’s work, the focus is on the
surrounding environment. The shell and the space around the structure explore the nature of preservation. The artist does not pay much
attention to the concept of “home”, which is personalized and sanctified by the majority, because she does not find it appropriate to
connect to the established order in the face of the temporality of the world. In this temporality, she is interested in the structure itself, not
the elements of the interior. In her installation, which makes the magnificent mass of large structures appropriate to the variability of the
moment, she makes the audience perceive a whole with her intuitions.

Seckin Pirim uses the unit as an element that reaches the whole. He utilizes the contribution of the unit to serve the form completely.
With the effect of the Sufism theme the artist was initially interested in, the approach of the unit, which reaches the whole with the
repetition of the unit, evolves into an approach that depicts the unit based on the whole. For Pirim, who thinks that everything completes
each other with its individual existence, even if the unit and the whole are replaced, they coexist. Pirim’s treatment of his obsession with
symmetry that occurred through his artistic process brought new experimentations for both the personality of the artist and the formation
of the work.

Sakir Gékcebag is another artist whose personal character comes into play in his way of seeing. In the production process, he starts

by getting to know the part; he then tears apart the whole object and establishes a new whole with repetitions. Speaking of a creative
relationship between the part and the whole, the artist expresses his interest in the extraordinary situations of the ordinary as a reflection
of his personality. Since he wants to actively involve the audience with his minimalist and playful approach, he prefers the simple, plain
and common. At the heart of Gékcebag'’s arrangement with objects lies the goal of showing the audience that creativity is not as difficult
as it might seem.



For Guido Casaretto, who tries to completely disengage creativity, “the artist is a craftsman while producing a physical object”. In the
process of borrowing forms of production belonging to another time and place, the artist tends to disable his own identity. While
removing his identity from the equation, the artist does not transform anything with his creativity; he becomes an intermediary that
implements the technique. Even though Casaretto, whose whole production can be seen as a totality of processes, has created

a process that proceeds mainly through matter and technique, that puts the artist’s abstract contributions in the background as much as
possible, and overshadows it, what is really needed to reach him or his production principles is an abstract approach: Intuition...

In Nuri Kuzucan’s art practice, the part opens up a liberated and abstract reconstruction process for the audience. Based on an
open-ended fragmentation, the artist avoids the type of work that is determined, hard-edged and bordered. “The aim is to give a sense
of what is changeable at any time”, and for Kuzucan, this may be true not only for a work of art, but also for everything. In this context,
the artist, who eliminates the necessary connections, pushes his compositions into an ambiguous and unstable areq, desires the viewer
to be able to navigate unrestrictedly within the mental and physical space of the painting. As an artist, he retracts his contribution to
technical skill and interpretation and attains an unlimited possibility for production through a system of measurable, plannable, and
controllable parts. This kind of fragmentation introduces a space that has many possibilities and no constraints for the artist, as well as
the viewer to create their own totalities.

Through the part whole reading that | propose as a method, the conversations, in which we have considered the production process as

a whole and investigated the relations of the parts of this process, has highlighted how the personal has shaped the way of thinking and
manner of production. While the Part Whole series is repeated with different cadres, each gathering creates a unique dynamic. It is our
wish that the work is discovered and dissected by the reader, who is also complementary to the work itself.

Parea Biitin Il | Part Whole Il, 2019 o q sy
Enstalasyon Fotografi | Installation Photography S
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Bitint bilmeden parcalari;
parcalan detaylariyla bilmeden de bitini bilmeyi esit derecede imkansiz kabul ediyorum.

Blaise Pascal, Disiinceler, 72!

“Parca Bitin” sergi serisinin kiiratéri Géksen Bugra beni projede yer almak izere davet ettiginde sanat tarihcisi konumumda kalmak
ve kiratéryel karar alma siireclerine kansmak yerine projeye elestirel bir katki sunmak istedigimi biliyordum. Her ne kadar sergi serisini
diizenleyen tema derin felsefi disiincelere dalip gitmeyi cazip kilsa da ben felsefi tartismalari sinirlayip bu elestirel ugrasimda kendime
baska bir sanat tarihcisini Terry Smith’i mittefik sectim. “Thinking Contemporary Curating” kitabi etrafinda dénen tartismalar
degerlendirmek Smith’i “biitin cesitli anlamlaryla séylemin belirgin bicimde kiratérligin merkezinde yer aldigini” éne sirmeye sevk
etmisti.? Bu makalede uzun soluklu bir proje olarak tasarlanan “Parca Bitin” sergi serisinin sundugu séylemi kesfetmek istiyorum. Smith
1960’lardan bu yana sanatci ve kiratérion karsilikli degisimlerinin kiratérligo sekillendirmedeki &nemini vurgular. Bu anlamda

“Parca Bitin” sergi serisi bireysel sanat pratiklerini odagina almasi ve sanatcilarin kiratéryel karar alma siireclerine dahil olabilmelerini
mimkin kilan esnek yapisiyla sz edilen anlayisla uyum icindedir. Smith’e gére tarihsel olarak da énem arz eden bu sanater kiiratér
alisverislerinin en yaygin ve verimli oldugu ortamlar kavramsal sanat cevreleriydi. Bu baglamda “Parca Bitin” sergi serisinin Mithat
Sen, Gilsin Karamustafa, Ekrem Yalcindag, Canan Dagdelen ve Sakir Gékecebag gibi kavramsal duyarliliklar agir basan sanatcilar
odagina almasi tesadifmis gibi gérinmiyor.

Smith kiratérlik tzerine disinmenin artik “miizecilerin genellemelerine, elestirmenlerin gelisigizel yorumlarina ve sanat tarihgilerinin
yavasliklarina terk edilemeyecegine” isaret ediyordu.® “Parca Biitin” sergi serisine eslik eden kataloglari, sanatcilar ve kiratér
arasinda ayni dizenleyici leitmotif etrafinda dénen diyaloglar araciligiyla bu sergilerin yapim siireclerini belgeleme gayreti olarak
saymak mimkindir. Bu cercevede sanatcilarla birlikte onlarin pratiklerini kesfetmeye y&nelik sirekli bir séylemin iretilmesinin yaninda,
bu sergi serisinin tarihini yazmak sergi yapim asamasinin da tamamlayici bir 8gesi haline dénisir. Kiratér Bugra'yla yaptgimiz
sohbetlere dayanarak bu sergi serisinin yalnizca kisisel bir seckinin tezahiirii olarak tahayyil edilmedigini séyleyebilirim. Yani

“Parca Bitin” sergi serisi, tamamlandiginda bir bijtinciil sanat yapitina (Gesamtkunstwerk) déniismeye meyletmek yerine sanat tarihi
yazimiyla daha cok ilgileniyor. Ancak bu sergi serisiyle ortaya cikan anlah miizeye dair olmaktan ziyade metoda ve kavrama dair.
Bitin sdylesiler boyunca Bugra sanatcilarin parca bitin kavramiyla yizlesmelerini kolaylastinyor. Bu yiizlesme nihayetinde
sanatcilarin kendi pratiklerini sunduklari, yeniden degerlendirdikleri veya acikladiklari bir séylemin fragmanlarina déniisiiyor. Parca ve
bitin arasindaki iliskiyi tarhismak kacinilmaz olarak bir mantik sorgulamasina dénisiyor: disincedeki mantik ve eylemdeki mantik.

Bu siregelen sergi serisini “pratigin séylemi” bashgr altinda analiz etmeyi iste bu nedenle sectim.

“Parca Biitin” sergi serisindeki kiiratérlisk anlayisi sirastyla Hans Ulrich Obrist ve Okwui Enwezor tarafindan iretilmis, acikca ifade
edilmis ve yaygin bicimde bilinen iki anlayisla paralel gérinir. Projenin hem sergi yapim hem de s&ylesi cehrelerini sekillendiren uzun
soluklu yapisi, béyle faaliyetler kapsaminda Hans Ulrich Obrist’in kendine 6zgii bicimde uyarladigi maraton fikrini akla getirir.
Maraton yogun bir simdinin icinde var olmay gerektirir ve bu gereklilik onu giincel olan icin uygun bir metafora dénistirir.

Etaplar boyunca uzaklik kat etmek de maratonun baska bir 6zelligidir ve bu ézellik tam da “Parca Bitin” sergi serisinin diizenlenme
bicimine karsilik gelir.

Bu sergi serisinin bir diger 6zelligi ise Okwui Enwezor'un kiiratérlige sundugu teorik katkilardan biri olan elestirel bélgeselcilige
baglligidir. “Parca Bitin” serisinde yer alan tim katlimcilar uluslararasi gérinirliklerinin yani sira islerini diizenli olarak Tirkiye'de de
sergileyen sanatcilar. “Parca Bitin” sergisi zellikle sdylesilerdeki sanater kiiratér diyaloguyla birlikte sanatcilarin Tirkiye'de daha énce
katildiklar sergilerle bag kurmayr amacliyor. Bu fikir teatileri katiimer sanatcilarin bélgesel gérinirlikleriyle ilgili elestirel birer

yaklasim sunmayi hedefliyor. Marcus Boon ve Gabriel Levine gectigimiz yiizyil icinde sanat diinyasinda pratigin bastan sonra



dénismesine sahit oldugumuzu éne sirer.* “Parca Bitin” sergi serisinin elestirel bslgeselci bir perspekfiften bakarak mikro bir
dénisimin fotografini cekmeyi amacladigr séylenebilir. Seride sunulan bu déniisim halinde pratiklerde nesnenin ve 6znenin
konumlandinimasindaki incelikli farklar kaydetmek, Brezilyali antropolog Viveiros de Castro’nun isaret ettigi potansiyel olarak farklilik
arz eden varolussal yapilar kesfetmemizde bize yardimer olabilir.®

“Parca Bitin” maratonunun mevcut etabinda bu potansiyel olarak farklilik arz eden varolussal yapinin en taninabilir seklini Canan
Dagdelen’in pratiginde gérebiliriz. Andreas Spiegl, Dagdelen’in estetigini okumaya, politikanin nedenleri sonuclarla birlikte belirleme
ve bu edinilmis bulgular savunma kavgasi oldugu éngérisiyle baslar. Bu éngérii dogal olarak nedenselligi kurucu ilkesi olarak kabul
eden bir zihinsel yapinin icinde isleyebilir. Spiegl’in Dagdelen’in pratigini paradokslar iizerinden okuyusu onu Dagdelen’in estetigini
zeminsizlik haliyle 6zdeslestirmeye yanlendirir. Béyle bir okuma Dagdelen’in calismalarinin yercekimiyle kurdugu iliskiyi diisinmek
icin bize makul argimanlar sunsa da nemli bir kiltirel referansin yoklugu hissedilir. Dagdelen’in erken dénem islam mimarisine
yonelik ilgisi hem sanatci tarafindan hem de sanatcinin estetigini yorumlayanlar tarafindan acikca ifade edilmis ve kaydedilmistir.

Bu perspektiften bakacak olursak Gazali’'nin nedensellige yénelik giicli muhalefetini ve bu muhalefetin felsefi, politik ve kiltirel
sonuclarini hatirlatmak keyfi bir secim olarak gérinmeyecektir.” Dagdelen’in erken dénem Islam mimarisine yénelik derin ilgisinin
Gazali'yi farkli bir varolussal ifade olarak galeri mekanina cagirdigi 6ne siriilebilir. Bu noktada Spiegl’in nedenin silinmesinin politik
sonuclanyla ilgili uyanlarini hatirlatmak istiyorum: korkunun ve giicsizlestirmenin yikselisi. Bu iki duyumsal durum Tiirkiye'de makalenin
yayimlandigi 2012 yilindan giinimize, yeni ve beklenmedik boyutlar kazandi. Her ne kadar yedi yil kimi zaman giincel sanatin dar
kafali tarhisma ortaminda uzak bir gecmis gibi gériinse de, Spiegl’in Dagdelen estetigi izerine kurdugu tartismada nedenselligi odaga
alist hala yerinde bir tercih.

Parca bitin iliskisiyle ilgili farkli kisltirel anlayislar zerine tartismalar sergi serisinin bir dnceki etabinda yapilan séylesilerde de
karsimiza cikar. Mithat Sen “bizim cografyamizda parca-bitin iliskisinin her bir parcanin kendi icinde bir biitin olmasi prensibine
dayandigina” isaret eder.® Bu gériss aslen edebiyat tarihcisi Sabahattin Eyiiboglu'nun Osmanl Divan siiri analizine dayanir. Parcanin
bitinden bagimsizligi Gazali'nin nedenselligi reddini akla getirir. Gazali neden ve sonuc arasinda gereklilige dayal bir iliskinin
varligini reddeder. Ona gére neden ve sonuc birlikte var olur ve aralarinda kurulabilecek tek kesin iliski her ikisinin de yaratilma siras:
ya da ardisiklikhr.? Béylesi bir akil yiritme bize, nedenlerin sonuclarla gereklilige dayali kacinilmaz bir nedensellik bagi olmadan
birlikte var olabilecegini ve parcalarin bitinle iliskili olmadan var olabilecegini, bagimsiz olduklarini disindirtir. Bu bagimsizlik
parcalarin kendi iclerinde birer bijtin olabileceklerini &ne sirer.

Her iki sergi katalogu da sanatcilarin parca bitin iliskisine farkli perspektiflerden yaklastiklar argimanlarla doludur. Dizenleyici

bir tema olarak parca bitin iliskisi projenin tim katilimcilarina mantigin kendisini analiz etme, sunma ve tartisma olanagini sunar.
Sanatcilarin eylemlerinin mant@ini tarif edisleri onlarin pratiklerini anlamamiza yardim eder. ikinci serginin katalogundaki séyleside
Guido Casaretto zanaatkarlik ve techne kavramlar baglaminda kendi estetik eylemlerinin mantigini ayrintili bicimde aciklar. Sanatsal
bir mantigin kurgulanmasi cesitli kararlar almayr gerekfirir ve sanatci bazen bu kararlari Seckin Pirim’in de belirttigi gibi sezgiye
dayanarak alir. izleyiciyi aktif bir katilimer olarak parca bitin iliskisine davet eden Nuri Kuzucan projenin estetik topografyasini
genisletir. Séylesiler ayni zamanda sanatcilarin tekrarlanan eylemlerine de isik tutar. Bu tekrar bicimleri okuyucunun sanatcry:
aliskanliklari, &n calismalar, egitimi, uydugu kurallar, kullandigi metotlar ve tekniklerle birlikte diisinmesine de yardimei olur.
Sanatcinin pratigi zerine bdylesine ayrintili aciklamalar séylesilerdeki ifadelerin estetik iizerine bir séylem olarak kristalize olmalarini
saglar. Bdylesi tekrarlanan eylemlerin ayni zamanda oyunsu bir boyut da icerebildigini ve bu boyutun en cok Sakir Gékcebag'in
eserlerinde gérinir oldugunu da belirtmek isterim.

Boon ve Levine'in bir kavram olarak pratik izerine gézlemlerine paralel olarak incelememi uzun soluklu bir grup sergisi projesinin
devamiyla ilgili son gérislerimi aktararak tamamlamak istiyorum. Her ne kadar pratik izerine kurulan bireysel séylemler bir dereceye
kadar sahiplenmeyi beraberinde getirse de bu proje bitiinsel olarak kolektif bir dizeyi yakalamayi hedefliyor. “Parca Bitin” sergi
serisi farkli sanatci pratiklerini yeni bir estetik ekolojisi baglaminda birlestirme vaadini tasiyor. Bu yaklasim bir pratigi baska bir pratigin
standartlariyla yargilamadan disinebilmeyi mimkiin kilan bir estetik topografyasini hayal etmeyi mismkiin kiliyor. Bu sergi serisinin
tarihsel olarak Smith’in ifade ettigi gibi modernlik kontratinin siresinin doldugu bir zamanda gerceklestigini de akildan cikarmamak
gerek. Bu kolektif dizeyin neye tekabil edecegi sorusunun cevabi gelecek sergilerle g6z éniine serilecek.

1 Pascal, Blaise, “Disiinceler”, 1699

2 Smith, Terry, “Talking Contemporary Curating”, Independent Curators International, Fall 2015 p.14

3 Ibid., p.19

4 Boon, Marcus, Levine, Gabriel (eds), “Documents of Contemporary Art: Practice”, Whitechapel Gallery and MIT Press, 2018, p.16

5 Ibid, p.17

6 Spiegl, Andreas, “Zeminsiz”, Uzamsal Bellek sergi katalogu, American Hatanesi: Istanbul, 2015, p.21

7 Ebu Hamid EI-Gazzali, Tehafiti'|-Felasife: Filozoflarin Tutarsizligi, “On Yedinci Mesele: Sebeplilik Meselesi ve Mucizeler, Tirkiye Yazma Eserler Kurumu Baskanligi, 2014, p.336
8 “Parca Bitiin”, sergi katalogu, Art On Gallery: istanbul, 2018, p.56

9 Ebu Hamid El-Gazzali, Tehafiti'|-Felasife: Filozoflarin Tutarsizligi, “On Yedinci Mesele: Sebeplilik Meselesi ve Mucizeler, Tirkiye Yazma Eserler Kurumu Baskanligi, 2014, p.336
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| hold it equally impossible to know the parts without knowing the whole,
and to know the whole without knowing the parts in detail.

Blaise Pascal, Thoughts, 72!

When curator of “Part Whole” exhibition series Géksen Bugra invited me to partake in this project | knew that | wanted to keep my
position as an art historian and offer a critical view for the project rather than taking part in the curatorial decision making process.
Even though the organizing theme in this exhibition series has its temptations for lengthy philosophical muses | tried to limit them and

| have chosen Terry Smith, another art historian as my ally in my critical endeavor. A post evaluation of the discussions revolving around
“Thinking Contemporary Curating” led Smith to argue that “discourse, in all of its various senses, is now upfront and at the center of
curatorship.”? In this essay | would like to discover the discourse offered by “Part Whole” exhibition series conceived as a long term
project. Smith highlights the importance of artist and curator exchanges in shaping curatorship since 1960s. “Part Whole” exhibition
series is in line with this sensibility with its focus on individual artistic practices and its flexible structure allowing the artist to partake in
the curatorial decision making processes. According to Smith these above mentioned historically significant artist curator exchanges
were most predominant and fruitful in the milieu of conceptual art. The focus of “Part Whole” exhibition series on artists with conceptual
sensibilities like Mithat Sen, Giilsiin Karamustafa, Ekrem Yalcindag, Canan Dagdelen and Sakir Gékeebag does not seem like

a coincidence in that respect.

Smith also pointed out the fact that reflecting on curating “could no longer be left to the generalizations of the museologists or the
chance comments of critics, or wait upon the tardiness of art historians.”* The catalogues accompanying the “Part Whole” exhibition
series can be considered as an attempt to document the making of these exhibitions through the dialogues between the artists and the
curator revolving around the same organizing leitmotif. In that regard writing the history of this exhibition series becomes an integral
part of the exhibition making as well as creating a continuous discourse with the artists through an exploration of their practices. Based
on my conversations with the curator Bugra | know that the exhibition series was not conceived only as a manifestation of subjective
selection. So “Part Whole” exhibition series does not tend towards turning into a Gesamtkunstwerk at the end but it seems more
interested in art history writing. Yet the narrative unfolding through this exhibition series does not provide us an art history in

a museoogical sense but in a methodological and conceptual one. In all of the interviews, Bugra facilitates the artists’ confrontation with
the notion of part-whole. This confrontation eventually develops into fragments of a discourse created by the artists to present,
re-evaluate or explicate their own practices. Discussing the relation between parts and wholes inevitably turns into a questioning

of logic: the logic in thinking and the logic in doing. This is why | have chosen to analyze this ongoing exhibition series under the fitle
“discourse of practice”.

Curatorship of “Part Whole” exhibition series seems to be unfolding in parallel with two well-articulated and widely known
approaches coined by Hans Ulrich Obrist and Okwui Enwezor. The long term nature of the project shaping both the exhibition making
and interviewing aspects of it reminds the idea of marathon applied to such activities by Hans Ulrich Obrist as his trademark in
curatorship. Marathon requires being present at an intensive now and this requirement makes it a proper metaphor for the
contemporary. Covering a distance through stages is another feature of the marathon and this is exactly the way “Part Whole”
exhibition series is organized.

Another aspect of this exhibition series is its adherence to critical regionalism that was one of the theoretical contributions to
curatorship by Okwui Enwezor. All the artists partaking in the “Part Whole” series continuously show their works in Turkey besides they
enjoy international visibility. “Part Whole” aims to connect previous exhibitions by participating artists in Turkey with the current group
show especially through the artist curator dialogue in the interviews. This exchange provides a critical account on the regional visibility



of the participating artists. Marcus Boon and Gabriel Levine suggest that during the previous century we have witnessed a complete
transformation practice in the sphere of art.* One may argue that “Part Whole” exhibition series aims to capture a snapshot of a micro
transformation through a critically regional perspective. Recording the subtle differences in situating the object and subject within these
transforming practices presented in “Part Whole” exhibition series might help us to discover a potentially different ontological
framework as Brazilian anthropologist Viveiros de Castro pointed out.®

At the current stage of the “Part Whole” marathon this potentially different ontological framework has its most recognizable shape in
Canan Dagdelen’s practice. Andreas Spieg| starts his reading of Dagdelen’s aesthetics with the premise that politics is the struggle to
determine and justify causes with effects. This premise naturally operates within a mental framework taking causality as its founding
principle. Spiegl’s reading of Dagdelen’s works through paradoxes eventually leads him to associate Dagdelen’s aesthetics with the
state of being ungrounded.® Although such a reading gives us reasonable arguments to consider Dagdelen’s works in relation to gravity
an imporfant cultural reference seems absent. Dagdelen’s interest in early Islamic architecture is well articulated and documented both
by the artist herself and by the commentators on her aesthetics. From this perspective it does not seem as an arbitrary choice to remind
Al-Ghazali's strong opposition against causality and philosophical, political and cultural consequences of this opposition.” One may
argue that Dagdelen’s strong interest in Islamic architecture invites Al-Ghazali as an ontologically different voice to the gallery space.
At this point, | would like to remind Spiegl’s remarks on political consequences of effacing the cause: the rise of fear and
disempowerment. These two affectual states acquired new and unexpected dimensions in Turkey through an enmeshment of politics
and some derivatives of Islamic reasoning since the article was published in 2012. Even tough seven years sometimes seem like distant
past within the parochial debate environment of contemporary art, Spiegl’s discussion on Dagdelen’s aesthetics is still relevant with its
focus on causality.

Debates on culturally different understandings regarding part and whole relation comes up in the interviews during the previous
exhibition stage. Mithat Sen points out that “the meronomy in our geography is based on the principle that each part is a whole

in itself.”® This view is originally based upon literature historian Sabahattin Eyiboglu’s analysis of Ottoman Diwan poetry.

The independence of the part from the whole reminds Al-Ghazali’s refusal of causality. Al-Ghazali denies that there is a relation
between cause and effect based on necessity. He rather argues that cause and effect co-exist together and only relation that we can be
assured of is the order of their creation or consecutiveness between them.” Such a reasoning leads us to think that parts and wholes can
co-exist together without an inevitable causal relation based on necessity and if parts can exist free from any relation with the whole,
they are independent. This independence proposes that parts are wholes in themselves.

Both exhibition catalogues present abundance of arguments offered by artists to approach part and whole relationship through
different perspectives. The organizing theme part and whole relationship allows any interlocutor of this project to analyze, present and
discuss logic itself. The way the artists describe their logic of doing things helps us to discover their practices. Guido Casaretto
elaborates on his logic of doing things in the context of artisanship and techne in his interview. The construction of an artistic logic
requires decisions to be made and the artist sometimes arrives at decisions via intuition as Seckin Pirim articulates. By inviting the viewer
into the part whole relationship as an active participant Nuri Kuzucan broadens the aesthetic topography of the project. The interviews
also cast light upon the repetitive actions by the artists. These forms of repetition helps us to conceive the artist with her habits, methods,
rules, techniques, rehearsing, and training. Such further elaboration on the practice of the artist crystallizes the utterances as fragments
of a discourse on aesthetics. | would like to remind that such repetitive actions may also feature a ludic dimension which is most visible
in Sakir Gdkcebag's works.

In line with Boon and Levine's observations on the notion of practice | would like to conclude my analysis with final remarks on
sustaining a long term group show project. Although the individual discourses on practice exhibit a degree of possessiveness the project
as a whole offers a certain level of collectivity. “Part Whole” exhibition series promises to connect different artistic practices through

a new ecology of aesthetics. Such an approach makes it possible to conceive a topography of aesthetics within which it is possible to
consider one practice without judging by the standards of another. One should also remember that the exhibition series also historically
coincides with the expiration of the “modern contract” as Smith terms it. What this collectivity will amount to is a question to unfold with
the following exhibitions.

1 Pascal, Blaise, “Thoughts”, 1699

2 Smith, Terry, “Talking Contemporary Curating”, Independent Curators International, Fall 2015 p.14

3 Ibid,, p.19

4 Boon, Marcus, Levine, Gabriel (eds), “Documents of Contemporary Art: Practice”, Whitechapel Gallery and MIT Press, 2018, p.16

5 Ibid, p.17

6 Spiegl, Andreas, “Ungrounded”, Spatial Memory exhibition catalogue, American Hospital: istanbul, 2015, p.21

7 Ebu Hamid El-Gazzali, Tehafiti'|-Felasife: Filozoflarin Tutarsizligi, “On Yedinci Mesele: Sebeplilik Meselesi ve Mucizeler, Tirkiye Yazma Eserler Kurumu Baskanligi, 2014, p.336
8 “Part Whole”, exhibition catalog, Art On Gallery: Istanbul, 2018, p.56

9 Ebu Hamid El-Gazzali, Tehafiti'|-Felasife: Filozoflarin Tutarsizligi, “On Yedinci Mesele: Sebeplilik Meselesi ve Mucizeler, Tirkiye Yazma Eserler Kurumu Baskanligi, 2014, p.336
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GB: Guido, siz bir grup arkadagsinla birlikte Sanatorium 'u
inisiyatif olarak kurmus ve karma bir ilk sergi yapmistiniz.
Senin de orada gésterdigin bir ig vard: hatta sergileme
esnasinda bir performans olarak gerceklestirdigin...

GC: Yola cikis noktam, Duchamp’in kendi sacini tiras ederek yildiz
haline getirdigi performans isi. Ayni siireci ben de bir hayvan
postu Uzerine uyguladim. Yani tiras ederek yildizi ortaya ¢ikardim.
Ve onu o esnada yaptim. Siirecle ilgilenmeye baslamamin en
dnemli islerinden birisi buydu. Onun icin hala bende duruyor.

Bu bir ¢ikis noktast gibi mi oldu?
Evet.

Peki buradaki malzemenin dogrudan dogal malzeme, ondan
sonra kullandigin malzemelerin dogal olana yaklagmasinin
bir iliskisi var mi?

Tekstiirel olarak bir iliskisi var. Ben, organik malzeme ile dijital
olarak iretilmis malzeme arasinda hig bir farklilik gérmiyorum.
Hepsi sirec icerisinde bir input. Yani ben daha cok, bir sirece
baslayarak, béyle bir calisma yapacagim diye bir planlamayla
yaklasmiyorum. Malzeme, ilgi, konu, deney bir araya gelip belli
ciktlar veriyor. O cikhlarin siireci eger kavramina paralelse
calisma sergilenebiliyor.

Sergilenmeye deger mi oluyor?

Evet. Uretimin kendisini deneyimlemeden calismanin calisma olup
olmayacagini bilemiyorum.

O zaman sunu diyebilir miyiz? Senin hi¢ gostermedigin ya da
izleyici karsisina ¢ikarmadigin siiregler de var aslinda.

Yildizli Post, 2015
islenmis deri izerine kémir
Charcoal on processed leather

280 x 220 cm

GB: Guido, together with a group of friends, you set up
Sanatorium as an initiative and had your first group show.
You had a work there you staged as a performance during the
exhibition.

GC: My starting point was Duchamp’s performance in which he
shaved his own hair into the shape of a star. | applied the same
process on peltry. In other words, | shaved a star on it and
performed it at the moment. This was one of the most significant
works that marked the start of my interest in “the process”.
That's why | still keep it.

Was this like a starting point?
Yes.

So, the material here is directly a natural one. Is there is
a relationship between this and the natural-like material
you used afterwards?

It has a textural relationship. | see no difference between the
organic and digitally produced materials. All of them are inputs
in a process. When | start a process, | don’t approach it with

a plan, saying “I will do such an artwork.” Material, interest,
subject, experiment come together to give certain outputs. If the
process of those outputs is in parallel with the concept, then that
work can be exhibited.

Does it become worthy of exhibiting?

Yes. | don’t know whether it will result in a work without
experiencing production itself.

Then, can we say that there are also processes that you
do not show or present to the audience?



Siregler cok var, calisma yok.

Ancak o siire¢ sonunda bir ¢alismaya doniigenleri
gosteriyorsun.

Evet. O calisma da zaten sunu tasiyor olmak zorunda.

Sirecini tagidigi gibi referans verdigi konunun da sirecine
paralellik tasimasi lazim. Benim her bir calismam bitin bu
kavramsal yiikij tasiyor olmak zorunda. Bunu bagimsiz bir sekilde
buradan alip baska bir yere koydugunuz zaman, yine ayni
sekilde calisabiliyor olmasi lazim. Bitmis bir sirec algilamam igin.

Anladim. Simdi bunu biraz daha agalim. Senin yaptigin is
malzemeden, teknikten ya da kavramsal kokeninden, referans
noktalarindan daha ¢ok siireg ile ilgili. Senin aslinda iiretim
bicimini sekillendiren sey siireg.

Evet.

There are many processes, but no works.

So, you only show those that turned into a work as a result
of the process.

Yes. The work already has to deliver that quality. As well as
carrying the process, the subject of reference should be parallel
to the process. Each of my works has to bear all of this conceptual
burden. When you independently take the work and relocate it
somewhere else, it should be able to function the same way.

For me to detect a finished process, that is.

[ understand. Now lets open this up a little. The work you

do is more about process than material, technique, conceptual
origin or reference points. It's the process that actually shapes
your mode of production.

Yes.
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O siirecin getirdikleri biraz riskli bir alan degil mi? Ciinkii
stirprizli sonuglart var. Kontrol edemeyecegin, daha dogrusu
kontrol etmeye ¢alistigin bir sey. Mukayese edecegim. Mesela
bir resmi eskizle de yapabilirsin, eskiz olmaksizin da
vapabilirsin ama aklinda bir sey vardir. O da yine bir siiregtir;
o stire¢ nihayetinde bazi seyleri yapmamaya, planladiklarini
degistirmeye yonlendirebilir. Fakat senin soziinii ettigin siireg,
daha deneysel ve sonuglart itibariyle daha beklenmedik, riskli.

Aslinda tamamen risksiz. Niye2 Cinki bir beklentiyle yaklasmak
yok. Yani nesnenin kendisini, bir sonuca dair bir planlama
gerektiriyor olup olmadigini degerlendirmek icin. Benim icin
bunun hicbir 8nemi yok. Benim ortaya koydugum objenin

bir sandalyeden hicbir farki yok. Sanat nesnesi olarak
yaklasmiyorum nesnenin kendisine. Onun icin ortaya cikan
nesnenin degerlendirmesi, sirece ne kadar hizmet ettigi ile
alakali. Sirecin kendisini ne kadar yansithgi ile alakali. Bir
beklentim yok sonuca dair. Bazi siirecler cok kontrolli gitmek
zorunda ama bu kontrol benim almak istedigim sonuctan kaynak-
lanmiyor. Cinkii benim kullandigim hicbir teknik, daha &nce ayni
sekilde kullandigim bir teknik degil. Ben aslinda égreniyorum.

Daha once kullaniimus bir teknigi uygulayarak mi?

“Ready-made” gibi yaklasiyorum kendi bedensel hareketime.
“Stucco” artizaninin yaklasim bigiminin aynisini kopyalamaya
calishgim icin ne kadar detayli, ne kadar temiz calismam
gerektigini, o teknigin kendisi bana séyliyor. Daha jestiel
hareketlerle yapilmis bir teknik kullaniyorsam yeniden
dgrendigim bir calisma bicimiyle alakal, o zaman onun
¢6zinirligini kopyalamak zorundayim. Onlar ne kadar
coézinirlige getirdiyse, ben de o kadarina gelmek zorundayim.

Isn't that bit of a risky thing, because it has surprising results?
Something you can't control, or rather, you re trying to control.
I’ll make a comparison. For example, you can make a painting
with or without a sketch, but there is something on your mind.
It is also a process, which may eventually lead to not executing
certain things and changing what you have planned. But the
process you re talking about is more experimental and more
unexpected, risky.

Actually, it's totally risk-free. Why2 Because you don’t approach
it with an expectation. In other words, there are no expectations
to assess whether the object itself requires planning to achieve a
certain outcome. It doesn’t matter to me. The object | produce is
no different than a chair. | am not approaching it as an art object.
For this reason, the evaluation of the end result depends on how
much it serves the process. It's about how much the process
reflects itself. | have no expectations about the outcome.

Some processes need to proceed with total control, but this is
not because of the outcome | would like to achieve. None of
the techniques | have used so far is a technique that | have used
previously. I'm actually learning.

Is it by applying a previously established technique?

| approach my own physical movement as “ready-made”. Since
| try to replicate the approach of a stucco artisan, the technique
itself tells me how detailed and clean | should work. If | am using
a technique based on gestures, | have to replicate the same
resolution of the work style | am learning. | have to bring the work
to the exact resolution that the artisans conveyed.



Peki o zaman géyle ozetleyecegiz. Malzemeyi de odiing ali-
yorsun, teknigi de ddiing altyorsun ve bunlari yeniden uygu-
luyorsun. Ortaya ¢ikan sey igin de bu bir sanat nesnesi degil
diyorsun.

Degil.
Ama stire¢ bir sanat aksiyonu mu diyelim?

Yine bir nesne. Ciinki ben olabildigince kendimi bu denklemden
vzaklashrmaya calistyorum.

Simdi sen yaratict olarak tesir ettigin bir denklemden
uzaklasmaya ¢alisyyorsun.

Yaratici olmak istemiyorum.

Iste oradan elini ¢cekmek istiyorsun. Yani o teknigin eli gibi,
o teknigin bir par¢asi gibi hareket etmek ve ortaya ¢ikan
nesneyi de bir anlamda sanat objesi olarak fetislestirmemek.
Kutsallastirmiyorsun bunun sonucunda ortaya ¢ikan nesneyi.

Bu zaten bana bagl bir sey degil. Nesne, ortaya konuldugu
alanda, baglamda fetislesir. Bir galeride, bir mizede, bir sanat
nesnesi olarak gérirsiin. Yoksa bir masanin tablasi olarak da
gérebilirsin, o calismayi. Ben kisisel olarak da zaten yaratici
sirece pek inanmiyorum. Oyle bir sey olabilecegini disinmiyo-
rum. Bir yaraticidan ziyade bir dénijstiric oldugumuzu
disiniyorum. Yani gelen seyleri baska bir cikhya dénistiren.
Makineye daha yakin oldugunu disiniyorum bir sanat
iretiminin, bir sanatcinin. Ve o makinenin bitin ufak parcalar da
o kisinin yasanmish@iyla, deneyleriyle olusuyor dogal olarak.

Waterfront lll, 2016
Epoksi | Epoxy
100 x 230 x 16 cm

Well then, we can say that you borrow the material, the
technique and you reapply them. You re also saying that the
end result is not an art object.

Not at all..
But is the process an act of art?

Again, it is an object, because I'm trying to remove myself from
this equation as much as | can.

So, you 're trying to remove yourself from an equation you
have influenced as the creator.

| don’t want to be a creator.

You want to keep your hands off of there. In other words, you
want to act as a hand for that technique, to act as a part of
it and not fetishize the end result as an art object. You do not
sanctify the resulting object.

That's not up to me anyway. The object is fetishized in the context
in which it is presented. In a gallery or museum, you see it as an
art object. Alternatively, you could also see it as a table top.

| personally do not believe in the creative process. | don't think
such a thing exists. | think we are more of a transformer than

a creator. That is to say we are the people who transform things
into another output. The artist and art production are similar to

a machine. All the small parts of that machine are naturally
created by the experiences and experiments of that person.

Waterfront Varyasyon Il | Waterfront Variation I, 2015
Recine | Resin
97 x 304 cm
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Monte Giallo, 2017
Keten izerine yagh boya ve akrilik | Oil and acrylic on linen
130 x 220 x 42 cm

Bir bilgi aktarimi da sé6z konusu mu?

Bilgi aktarim, tabii. Bitin zaten referanslarin fiziksel olmasinin
sebebi, cografi bilgilerin nakledilmesi Gizerinden iretiliyor aslinda.

Diyelim ki sen bir sandalye yapimini dogrudan uyguluyorsun.
Simdi bu noktada séziinii edecegimiz sey, ustalik. Belki bir
omiir boyunca sandalye yapiyor, usta. Sen ise kendi sanatsal
tiretiminin bir safhasinda, belki bir seri i¢in, belki yalnizca tek
bir yapit igcin bunu yapiyorsun. Senin o ustaligr aktarma ¢aban,
kendini zora kogsmak olmuyor mu? Ciinkii orada iiretilen is,
beni sumirlyyor ya da agiyor dedin. Bu nasil bir meydan
okuma?

Meydan okumadan ziyade, bunu zaten yapmam gerekiyor.
Kendi daha &nceden koydugum kisitlamalar sebebiyle. Kendime
koydugum kisittama: Bunu bu safhaya getirebilecek kadar bunda
ustalas, bedenini ustalastir!

Peki 0 zaman senin islerinl, bir siirecler biitiinii olarak mi
gorecegiz? Tek tek eserler degil de tamami ayni izlegin
pesinde, ayni arastirmanin pesinde olan igler biitiinii, bir
stirecler biitiinii mii?

Evet. Mesela siirekli tekrarladigim birtakim eylemler var.
O dénemde bir proje ile eger uyumluysa, o arada iki-iic tane
calisma secip koyuyorum.

Is there an information transfer?

Of course. The reason why all references are physical is actually
because of them being produced through the transmission
of geographical information.

Lets say that you are directly replicating a chair production.
What we will talk about at this point is mastery; a craftsman
makes chairs maybe for his whole life. You, on the other
hand, are doing this in only one stage of your own artistic
production, perhaps for a series or maybe only for one work.
Aren t you challenging yourself when you are trying to trans-
mit that same mastery? Because you mentioned that the work
produced there, either limits you or opens you up. What kind
of a challenge is this?

Rather than a challenge, | am already obligated to do that,
because of the restrictions | have previously imposed on myself.
The restriction that | have put on myself is to master it and train
my body, just enough to be able to bring to a certain level.

So, when we look at your works, will we see it as a totality
of processes? Are they a totality of processes that is in pursuit
of the same path and research, and not individual works?

Yes. For example, there are some actions that | repeat constantly.
If it is compatible with a project at that time, | select two or
three works.



Pillar isi iizerine konusabilir miyiz? Yap ve figiir nasil bir
araya geliyor?

Yapisal olarak iki sirecten yola cikim: gercekten duvar
dékimini ve bir heykel dskimiini degerlendirme. ikisinin
arasinda iliski. Genellikle kolon dékilir ya da heykel dékilir.

Bir tanesi, o dékimiin kendisi bir sey tasiyor olmak zorunda.
Otekisi elden geldigince hafif yapilir ciinki yizeyle ilgilenirsin
aslinda. Ama ikisi de aslinda ayni bicimde yapilir. Bu Pillar dékiim
serisi de buradan yola cikarak yaph@im calismalar. Bitin kirilmis
olan yapilar, aslinda ya kalip aldigim duvarin kingi ya da yola
cikh@im heykelin kiriklarindan taklit ettigim kirklar.

Birbirinden iki bagimsiz birimi birlestirdigin ve yeni bir biitiin
yarattigin bir is.

Bir bitin olarak algilayabilir miyiz bilmiyorum.

Kolon IlI'| Pillar 11], 2016
Beton ve metal
Concrete and metal

156 x 168 x 52 cm

But the work continues as a whole. Can we talk about the work
titled Pillar?

Structurally, | started with two processes: evaluating the casting
of walls and sculptures. The relationship between the two. Usually
columns can be casted or sculptures can be casted. One of them
has to be carrying something. The other one is made as light as
possible, because you are interested in the surface. But both are
actually executed in the same way. Pillar is a series of works

| produced based on this idea. All the broken structures, in fact,
belong to either the broken wall | used as the mold, or the
fractures | replicated from the sculpture | chose as a starting point.

It'’s a work where you combine two independent units and
create a new whole.

| don't know if we can perceive it as a whole.

NOLOA ¥5vd
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Before The Reef 9:32, 2017
Tuval Uzerine yagh boya ve vernik | Oil and varnish on canvas

140 x 271 x 24 cm

Ortaya ¢ikan, bir nihai nesne olarak bir biitiin olarak
algiliyoruz. Bu aileden iki tane daha is var. Burada bize daha
tamidik bir imge var diyeyim. Burada referans daha kolay ama
bizi yine de tamdigimiz referansa ragmen malzemeyi éne
¢tkaran bir yaklagimin var.

Bir sebebi var bu imgeyi kullanmamin. Bu biraz énce bahsettigi-
miz, yaratma sireci olmadigi ve bir seyleri birlestime sirecinden
yola cikarak bizim bir sey yarathgimizi disinmemizle cok alakal.
Russell'in aslinda kullandigi bir imge bu. Diyor ki, var olmayan bir
seyi sen yaratamiyorsun. Var olan imgeleri birlestirerek sen bir sey
ortaya koyabilirsin. iki tane érnek veriyor: Pegasus ve Centaur.
Diyor ki, at olmayan yerden Centaur olmuyor ve insan olmayan
yerde Centaur olmuyor. Bu, andlitik felsefe icin sembolik bir imge.
Bu heykelin bulundugu serginin &teki calismalarinda kullandigim
malzemelerin tortularini, hazirladigim kalibin icine déktim. Dag:
yaparken disen bitin boyalar toplayip tekrar bunun icine attim.
Epoksi nebulalar dékerken cikan akintilan bir sekilde tekrar
toplayip bunun icine déktim. Kalibi achigim zaman ne ciktiysa bu.

Buradan ¢ikan sonug seni nasil etkiliyor?

Ben cok daha yikinti ve yiginti olarak cikmasini bekliyordum.
Benim icin cok temiz cikt.

O acaba senin siirecinin de disiplinli bir bicimde kurulmasiyla
iliskili olabilir mi?

Evet.

We perceive the emerging final object as a whole. There are
two more works from this family. Here, we have a more f
amiliar image. The reference is easier, but you have an
approach that highlights the material despite knowing the
reference.

There is a reason why | used this image. This is very relevant to
what we have just mentioned, that there is no process of creation
and that we think we are creating something through the process
of merging things. This is actually an image Russell uses. He says
that it is not possible to create something that doesnt exist. You
can make something by combining existing images. He gives two
examples: Pegasus and Centaur. He says that if there’s no horse,
there is no Centaur and if there is no human, there is no Centaur.
This is a symbolic image for analytical philosophy. | poured the
residue of the materials | used in the other works of this exhibition
into the mold | prepared. When | made the mountain, | collected
all the residue paint and threw them into this mold. While casting
the epoxy nebulas, | collected the spillage and poured it in, too.
That's what came out when | opened the mold.

How does this result affect you?

| was expecting it to end up more like debris. It came out too
clean for me.

Could this be related to the disciplined establishment of your
process?

Yes.



Rest-Off, 2017

Ozel konstriksiyon izerine beton, ahsap, akrilik, epoksi, grafit, metal ve pas
Concrete, wood, acrylic, epoxy, graphite, metal and rust on apposite construction
226 x 79,5 x 151 cm
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Do unpleasant people share similar features?, 2018
Recine dékiim izerine grafit | Graphite on resin

Her biri | Each 61 x 40 x 45 cm

Sagwrtict olan taraflardan biri de senin deney olarak ¢iktigin
stirecin sonucu hep ¢ok gii¢lii imgeler. Ornegin bu animasyon
figiirlerden dogan biistler ...

Animasyon figirleri tasarlayanlar, kullandiklan programlar ve
vyguladiklan siireclerle genellikle en reel olan ya da reelin
dtesinde detay elde etmeye calisiyorlar. Ben onun siirecini
kopyalarsam o kadar detaya ulasmaya calisiyorum.

Senin izleyici ile nasil bir iliski kurdugunu heniiz sormadim
ama bu kadar iyi bir finisaja ve boyle etkileyici bir imaja
bakarken, ozellikle ilk bakista, ustaliga hayranlikla karisik
bir begeni doguyor. Senin sanat¢i ve yaratict olarak aradan
¢ekilerek kendini birazcik daha golgeye aldigin anda sanki bu
miithig yetenek, maharet, sonug tizerinden daha da yiikseliyor.
Bu senin istedigin bir tepki midir?

Bu benim icin sorun olan bir tepki degil ciinki bana ait degil.

O alkisi alacagin bir sey degil elbette ama siireci unutturan bir

sey. Sonucu kutlamay: getiriyor. Izleyici tarafindan, diyorum.

Kesinlikle, anliyorum. Benim icin de &yle oluyor ciinkii zanaah
dgrenmeye yonelik yaptigin zaman, bedenin bir seyi 6grendigi
zaman sen de etkileniyorsun kendi yaphg@in seyden. Bu &yle bir
sirec.

One of the surprising aspects is how the results of your
experiments are always very powerful images. For example,
the busts based on these animated figures...

Those who design animation figures try to obtain details that are
usually the most real or beyond real through the programs and
processes they use. If | am replicating this process, I'm trying to
get as much detail.

I haven 't asked you how you relate to the audience, but when
you look at such a good finish and such an impressive image,
especially at first glance, an admiration for mastery arises.

As soon as you retreat yourself a little bit into the shadows

as the artist and creator, it seems like this great talent and
skill rises even more through the end product. Is this a reaction
you desire?

| don’t mind that kind of a reaction since it doesn’t belong to me.

That applause isn 't something you'll get, of course, but it’s
something that lives down the process. The result brings
celebration, by the audience, I mean.

Absolutely, | understand. It happens to me, too, because when
you do something to learn the craft, when your body learns
something, you're also impressed with what you did. The process
is like that.



Peki izleyiciye bir igi sundugunda, senin arzu ettigin etki ne?
Siirece dahil degiller. Onlarla beraber tamamlanan bir siire¢
degil bu. Onlar gergekten izleyici konumundalar.

Evet, degil. Cinki aslinda hep beraber izledigimiz sey, bir nesne.
Benim sanat iretimim degil. Tek bir nesneyle bir etki uyandirabi-
lecegimi dissinmiyorum. Nesnelerin bijtiniyle hareket ederek,

belki bir kavrama dair bir etki uyandirabilirim. Bu kapali bir devre.

Her calisma bu ic kriteri tasimak zorunda. Ana temanin kendi
fiziksel olusum siireci, birisi ele alirken kullandigr siirec ve beni
sirecim arasinda paralellik olmak zorunda. Biitin calismalarda
bu calisiyor.

Bir tutarlilik gibi mi ayni zamanda?

O kadar genis bir seyden bahsediyorum ki bir tutarlilik koymak
zorundayim bu noktada. “Dag” serisini yaparken kullandigim
teknik, bitin empresyonistlerin kullandigi teknigin aynisi aslinda.
Ben bir tek onun 8lcegini biyitiyorum; daha biyik darbeler

yapiyorum. Tek yaptgim sey bu. S&yle bir paralellik olmasi

gerekiyor burada. Dagin olusma sireci asagidan yukarya dogru.

Gercek bir dagdan bahsediyorum. Burada zanaatci olarak
yaklastyorum sanatcilara ciinkii sanatcilar, fiziksel bir nesne
iretirken zanaatcidir. Benim diisinceme gére.

Historical Connotations on a Z-axis IV, 2017
Ozel kesim panel zerine grafit | Graphite on appositely cut panel
162 x 230 x 4 cm

When you present a work to the audience, what effect do you
desire? They are not involved in the process. This is not a
process that is completed with them. They really are just the
audience.

Yes, because what we're actually looking at is an object. It's not
my artwork. | don't think | can make an impression with a single
object. Through a whole of objects, maybe | can have an effect
on a concept. It's a closed circuit. Each work has to meet these
three criteria. There must be a parallel between the main theme’s
physical formation process, the process one uses to deal with i,
and my process. This applies to all of the works.

Is it, at the same time, a consistency?

I'm talking about something so comprehensive that | have to

set some consistency at this point. The technique | used to make
the Mountain series is exactly the same technique used by all
impressionists. I'm just increasing the scale, making bigger strokes.
That's all | do. There needs to be a parallel here. The mountain
formation process is from bottom to top. | mean a real mountain.

| approach artists here as artisans because they act as craftsmen
while producing a physical object. According to my opinion,
that is.

'I
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Mesela ozellikle, “Dag” serisi, mermerler, bize ¢cok gercek¢i
bir simiilasyon sunuyorlar. Sen, zaten dag yagmiyorsun; dag
resminin yapilma siirecini empresyonist ressamlarin teknigiyle
olusturuyorsun ve dokuyla ve o dokunun voliimiiyle ti¢ boyut
ekleyerek bugiinkii malzemelerle neler yaratabileceklerinin
etkisini de ise tastyorsun. Bu ¢ercevede “Nebula” serisinin
stireci nasil baglaniyor uzay konseptiyle?

ik basta uzayin olusma sekilleriyle ilgileniyorum. Maddenin
olusma sekilleriyle. Ondan sonra tabii ki ilgi artiyor, zaman
konspetine ilgiye dénisiyor. Zaman ile birlikte bir sekilde fizik
kurallarina ilgi duymaya basladim. Tamamen keyif iizerine
hareket eden kisisel bir ilgi bu. Bizim hicbir zaman deneyimleye-
meyecegimiz bir yap, uzay. Bizim yaklasabilecegimiz kadari,
birtakim deneylerin sonuclarini 6grenmek ya da ¢cok uzun pozlu
birtakim uzay gérintilerine bakmak. Gérsel yapi o oldugu icin
ben bununla ilgilenmeye basladim. O alanin fotografinin elde
edilmesi icin ne kadar uzun siire pozlanmasi gerektigi, vesaire
bunlarla ilgilenmeye basladim. Bundan bagimsiz action
painting’in nasil uygulandigina dair birtakim deneyler
yapiyordum atélyede. Bu eylemin kendisi ile cok &rtiisiiyor.
“Nebula” icin dékimleri yaptgim zaman tamamen benim
kontrolim disinda olusuyor. Ayni sekilde o fotografin olusmasi icin
belli bir sire icerisinde 1siklarin o fotona denk gelmesi lazim. ikisi
ayni sekilde olusuyor. Bir giin bir dékim yaptigim zaman, ikinci
gin tekrar bir dékiim, icinci ve... Burada asagr yukar atmis
dékiim var. Her giin yeterli diyecegim kadar dékim yapiyorum.
Bu siireg, tamamen fiziksel kurallarina bagl yani yer cekimi,
zeminin diiz olmamasi, dékildigi alanin o esnada altinda ne
oldugu ve bu metallerin agirlik degerleriyle alakali yigilmasi.
Mesela grafit cok agir oldugu icin yere ¢c&kiyor. Kursun da zaten
siyah oluyor, zemine cékiyor. Oteki metaller daha hafif oldugu
icin Ustte kaliyor. Gittikce kendi kendini olusturuyor. Yani bizim
vzay algimizin olustugu gérsellerin fizik kurallara bagl sirecini,
ben action painting Uizerinden yine fizik kurallarin dayatmasiyla
gerceklestirdim.

[simsiz | Untitled, 2018
Epoksi ve metal partikilleri
Epoxy and metallic particules

149 x 194 cm

For example, the Mountain series, especially the marbles,

give us a very realistic simulation. In any case, you are not
making the mountain; you create the process of producing

a mountain painting with the technique of impressionist
painters, and you carry the effect of what they could create
with today s materials by adding a third dimension with the
texture and volume of that texture. In this context, how does
the process of the Nebula series relate to the concept of space?

First off, I'm interested in the way space, the matter is formed.
After that, naturally my interest grows and turns into an interest
in the concept of time. With time, | somehow started to become
interested in the rules of physics. This is a personal thing that acts
entirely on pleasure. A structure that we can never experience,
space... What we can undertake is to learn the results of some
experiments or to look at some very long-exposure images

of space. | became interested in it because it was a visual
structure. | was interested in how long the exposure had to be

to get a photograph of that area, and so on. I've also been
doing some independent experiments on how action painting

is applied in the workshop. It overlaps very much with this
practice. When | make the casting for the “Nebula”, it's comple-
tely out of my control. In the same way, lights must coincide with
that photon within a certain period of time for that photo to form.
Both are formed the same way. | make a casting one day, the
second day is another casting, the third day and... Here we have
almost sixty casts. Every day, | perform a casting that | deem to
be a sufficient amount. This process depends entirely on physical
rules, namely gravity, unevenness of the ground, what is under
the area where the casting is done and the accumulation of these
metals in relation to their weight values. For example, because
graphite is too heavy, it sinks to the bottom. Lead is also black
so it sinks as well. Other metals remain on top because they are
lighter. It is gradually forming itself. In other words, | realized

the process of visuals, by which our perception of space was
formed, was linked to the rules of physics, once again through
the assertion of rules of physics.



Calacatta Scarts - South and Eastern Slope, 2018
Ozel kesim ahsap panel izerine yagh pastel

Oil pastel on apposite wooden panel

223 x 200 x 180 cm
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GB: Canan Hamm, sizin iglerinizde baslangicindan bu yana
par¢ali bir yapi vardi. Mimari bir birim olan tuglay: kullandi-
niz, tuglalarla daha biiyiik parcalar kurguladiniz. Sonrasinda
kiirelerle mimari yapilari, planlart uyguladiniz. El yazisini

da yine birimler halinde ya da dekupe bigimlerde kullandiniz.
Kurdugunuz par¢ali yapinin referanslart nereye uzaniyor?

CD: Toprak malzemenin &ziinde, kendi tarihinden bugiine
tekrarlanabilirlik zelligi var. Mezopotamya'da baslayan tugla
uretimi, birim olarak bir insanin tek eliyle kavrayabilecegi, hakim
olabilecegi bir ebatta tasarlanmis. Bu benim hep ilgimi cekmisti.
Oncelikle malzemeye ve yapilastirmaya olan diskinligimden
cikan bir yaklasim benimki. Referans versin diye yola cikmiyorum
ama sanat tarihi, mimarlik tarihi bilen bir géz, calismalarmi bir
yerlere oturtacaktr.

Mesela kutsal mekdnlarda, yazi bir fonksiyon edinerek
mimariye dahil olur; mekanmin kutsalligini onaylar ve tekrarlar.
Neredeyse nerede olundugunu hatirlatma islevi de vardwr.
Okur yazarlikla ilgili degil bu dedigim tabi ki gorsel izin
ammsattiklar, sezdirdikleri bakimindan... Ilk donem
islerinizde el yazinizin dekupe olarak tuglalarin iizerinde yer
bulmasini nasil gérebiliriz?

Burada bir mesaj vermek var; bir duvar kesiti izerinden. Kendi
sectigim, kendi vermek istedigim mesaijlar...

El yazisi, bir ritim, bir resim olusturuyor ve tuglalarin
diizenli tekrarimin iizerine yeni bir katmanda serbest bir
hareket getiriyor.

Tabi yani tuglalarin dizilimi zaten bir estetik getiriyor; ki en iyi
drnegi o dénem islerden WRITE white veya TAKE white PART idi
ashinda. Tuglanin yapi birimi olarak standart algisindan uzaklastr-
masi bakimindan beyazdi. Ayni zamanda bir beyaz sayfa gibi...

GB: Canan, your works have shown a fragmented composition
since the beginning. You used bricks, a structural unit of
architecture and then composed bigger pieces with them. Then,
with spheres you implemented structures and architectural
plans. Where are the references of your fragmented structure
drawn from?

CD: Reproducibility is in the essence of clay material since the
beginning of its time. Brick production started in Mesopotamia
and each brick was designed as a unit that could be held and
managed by one’s hand. This has always sparked my curiosity.
My approach grew from my fondness towards material and
structuring. | don't set off from art history or architecture;
however, someone trained in these disciplines can easily spot
the references.

For example, inscriptions gain a function and become part

of the architecture in holy sites; they confirm the site's holiness
and repeats it. It almost has a function to remind one where
one is. Of course, what I'm mentioning is not about literacy,
more so of what the image reminisces or implicates. What
would you say about your cut-out handwriting placed on the
bricks in your early works?

There is an intent fo give a message through a section of the wall.
Messages | chose, that | want to give...

Handwriting creates a rhythm, a picture and brings a free
movement on the new layer that is on top of the neat bricks.

Certainly, the arrangement of the bricks bring an aesthetic quality.
The best example from that period of works was WRITE white

or TAKE white PART. It was white to separate from the standard
understanding of a brick, but it also resembled a white new

page...
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Part of DAY white DREAMS I, 1999
Beyaz toprak, baski | White clay, print
29 x20 x4 cm
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Yazdiginiz yazi, dekupe ve kolaylikla okunamiyor. Eger sizden
“take part” sézciigiiniin anlamlari iizerine diisiindiigiiniizii
ogrenmesek ne yazdigini bilemeyiz. Yani izleyiciye gorsel bir
ritim, yazinin ritmi olarak gecen ama anlami sizinle is
araswinda kalan gizli bir dil mi séz konusu?

Evet, her seyi birebir aktarmamak... Cok da énemli degil zaten.
Sonucta bir his, bir algi veriyor. Bir isin arkasindaki disinsel yapi
dnemli.

Siz yaziyi dekupe ediyorsunuz, kendi el yazinizi. Yani artik

o yazwyla, yazimin kastettigini soyleme gibi bir kayginiz yok igin
yiizeyinde. Ciinkii demin bir mesaj verme var dediniz ya,

hani o yaziyla bir anlamda bir mesaj veriyor ama mesajin
okunurlugunu geriye itmis oluyorsunuz.

Tabi tabi, dogru. Geriye itiyorum hatta bunun birebir
okunurlugunun ikinci planda kalmasi, isi zenginlestiriyor.

Yani anlami da geriye itiyorsunuz.

Anlam, icte olan bir siirec aslinda. Ciinki ilk baslarda, ilk dénem
islerde yine biitinden kopardigim, mesaj olmayan parcaciklar ile
calisiyordum. Nun isindeki gibi... Sonra bir aidiyet duygusundan
hareketle dogdu take part; bir seye ait, bir seyin parcasi
olmaktan, olmaya calismaktan...

Tuglayr bir birim olarak ¢ogaltarak, seramigin olanaklarin da
zorladiginiz 2001 tarihli UPTURN UPROOT yerlestirmeniz-
den konugalim. Ilk defa parcalar asmaya basliyorsunuz bu isle
beraber, degil mi?

ilk kez mekana girdigim kapsamli parca bu oluyor. Tuglalardan
insa ettigim bir yapinin kubbesi ve dediginiz gibi parcali, havada
asili taban, yerleri degismis.

TAKE white PART, 1996
Beyaz toprak, sir | White clay, glaze
77 x55x3 cm

What you wrote on the brick is not clearly legible, its in pie-
ces. If we hadn 't learned that you thought about the meaning
of “take part”’, we wouldn t understand what you wrote on the
bricks. Is there a secret language between you and the work,
that is transferred to the viewer as a visual or literal rhythm?

Yes, not to project everything directly... It doesn’t matter that much.
All'in all, it reflects a feeling, a sense. What is important is the the

idea behind the work.

You fragment writing, your own handwriting. So you re not
concerned with the writing or what it § trying to say on the
surface of the work, because, you mentioned giving a message.
You are giving a message with that writing, but you are leaving
the legibility of the message in the shadow as well.

Yes, yes, that's right. | am pushing it backwards. Even more so,
that the legibility of the writing being secondary enriches the
work.

So, you are pushing the meaning backwards too.

Actually, meaning is a process within, because, in my early works
| was working with pieces that didn’t have a message, which |
tore from the whole. Like in my work Nun... Then, take part was
born from a sense of belonging; from belonging to something,
being a part of something, or trying to be a part of something...

Let’s talk of UPTORN UPROOT, the installation you made in
2001 that pushed the limits of ceramics by multiplying bricks
as units. This is the first time you tried hanging the pieces,
correct?

It is the first time | entered the space, a comprehensive piece. It is
the dome of a structure | built from the bricks, and like you said it's
fragmented; its base floating and their places are switched.



UPTURN UPROOT I, 2001

Beyaz toprak | White clay

UPTURN @ 120 cm, y | h 56 cm
UPROOT 5 parca | parts, @ 220 cm
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Mekana girmek ve par¢alart bir mekanla algilamak neyi
degistiriyor? Yiizeyden ¢ikip espasi isin igine dahil etmek...

.

Oldukca biyik bir degisim. Orada mekéani anlamak isin icine
giriyor. Ciinki seramik okurken daha cok objeye yénelik
kaliniyor. Heykele degil objeye...

Tabi, heykel, bosluk dolulukia bashyor ise; kiitleyle,
perspektifle, tic boyutlulugun ilkeleriyle... Siz nesnenin
ilkeleriyle baglhiyorsunuz ve bu biraz da teknik agwrlikiL.
Degil mi?

Tam da 8yle. Ben de objeden cikiim yola. Objeden mekana
gecmek, biyik bir aydinlanma gibi... Ya da var olan bir bilgi
ama yavas yavas kavriyorsun. Baslangicta bunun endisesiylesin
zaten: Bunlar nasil yaparim?

Hem fonksiyondan kurtarmak hem objeliginden kurtarmak...

Evet, tabi. Yani bir objenin her mekanda ne kadar farkli oldugu,
boslugun 6nemi devreye giriyor. O iliskiyi kavramak, enteresan
bir adim.

Clinkii kiigiik boyutlu objeden biiyiik parcaya ge¢iyorsunuz.
Yiizeyde asiliyken tavandan asilryor; mekana yerlestiriliyor.
Nesneyi mekan i¢inde yerlestirmek ve mekanin atmosferini,
boslugunu kullanmaya baslamak ve par¢anin da yerlestigi
biitiinle iliskili olmay siirdiirmesini saglamak, zorlu bir
gecis... Iki parcali bu isle, parcalar kendi icinde de
par¢alandi. Plani bélmeye bagsladi. Béyle bir yeniden
par¢alama neyi gosteriyor bize?

Teknik olarak aslinda biyik bir is icin parcali bir sisemden veya
bir modilden yola cikiyorum. Daha sonra bu modiiler sistemi,
kiire formla cozdim.

a.

What does entering the space and understanding the pieces
through the space change? Leaving the surface aside and
incorporating the space into the work...

It's a big change. At that point you also need to understand the
space, because when understanding ceramics, it is mostly geared
towards the object; not sculpture but object.

Of course, sculpture starts with fullness and emptiness, with
mass, perspective and the principles of three dimensionality.
You start with the principles of an object and this requires

a technical quality, right?

Exactly. | started with the object, too. Moving from object to

a space is like being enlightened.... Or it is an information that
exists, but you slowly comprehend it. You start with that concern:
How will | do these?

Relieving it from both its function and qualities as an object...

Yes, of course. You realize how different an object is in every
other space, the importance of the empty space. It is an
interesting step to grasp that relationship.

Because you go from smaller pieces to bigger ones. When it

is hung from a surface it is hung from the ceiling; it is placed
in a space. It is a hard transition to place the object within an
environment and using the atmosphere and the emptiness of
the space. Moreover, it is difficult to maintain the relationship
the piece has with the whole it is placed in. With this two-part
work, the pieces are broken down among themselves. It started
to divide the plan. What does a fragmentation of this kind
show us?

Technically, for a large work, | start from a fragmented system or
a module. Afterwards, | solved this modular system with the form
of a sphere.
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Yansima | Reflection, 2015
Renklendirilmis porselen, ince celik sicim | Colored porcelain, fine steel cord
213 x 125 x 303 cm

Courtesy Museum Liaunig

Kiireli islere bakarsak, drnegin sergide yer alan UPRISE
isiniz... Orada agik¢a goriilen bir par¢a biitiin meselesi var
ama par¢alar, kiire oldugu i¢in biitiiniin tamamlanmasina
olanak tamimiyor. Hep espas kaltyor. Koseli bicimler kopup
aralari agilsa da géz onu tamamlar; birbirine ekler.

Fakat goz, kiirelerle imgeyi tamamlasa dahi o espasla
beraber algiliyor.

Arada bosluklar kaliyor, evet.

Ve bosluklar da biraz kendini dayatan bosluklar. Saniyorum,
bosluklari muhafaza eden yapuy siz bilhassa kurdunuz.

Uc boyutlu islerde bakmaya yénelik bir sey. Uzaktan bakhginizda
cok daha farkli algiliyorsunuz; yaklastginizda bambaska.
Aslinda belli bir mesafeden bakhginizda onun bitinini géziniz
kavriyor tabi. Bosluklar olmasina ragmen. Yaklash@inizda
parcadaki baska detaylar kesfetmis oluyorsunuz. Renklerini,
farkliliklarini... Porselenlerin tek tek dékim oldugunu, Gzerlerinde
kalip izlerinin kaldigini gérisyorsunuz. Bu da ona bir zenginlik
katiyor; bunu &nemsiyorum. Almanca’da bir “Aha-Effekt” ifadesi
vardir yani “Aaa” dedirtiyor. Hafif bir sirpriz.

Bir bagka siirpriz de uzaklikla gériintiiniin dagilip neredeyse
piksellesmesi. Organik biitiinden igine ¢ekilen birimler halinde
dagilyor. Ama yeniden birlestirirken kusursuz bir biitiin
birlestirmiyor artik. Bu benim goziimden, ben bir izleyici
olarak baktigimda. Onun birleserek biitiin olmasindan ¢ok,
ayrilmast tizerine odaklaniyor is diye diistiniiyorum.
Par¢aliligin iizerine odaklanyor.

Dogru. Her an cézilebilir. Zaten bunlar bir biitin olarak da

var olmuyor. Ciinki biz onlar kuruyoruz; insa ediliyorlar. Her
seferinde o galeride, o miizede tek tek tek kuruluyor sonra tekrar
céziliyor. Sandiga giriyor, gelecek sergiye kadar...

Talking about spherical works, let s take UPRISE, which is
in the exhibition, as an example. There is a clear matter of
part-and-whole; however, since the pieces are spherical the
mass is never fully completed. There is always a space left
between them. When angular and cornered objects are torn
and spaced out, the eye completes them, but it grasps the
object with the space around it when the object is spherical.

Yes, there is space between them.

And these spaces are imposing. I believe you built the structure
that conserves this space intentionally.

It is about looking at three-dimensional works. Looking at from

a distance and seeing irt up close presents different opportunities
of comprehending the work. Actually, when you look at it from
afar, you perceive the whole, even with the spaces in between.
When you get closer you discover other details in the pieces: their
color, their differences... You see that the porcelain pieces are
casted individually and how each has marks of the process on
them. This adds richness to it and | find it very important. There

is a saying in German, “Aha-Effekt”, like an “u-huh moment”,

a small surprise.

Another surprise is how, with distance, the image is pixelated.
It is dispersed from the organic whole as drawn units, however,
when its reassembled, a perfect whole cannot be achieved.

10 me, as a viewer, this signals that the fragmentation of the
work is much more important than its coming together in units.
Mainly focusing on its fragmented nature...

True. It can be dismantled at any time. After all, they cannot exist
as a whole, because, we install them; it is constructed. In a gallery
or a museum, they are constructed and deconstructed one by one
every time and then put in a crate until the next exhibition...



Biitiin modiiler sistemlerin béyle bir yani var mi bilemiyorum.
Clinkii yapyn kusursuz kurdugunuz zaman artik o tuglalar
sokiilmemek iizere birbirlerine yapistirildigi an, bir biitiin
kurmak iizere kullanilryor, modiiler sistem. Sizde daha ziyade
ayrismak igin kullaniliyor. Tekrar ¢oziilebilir olmak iizere bir
biitiin yaratilyyor. Gegici bir biitiin yaratiyorsunuz aslinda. Size
gore yasam da 6yle, gegici bir biitiin. Peki bu biitiinliigii
kiirelere bolme, “molekiil” gibi ayristirma ilk ne zaman
basladi? Nasil bir etki ile basladi?

Aslinda bu adim adim gelisti. Konustugumuz gibi, nce tuglalarla
baslamist. 90’1 yillarda, duvara asilan, rélyeflesen karakterde
olan tugla kesitleri vardi. Daha sonra yavas yavas bu tuglalar
mekana girdiler. UPTURN'deki gibi... O zamanlar hep daha
biyik boyutlu islere gecme istegim vardi. Modiler bir sistem, bir
seylerin tekrarn, seramigin, tuglanin zaten 6ziinde olan bir sey.
Tugla tekrarlanyla bir duvar 6risyoruz; bina yapiyoruz. Ben, bu
modiler sistemi kiirelere aktardim. Bunun gecisi, bir calismanin
rini belki. Daha biyik mimari formlan nasil anlatabilirim? Ama
kendi istedigim sekilde ciinki benim islerimde &nemli olan,
mimarinin bildigimiz yerinde olmamasi. Kiicik mimari isleri
duvara asiyordum; tepetaklak veya yan. Kiire formu, modiil
olarak 2000 yilinda kesfettim ve 2004'e kadar hep arastirmalari-
ni yaptim. Nasil yaparim; bunun kiicik kiicik deneylerini yapryor-
dum. ilk kez, 2004'te MAK 'taki (Austrian Museum of Applied Arts
/ Contemporary Art) kisisel sergimde gésterildi. Mizeden de cok
destek aldim teknik acidan. Bana cok cesaret verdiler. Simdi tabi
bu islerimi gérenler cok dogal buluyor; alisilagelmis bir sey gibi...
Ama basta, bu bir riskti. Porselen gibi kirllgan bir malzemeden
olur mu, olmaz mi2 Sonucta bisyik bir is, aylarca siren bir emek.
Sonunda MAK'in da katkilanyla gerceklestirebildim.

Bu modiil, aslinda tek basina bir seyi ifade etmiyor. Siz hi¢bir
zaman tek bir kiiveyi alip bir ig gibi sunmuyorsunuz. Sizin i¢in
bir birim, bir eleman degil mi?

Bir moddl, bir birim o, evet. Ama formu pek cok sey anlatiyor
tabii.

Yansima isinde renklerle birbirinden ayrilan, ayni
proporsiyonda ve ayni formda iki mimari birim, karsilikli
konumlandirilmis.

Yansima, aslinda “parca biitin” konusuna tamamen uyan bir is
ciinki orada iki mimari eleman var: Bir kompleksin parcalari. Cift
olarak parca bitine hizmet ediyor. Orada Hirrem Sultan Cifte
Hamami'ndan yola ¢cikmistm. Cifte Hamam’da hem kadinlar icin
hem de erkekler icin sogukluk-sicaklik bélimleri var. Yani dért
ana eleman var. Ben de o zaman bu kirelerle cézdigim biyik
mimari isleri, yine mimari birkac yapidan olusturmak, daha
kompleks bir is yapmak istiyordum. Bir hamamin en 6nemli
béliming, sicaklik olarak tanimlamistim. Bu yapida, sekizgen
formda, gébek tasinin oldugu bélim. Onun icin kadinlarin ve
erkeklerin kullandigr bu iki sicaklik mekani, Yansima'da karsi
karsiya gériliyor. Tabii bunlarin formlar, pozisyonlarn aslinda
arka planda bazi seyler anlatiyor, havadaki konumlariyla.

I do not know if all modular systems have a quality like this.
When you build the structure perfectly, once the bricks are
stuck together not to be torn apart, they are used to create

a whole, a modular system. On the contrary, in your works,
they are used to be disintegrated. A whole is created only to
be dissolved again. Eventually you create a temporary whole.
10 you, life is the same, a temporary whole. How did you start
separating the whole into spheres, like molecules? What was
the driving force behind it?

Actually, it happened step by step. As | said before, in the 90s

it started with bricks. There were sections of bricks that resembled
reliefs that could be hung. Afterwards, these bricks started to enter
the space slowly, like my work UPTURN... In those days, | always
wanted to transition to larger works. A modular system and
repetition is in the essence of ceramics and bricks. With the
repetition of bricks, we construct a wall and build a building.

| transferred this modular system to spheres. This transition

might be the result of a work. How can | explain bigger
architectural forms? But in a way that | want, because, in my
works, it is important that an architectural form exists in an
unfamiliar place. | was hanging small architectural works on the
wall; upside down or sideways. | discovered the sphere as

a module in 2000 and continued my research until 2004. | would
experiment in smaller scales. It was shown in my solo show in
2004 at MAK (Austrian Museum of Applied Arts/Contemporary
Art) for the first time. The museum provided an incredible technical
support and encouraged me a lot. Now, when people see my
works, they find it natural. But at first, it was a risk. | wasn't sure

if it would work with a fragile medium such as porcelain. At the
end of the day, it is a very large piece that takes months of hard
work and | realized it with the support of MAK.

This module doesn t represent anything on its own. You never
exhibit just one sphere as the work. It is a unit, an element

for you, right?

Yes, a module, a unit... The form tells a lot of things of course.

In your work Reflection, two architectural units of different
color in the same form and same proportion are positioned
across one another.

Actually, Reflection is a work that fits the concept “part-whole”
completely, because there are two architectural elements,

a part of the complex. They serve part-whole, as a couple.

| was inspired by The Hammam of Hurrem Sultan. In the double
hammam there are both hot and cold rooms for men and women;
so there are four main elements. At that time, | wanted to re-create
the large-sized works | did with spheres using a few architectural
forms to create a more complex work. | defined the most
important part of the hamam as hot room. In this structure, it is
where the octagonal central heated middlestone is located. That
is why, in Reflection, the two spaces where men and women use
are seen across each other. Their suspended position and form tell
other things in the background.
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HOMEJOURNEY, 2005
Beyaz toprak, engob | White clay, slip
19x21 x 19 cm

Collection 21st Century Museum of Contemporary Art, Kanazawa

Bir tarafta burada kiiciik birimler, biiyiik bir yapiyr yeniden
kuruyor ve biz onu goziimiizle tamamlayarak neye dair
oldugunu kesfediyoruz. Kiigiik islere geldigimiz zaman form,
bir biitiin halinde karsimiza ¢ikiyor. Sanki bir maket gibi
kii¢iik bir replika gibi ¢ikiyor. Orada yaptiginiz sey, parcalarin
yerlerini, diizenini degistirmek. Yine bu “Double HAMMAM ™
serisine Yansima isiyle karsilikli olarak bakarsak, burada yine
par¢a var fakat bu par¢alar, bir biitiin i¢inde belki oyunla,
yerlegim tizerinden anlamlantyorlar. Fonksiyonlari, yer
degisikligi gibi. Yine bir par¢a-biitiin ile ugrasiyorsunuz fakat
bu sefer bu kiigiik iglerde biitiinii tamamlarken sunumu
degistiriyorsunuz. Olgeklendirme ve her biri kendi basina bir
biitiin olan birimlerin yerlestirme ¢esitlemeleri...

Tabii kiicik isler daha farkli bir diisince yapisiyla ortaya cikiyor.
Sizin dediginiz gibi bir maket, bir disinme oyunu aslinda onlar.
Ama sonunda yine de kendi icinde de varliklarini sirdirebilecek
isler.

Evet, oradaki par¢alar tek tek var olabilirler. Oradaki tek bir
par¢ayt alip bosluga koydugumuzda, hala bir kimligi var. Yani
tek bir kiire gibi degil. Bir kimlikleri oldugu icin yani temsil
ettikleri seye karsilik geldikleri icin hala onlart goriip
anlamlandirabiliyoruz. Obiir tarafta kiireyi, tuglay, biitiinii
olusturan bir birim olarak gériiyoruz.

Bir baska grup is daha var. Siz onlar da énemsiyordunuz ve
bana hatirlahyordunuz.

Par¢alanip yeniden yapistirilanlar mi?

Evet, yine mimari bir form yapiyorum; kesip parcalayip, sonra
tekrar birlestiriyorum. B&yle bir yapi sékiim fikriyle olusuyor. Yine
sonunda bir bitin oluyor ama parcalanmanin izlerini tasiyor ve
onlarin tekrar birlesmis oldugunu gésteriyor.

Part of WOHNORT der gute Ort, 2002
Beyaz toprak | White clay
183x 13 x 13 cm

Collection Artothek Federal Collection Austria

On one hand, there are small units that form a bigger
structure again, and we discover what it is by completing

the units with our eyes. On the other, the smaller works meet
the viewer as a form that is whole. It can be seen as a replica
or a small model. What you do there is changing the place or
the layout of the pieces. If we look at the “Double HAMMAM
series as a response to Reflection, there is still a “piece”, but
the pieces however, they find meaning with the layout. Their
function is almost like their change of place. You are still
dealing with a part-whole relationship, but in smaller works,
you change the presentation while completing the whole.
Scaling and varied arrangements of individual units....

Of course, the smaller works are derived from a different thinking
process. Like you said, they are like a model, a thinking game; but
at the end they can pursue their individual existence on their own.

Yes, the pieces there can exist on their own. Even if you take

a single piece and place it alone it still has an identity. It'’s not
like a single sphere, because they have an identity and because
they correspond to what they represent, we can still see and
make sense of them. On the other side we see the sphere

and the brick as units that make the whole.

There is another series of works that you reminded me of; you
thought they were important, too.

The ones that were broken into pieces and attached again?

Yes, I'm creating an architectural form again; | cut, dismantle and
put them together again. They are created with a deconstructivist
approach. In the end, they still create a whole, but they carry
the marks of dismemberment and it shows that they were put
together again.



Béyle bir isi bir kalip olarak, bir biitiin olarak yapmak

yerine parcalara boliip birlestirme yerlerini agik¢a gostererek
biitiinlemek nasil bir yaklasim? Nigin énce yapip sonra

yapiyi soktiintiz? Batili bir pratik. Biitiinii bir kadavra gibi
parcalamak ve yeniden birlestirmek...

Batil mi geliyor size?

Yontem olarak evet. Dogu’'da bir seyin nasil insa edildigi
onemli ama bu insayt dagitip tekrar basa sarmak gibi bir
gelenek yok. Ya da bilgi o sekilde aktarimiyor. Bati
diisiincesinde bu tiir bir ¢oziilme, edebiyat metinlerine de
uygulaniyor, tip pratigine de. Yani elemanlarina ayirmatk,
¢ozmek, parcaya odaklanmak...

Sonucta ben sanatciyim. Tabi belli disinceler etkiliyor ama
yaparken kavramsal olarak yaklasilmis bir sey degil.

Onu soracaktim. Kavramsal olarak mi bu yapi-sékiim yoksa
pratigin kendisi mi? Par¢alarin ayrilmasi ve bir araya gelme
stirecini gorme isteginiz mi?

ilgilendigim konular, takip ettigim sergiler, mimarlar, islerimi
etkiliyor. Ama yine de kavramsal bir yaklasimla ise
baslamiyorum. Bitin yaptiklarim esasinda bir duygudan, bir
dirtiden veya sezgiden yola cikiyor; yaptigim anla ilgili

bir sey.

What was the reason behind your approach when you created
this work, not as a whole but through dismembered pieces?
Why did you first construct the structure and then dismantle it?
It’s a Western approach. To dismantle the whole as a corpse
and recombine them...

Do you find it Western?

As a method, yes. It is important how something is built in the
East; but there isn t a tradition of distributing the structure
and combining it again. At least that is not how information
is passed on. In Western thought, such a disintegration

is applied to literary texts and also medical practices.
Separating the elements, solving it, focusing on the piece...

All'in all, I'm an artist and certain thoughts have an effect,
however, during the creative process it's not something
| approach conceptually.

I was going to ask that. Here, is deconstruction conceptual
or the practice itself? Do you want to see the process of pieces
being deconstructed and reformed?

Subjects | am interested in, exhibitions and architects | follow all
have effects on my works. But still, | don't start with a conceptual
approach. Essentially all my works are derived from an emotion,

an urge or an intuition. It depends on the moment I'm doing it.
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[simsiz | Untitled, 2017
Beyaz toprak, engob, sir, kum | White clay, slip, glaze, sand
87 x50,5x 14 cm

Cifte HAMAM Ill sirt sirta

Double HAMMAM lll side by side, 2015
Renklendirilmis porselen | Colored porcelain
25,5x19x30,5cm




Peki Canan Harmim, bir yontem olarak nasil ilerledigini
konustuk ama diistinsel olarak, zihinsel olarak nasil bir temelin
tizerinde sekilleniyor? Daha ¢ok hangi diisiinceye yakin
par¢a-biitiin ilkesi olarak?

Hicbir seyin veya durumun tam bir katilikta yani saglam, duragan,
sonsuza dek kalici olmadigina gidiyor aslinda.

Parc¢alanma fikri mi?

Parcalaniyor; tekrar yapabiliyorsun. Her seyin degisken
oldugunu anlatiyor aslinda. Tarihteki biyisk mimari islere
bakhgimizda gérisyoruz ki, sonsuza dek var olabilmenin
pesindeler. Piramitler, katedraller gibi...

Diinyada kalici bir iz birakmak...

Aslinda her seyin gecici oldugu, sonunda her seyin tekrar bozulup
yapilabilecegi fikri izerinde déniyor. Yerden kopuk olmasi da
dnemli. Ben, bunlara bir ¢6zim sunmuyorum; bir teorem
Uretmiyorum tabi ki. Bir diyalektik, yer cekimine karsi hepsi.

Oyle bir sey var mi yok mu? Bir yerde yok. Sonucta Diinya’da
yasadigimiz icin bir yer cekimi var ama Diinya’daki yasamin
godkyuziyle ya da evrenle bir iliskisi var. Kendimizi yer ve gék
arasinda konumlandirmak, hepimizin belki her an ugrastg:

konu aslinda.

Daha ¢ok bir yasam anlayist gibi aslinda aktardiginiz. Higcbir
seyin kati ve kalict olmadigi, dagilabilir, par¢alanabilir ama
ayni sekilde yeniden biitiinlenebilir olduguna iliskin.

Tam da bayle. Oyle de hissediyorum aslinda.

Peki yapiya dair merakiniz nedir?

Mesela ev, insanin kendini saglam bir zemine yerlestirmeye
calismasi, temel bir ihtiyac.

Ev diisiincesi mimariye yonelmeye tesvik eden ya da
yonlendiren temel birim mi demeliyiz sizin igin?

Oyle, evet. Ev, mimari... Bir yerde ev, insanin kutsal alani.
Sizin segtiginiz mekanlarda bir kutsallik, kutsiyet var mi?
islerimde sectigim mi€ Evet, mutlaka var.

Ve daha ¢ok bu cografyaya dair mekdnlar bunlar.

Evet.

Ozel olarak. Siz mesela Viyana daki kilisenin planiyla ilgili bir
is yaparken gormedik.

Kiliseleri seviyorum.

So, we talked about the method, but what is the intellectual
basis? What kind of an idea does it stand close to as a
part-whole principle?

Actually, it leads to the idea that nothing and no situation is
100% durable, strong and everlasting.

The idea of disintegration?

It is disintegrated; you can do it again. It explains how everything
is variable. If we look at important architectural structures, we see
that they all hope for eternal existence. Pyramids, cathedrals...
Leaving a permanent mark on the world...

Actually, the focus is on the fact that everything is temporary,

and that it can be destroyed and remade. It is important that it's
not specific to a location. Of course, I'm not offering a solution

to these, nor devising a theorem. All of it is a dialectic against
gravity. Is there such a thing? | think not, to a point. After all,

there is gravity since we live on Earth; but there is a relationship
between the sky and universe with life on Earth. Positioning
ourselves between the sky and the earth is something all of

us deal with all the time.

It sounds more like a way of life. An understanding that
everything can fall apart, and made again, that nothing

is rigid and permanent.

Exactly so, that's how | feel.

So, what is your curiosity towards structures?

For example, a house is a human being'’s struggle to position
him or herself on a strong base; a primal need.

Can we say that the thought of a house is what urged you to
move towards architecture?

Yes, that's so. House, architecture... A house is someone’s
holy space.

Is there holiness in spaces you choose?

Do you mean the spaces | chose for my workse Definitely.
And these spaces are mostly from this geographical area.
Yes.

For example, we haven t seen any work you made about
a church in Vienna.

| like churches.
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Ama bunu bir ise doniistiirmiiyorsunuz?

Yok, hayir. Simdiye kadar déniistirmedim. islam mimarisi
hosuma gidiyor ve de en sevdigim, erken dénem Islam mimarisi.
O mimari dil...

Onun nedeni nedir?
Bunlar cok da kafayla secilmis seyler degil.
Daha sezgisel...

Hepsi sezgisel ama sonunda tabii hepsinin iizerine bayag: bir
seyler insa ediliyor ama bir sanatcinin hareket noktasi sezgi
oluyor. O formlara, renklere, hatta o déneme karsi ilgim, sevgim
var. Bunun Ustiine gidip calistyorum. O kadar da tesadifi bir sey
degil. Ama aralarda tesadifler yakaliyorsunuz; onlardan bir
seyler cikartiyorsunuz.

Seramik benim malzemem. Kendime cok yakin hissediyorum.
Yapiya, islerimde boslukta, meka@na konumlandirmaya déniince...
Evim, mesela bir talebe evinin biraz iyisi. Ben yerlesemiyorum
gibi hissediyorum. istemiyorum da belki yerlesmeyi. Baska
konulara 8nem verdim hep.

Siz yapwn kendisiyle ilgilisiniz, i¢ini olugturan unsurlarla
degil. Hep yapimin ¢evresindesiniz. Tuglalart ilk kullandiginiz
yerde duvar oriiyorsunuz ama sadece duvar, yani yapinin
cevresi. Kubbeler, planlar yine yapimin kabugu, dist...

Bir mekdna doniistiiren kapatict unsurlarla ilgilisiniz ama
mekamn iciyle ilgilenmiyorsunuz. Iy, yapimn icine dair

bir sey icermiyor.

Yok. Dogru.

Hep ¢evresine dair bir odak var. Neredeyse “seccade”
isinizdeki iz dahi ¢evresel bir iz. Bedenin orada birakabilecegi
bir iz ve kayboluyor aslinda. Siz o temas halinde zemine
uygulanan baskuy sabitliyorsunuz. Bu kabuk ve ¢evreleme
hakkinda ne diyebilirsiniz?

Simdi sizinle konusurken ortaya giizel acildi aslinda konu. Demek
ki ic mekanla degil ama yapinin icerigi, biitini ile ilgileniyorum.
Seccade de ise hareketin, ritielin izi ile...

But you don t transform them into a work?

No, | don't. | haven't until now. | like Islamic architecture,
especially early periods. That architectural language...

What is the reason for that?
These are not chosen aspects.
Rather intuitive?

Theyre all intuitive, but banal things are built on them, however an
artist’s starting point is always intuition. | have affection towards
those forms, colors and that time period. | focus on that affection.
It's not that random occurrence, but sometimes YOU come across
something by chance and crack down on those coincidences to
create something. Ceramics is my medium; | identify it with myself.
My house, for example, is just a bit better than a student’s. | have
the feeling that | can’t settle. Maybe | don't even want to; | always
leaned towards other things.

You are interested with the structure itself, not the aspects that
make up the inside. The first time you use the bricks, you build
a wall, the periphery of the structure. The domes and the plans
are the shell of the structure. And you are interested in

the concealing elements of a structure but not whats inside it.
The work doesn t say anything regarding what s inside.

No, it doesn't, you are right.

There is always a focus on its surroundings. The mark on your
work “seccade” (prayer rug) is almost ambient; a mark the
body can leave and then it disappears. You immobilize the
pressure that occurs at the instant of contact. What can you say
about this shell and enclosure?

Actually, while we're talking, the subject opened up to a nice
direction. It seems that | am not interested in the inner workings
of the structure but its whole. As for the work Seccade, | am
interested in the mark of a ritual, or the movement of a ritual...



Ciiz | Part of parts, 2015
Beyaz toprak, sir, platin | White clay, glaze, platin
57 x40 x 11,5 cm
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GB: Sakir, oncelikle biitiin iglerin zaten bir birim olarak
par¢alarin tekrart ve biitiintin par¢alara ayrilip yeniden
yerlestirilmesi tizerine kurulu. Par¢anin senin iiretimlerindeki
islevi nedir?

SG: Bu aslinda derin bir konu, “Maddenin dogasinda var...”
diyelim. Bir seyler bir araya gelerek olusur, anlam kazanir veya
anlamsizlasir. Parcalarin bir araya gelmesi, birbirinden ayrilmasi
meselesine pek cok acidan bakabiliriz. Bilimi, felsefeyi ve de
sanat ilgilendirir. Kendi agimdan bakarsam, objeyi tanimak
benim icin cok 8nemli. Céziimlemek, anlamaya calismak bir
baslangic. Sonra da ekleme ve eksiltme ile var olmayani bulma
cabalan seklinde devam eder. Parcayi bilmeden yapilacaklar
tesadiflerin insafina kalr.

Buradaki “par¢a biitiin " iliskisinin zihinsel, kavramsal
referanslari, ¢ikis noktalart neler?

Parca ve biitin arasinda bir yaraticilik iliskisi s6z konusu. Estetik
olarak da yine &yle. Bir eksik veya bir fazla cok 6nemli. Nesnenin
formunu degistirmek, eksiltmek veya ilave etmek. Zaten baska

bir ihtimal yok. Ornegin tuval iizerine boya ilave edilir veya
mermer yontarak eksiltilir gibi. Ben malzemenin niteligine gére

bu yéntemlerin hepsini kullaniyorum. Burada 8nemli olan amaca
en uygun yéntemi bulmak.

GB: Sakir, first of all, all of your work is based on the
repetition of parts as a unit and the disintegration and
reassembly of the whole. What is the function of the part in
your production?

SG: This is actually a profound subject. We can say that it's
inherent in the matter. Some things come together, gain meaning
or become meaningless. We can look at the issue of the integra-
tion and separation of parts in multiple ways. It concerns science,
philosophy and art. From my point of view, it is very important

to recognize the object. It begins by analyzing and trying to
understand it. Then it continues in the form of efforts to find the non
-existent through addition and subtraction. What happens without
having knowledge the part remains at the mercy of chance.

What are the mental and conceptual references and starting
points of the “part whole” relationship here?

There is a creative relationship between the part and the whole.
The same is true for aesthetic as well. A deficiency or a surplus

is very crucial. Modifying an object’s form, subtracting from it or
adding to it... There’s no other possibility. For example, paint can
be added on canvas or marble can be hewed to subtract from
its form. | use all of these methods depending on the nature of the
material. What is important here is to identify the most suitable
method for the purpose.
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Trans Layers I, 2010

Tuvalet kagidi yerlestirme
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Par¢alar, yeni bir biitiin olusturunca kendi orijinal hallerine
referans vermeyi stirdiiriiyor mu?

Evet, déniisim sonrasi asil malzemenin hala taniniyor olmasi,
vurgulamak istedigim konseptin énemli bir unsuru. Algilama
zorlasmis olabilir. Belki birkac saniye zaman alir ama sonunda
izleyici, yapilmak isteneni cézimler. Bu c6zimleme, benimki ile
ayni olmak zorunda degil. izleyicinin akfif olmasi, oyuna dahil
olmasi nemli benim icin. Bunun icin de ele alinan konunun
yalinhg, basitligi, siradanhigi cok nemli.

Bu tiir yenilenebilir giindelik nesnelerle yerlestirmelere seni
yénlendiren ne oldu?

Sanat bir yerde degil her yerdedir; ne mekéni ne de zamani
bellidir. Sanat ile randevulasma séz konusu olamayacagina gére,
hayatin siradan zamanlarinda éniimize cikan firsatlarin

degerini bilmek gerekir. Ginlik hayatta cok karsilashgimiz,
siradan sahneler, her imaj, her obje benim icin fazlasiyla yeterli.
Farkli bir arayisa gerek kalmiyor.

Bazen etrafimizdaki normal durumlar, rahatsiz edici boyutlara
ulasabiliyor. Iste ben bu siradanliga alternatifler Grefiyorum.
Varliklarin dogal durumlarini sorguluyorum. Siradan seylerin sira
disi durumlari, esyalarin/objelerin kendi aralarindaki alisilmisin
disindaki iliskiler ilgimi cekiyor. Bunlar benim kisiligimin bir
yansimasi.

Resistance I, 2008

Fis ve ampul yerlestirme
Installation with plugs and bulbs
40x72x7 cm

Do the parts continue to refer to their original state when they
form a new whole?

Yes, the fact that the actual material is still recognized after the
transformation is a vital element of the concept | want to
emphasize. Perception may have become more difficult and it
may take a few seconds, but in the end, the viewer will be able
to analyze what is being done. This analysis does not have to
be the same as mine. It is imperative for me that the audience is
active and involved. For this, the plainness, simplicity and
ordinariness of the subject are very important.

What led you to installations with such renewable everyday
objects?

Art is not everywhere but everywhere; neither place nor time

is clear. Since we cannot possibly make a rendezvous with art,

it is necessary to know the value of the opportunities that arise

in mundane times of life. The ordinary scenes, images, objects that
we frequently encounter in daily life are more than enough for
me. There is no need for an alternative search.

Sometimes the normal situations around us can reach disturbing
dimensions. | am producing alternatives precisely to this
mediocrity. | question the natural state of beings. I'm intrigued
by the unusual situations of ordinary things, the unorthodox
relationships between objects/articles. These are a reflection
of my personality.




Hardware, 2010
Semsiye yerlestirme
Installation with umbrellas
& 440 cm

Malzemesi hazir obje olan islerindeki iglevsel kayma,
beraberinde bir anlam kaymasi da getiriyor. Yeni bir obje
tiretmekteki maksadin, sanat tarihinde hazir nesne
kullamimlarina bir atif iceriyor mu?

Evet, anlam kaymasi veya bir cesit illizyon séz konusu. Bu durum,
algiyr biraz geciktiriyor ama ona engel olacak boyuta ulasmiyor.
Baslangictaki kisiligini dislamayan, belki birden cok géndermeleri
olan yeni bir yiiz olusuyor. Burada benim yaptiklarima, tipik hazir
nesne demek yanlis olur. Ben, hazir nesneyi bazen bir malzeme,
bazen bir kavram, bazen de estetik eleman olarak kullaniyorum
veya birden fazla yikleme de yapabiliyorum. Bunlar benim

icin tuval, firca ve boya islevi gériyorlar. Tipik bir “readymade”
diyemeyiz.
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The functional shift in the work of which the material is

a ready-made object brings with it a shift of meaning. Does
your purpose in producing a new object include a reference to
the use of ready-made objects in art history?

Yes, there’s a shift in meaning or some kind of illusion. This delays
perception a bit, but the impact is not that big as to prevent

it. A new face is formed that does not exclude its original
characteristics and even creates the possibility of multiple
references. It would be wrong to call what | am producing

a typical ready-made object. | sometimes use the ready-made
object as a material, sometimes as a concept, sometimes as an
aesthetic element, or | can do more than one ascription. For me,
they function as canvas, brush and paint. You cannot really call
it a typical “readymade”.
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Toccata and Fugue, 2011
Semsiye yerlestirme
Installation with umbrellas

605 x 820 x 50 cm

Dikkatimi ¢ceken en onemli nokta, enstalasyonlarinin kaligrafik
lekelere doniigsmesi. Bu yorumu dogru ve uygun buluyor
musun? Kaligrafi etkisi bilingli mi yaratildi yoksa iivetim
stirecinin i¢inde kendiliginden mi belirdi?

Tamamen dogru. Bu saninm benim fitratimda var. Dogrudan
olmasa da bu hissedilir. (Resimlerimde - &nceki yillarda - bu daha
barizdir.) Yani bilerek yapilan bir sey degil.

The most substantial thing I notice is how your installations
turn into calligraphic stains. Do you find this review correct
and appropriate? Was the calligraphic effect created
consciously or did it appear spontaneously in the production
process?

Completely true. | think it's in my nature. This is felt, though not
directly. (In my paintings - in the previous years - this is more
obvious.) So, it’s not intentional.



Izleyiciye yakinlik-uzaklik aksindan bir tiir algilama oyunu
oynuyorsun. Géziin standart kabulleri ve varsayimlarinin
sarsimast disinda nasil bir etki yaratmayr amaglyyorsun?

Evet, uzaktan ne oldugu pek anlasilmasa da yakindan
bakildiginda her sey anlasilir. Her iki durum arasinda cok kisa
da olsa bir merak s6z konusu. Ama sonunda esrarengiz bir sey
kalmaz geriye. Algi oyunu, bu isin baharat. izleyicinin durumu
kavramasi, benim icin 8nemli. Siradan, cok iyi bildigi nesnelerin
bile bir dinyasi vardir ve bu diinyaq, izleyicinin ufkunu acabilir.
Banal nesneler, yapilacak kiicik bir degisiklik ile kendini fark
ettirebilir. Sorgulamaya yani basinizdan baslarsiniz. Kim bilir
belki de yaraticiligin sanildigi kadar zor olmadigr anlasiliverir.

Black Forest I, 2015
Semsiye yerlestirme
Installation with umbrellas

370 x 520 x 25 cm

You're playing a sort of perception game with the viewer from
the proximity-distance axis. What kind of effect do you intend
to make, except from casting doubt on eye's standard
assumptions?

Yes, it is not clear what is happening from a distance, but if

you look closely, everything is clear. There is a short period of
curiosity between the two situations. Although, in the end, there’s
nothing mysterious. The perception game is the cherry on top.
It's important to me that the audience apprehends the situation.
Even ordinary, well-known objects have a world that can open
up the viewer's horizons. After a small change, even pedestrian
objects can be noticed. You start questioning from your own
surroundings. Who knows, maybe it turns out that creativity isn't
as hard as it seems.

NOLOR ¥iye

45



b

PARCA BTN 20 v

=
o~

Plenum / Vollersammlung, 2007
Siipirge yerlestirme

Installation with brooms
385x385x8cm




WMO03, 2007
Fotograf Projesi | Photo project

“Cuttemporary” serisinde meyve ve sebzeleri keserek ve
yeniden kompoze ederek bir gorsellik olugturdun. Organik
biitiiniin par¢alama fikrinde sana cazip gelen neydi?

Burada bir “oyun” s6z konusu. Ben merakim geregi, bir sey
yapmadan duramam. Hicbir sey yapmasam da gézimle bir
gérintiye bir seyler ilave edip cikartinm. Meyve ve sebzelerle
yaptiklarim aslinda herkesin yaptigi ama farkinda olmadig
durumlar. Bir cocugun oyun oynamasi gibi yalin.

(D)
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S

Beans 25, 2008
Fotograf Projesi | Photo project

In the “Cuttemporary” series, you created a visual quality by
cutting and recomposing fruits and vegetables. What appealed
to you in the idea of breaking down the organic whole?

We can talk about a “game” here. Due to my curiosity, | can't
ever stop doing something. Even when | don’t physically do
anything, | will add or remove something from an image with my
eyes. What | do with fruits and vegetables is actually what
everyone does but is unaware of. Simple like a child’s play.

NOLOR ¥iye
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[simsiz | Untitled, 2019
Hali yerlestirme
Installation with carpets

240 x 208 cm

Reorientation 07, 2015
Hali yerlestirme

Installation with carpets
260 x 1000 x 250 cm

Halilarla yaptigin “Reorientation” serisinde birkag farkl
yerlestirme teknigi ile calisiyorsun. Kimi zaman dekupe
pargalar, kimi zaman pikseller gibi parcalarin etrafinda
dagilan dokumalar, halinin oyun kartlari sembolleri gibi
girdigi bilindik formlar... Par¢alama ve yerlestirme
yontemlerini nasil belirliyorsun?

Burada hali sadece bir malzeme. Form, islev ve kavramsal
durumlarda malzemenin niteligi 8nemli ama malzemenin ne
oldugundan cok o malzeme ile ne yaptigim daha &nemli. Bir
baska durum da su: eger gizel bir fikir akima gelmis ise kendimi
sinirlamam. Yapilabilecek her versiyonu denemekten cekinmem.

Bu serinin ismi halinin Dogu medeniyetindeki yeri ve Batili
alimlanmasina dair bir sey soyliiyor mu?

“Reorientation” bu serinin ismi. “Dogunun ya da dogulu halilarin
yeniden ele alinmasi” anlaminda. Orient halilari temel geometrik
formlarla harmanlandiginda bir Dogu-Bah sentezi ortaya cikar.
Ama bu dogrudan yapilmis bir sentez degildir. Minimalist bir
yaklasim da diyebilirsiniz.

In the “Reorientation” series made from carpets, you work
with several different placement techniques. You use decoupled
pieces, pieces surrounded by weaves similar to pixels, or

familiar forms like playing card symbols. How do you

determine the methods of shredding and placing?

The carpet is just a material. In form, function and conceptual
situations, the quality of the material does matter, but what | do
with the material is more important than what the material is.
Another thing is that if | have a good ideq, | will not limit myself.
| don't hesitate to try every possible version.

Does the name of this series say anything about its place in
Eastern civilization and its Western reception?

“Reorientation” is the name of this series. As in “Reconstruction
of the East or Eastern carpets”. When Orient carpets are blended
with basic geometric forms, an East-West synthesis emerges.

But this is not a direct synthesis. You might call it a minimalist
approach.
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GB: Kronolojik bir akista ilerlemeyi oneriyorum. Arada ileri
geri atlayabiliriz. 2004 tarihli ilk sergin A¢ik Mekan 'dan
baslayabilir miyiz?

NK: Bu resim, ayni zamanda sergiye de ismini veren resim.
Ozellikle ortak calisma mekéanlarinin azligina ya da olmayisina
bir cevap olarak...

Aslinda burada da son islerinde gordiigiimiiz bir etki var.
Mekani olugturan birimlerin neredeyse havada yiizmesi. En
son gordiigiim resimden ilk referans aldigimiz resme gidersem,
buradaki diizende bile binanin ayrilmaz pargast gibi goriilen
kolonlar, sanki havada gibi algilaniyor.

Birbirine baglamadan, daha kendine ait bir mekén yaratma
olasihgini arthirmak icin aslinda. Burada c¢ok spesifik bir mekan
var. Bunu biz, bir fotograf yiizeyinden de algilayabiliriz. Yakin
zaman resimlerindeyse yeniden kurgulamaya daha misait bir
yapi var. Bu, yeniden bozmak ve yeniden kurmak ile ilgili bir
sirec olabilir. Ama aralarinda tabii 12-13 yil var.

Bunlar ama daha tammly mekanlar.
Tanimli. Bundan sonraki Trafik sergisinde de oldukca tanimli hatta

gercekci anlar. Birebir fotograftan degil ama benim hafizamda
yer etmis olarak aktardigim resimler.

Kolektif Calismaya Acik Mekén | Open Space, 2004
Tuval Uzerine akrilik | Acrylic on canvas

144 x 144 cm

GB: I would suggest we move chronologically. We can jump
back and forth if we need to. Can we start with your first
exhibition, Open Space in 20047

NK: This painting, is the one that gave its name to the exhibition.
It's especially about spacelessness. It's specifically an answer to
the scantness or absence of common work spaces.

In fact, there is an influence that we have seen in your latest
works. The units that make up the space are almost floating in
the air. If I go to the first reference from the last painting I have
seen, even in the layout here, the columns, which are seen as
integral parts of the building, look like they are floating.

Actually, this is meant to increase the possibility of creating

a space of its own without interconnecting it. There's a very
specific place here. We can perceive this truly from

a photographic surface. There is a structure more suitable for
reconstruction. It can be a process of enlarging, breaking and
rebuilding it. But of course there are 12-13 years between them.

But these are more defined spaces.

Defined, of course. In the following exhibition titled Traffic, there
are also quite defined and even real moments. These are not
directly from photos, but images that | have transferred from

my memory.



Base-Source, 2016
Tuval iizerine akrilik | Acrylic on canvas
190 x 200 cm

I 11000400 NRLAA ¥5ted

w
—



NORTKUZUCAN

PARCA BUTEN 2107 ot 1

v
N

Mesela bu resmin ézelinde konusursak burada tanimlayabile-
cegimiz bir obje var.

Ve cok ender bu. Cok az. Herhalde 100 resimden 2'sinde ya da
3'inde béyle bir sey var.

Ama resmin mekdni, bugiinkii islerinden parg¢alar i¢eriyor.

Evet. Burada bisiklet, bir figirin karsiigi gibi aslinda. Sanki
resmin 6niinde ya da saginda ya da solunda, o kadraijin disinda
bir yerde bir figiirin varligini isaret eder gibi... Bu bir ihtiyactan
dogmustu ama sonra béyle bir seye de ihtiyac olmadig
konusunda kendimi ikna ettim.

Ihtiyag mekénin daha iyi algilanmast icin mi?

Hem resimdeki derinlik duygusunu arttirmasi icin hem de
izleyicinin aslinda o resmin figiiri oldugu, kadrajin icinde olmasi
gerekmedigi; izleyen kisi olarak onunla bir bitin oldugu izerine
bir sembol. Aslinda resmin sahibi ve kullanicisi, ona bakan zaten.
Resmi kim karsiliyorsa, karsisinda duruyorsa, o.

Bisiklet | Bicycle, 2004

144 x 144 cm

For example, if we talk about this painting, there is an object
that we can immediately define.

And that's very rare. Very little. | think there’s something like this
in 2 or 3 out of 100 pictures.

But the space of the painting contains parts of today’s work.

Yes. Here the bike is like the equivalent of a figure. It was as if
something was pointing to the existence of a figure in front of or
on the right or left of the painting, somewhere outside that frame.
It sprouted from a need, but then | convinced myself that there
was no such thing.

A need for a better perception of space?

It serves to increase the sense of depth in the painting and also
acts as a symbol where the audience is actually the figure of that
painting, not necessarily in the frame; a symbol where the viewer
is whole with it. In fact, its owner and user is the viewer; whoever
is greeting the painting.

Tuval izerine akrilik | Acrylic on canvas



Bir siire sonra zaten bu tiir aracilar da aradan ¢ikti ama yine
bir ortaklik duygusu aryorsun izleyiciyle resim arasinda.

Mekansal bitinlok. Zaten resmin hep bir figiri var. izleyen
olarak tabii. Baska kurgular ile ilgili degil. O da resimle,
bakhgimiz, yéneldigimiz sey ile kisi arasinda. Yapan kisi
olarak ben bile yabancilasmak istiyorum. Ayni zamanda
anonimlesmesini de bekliyorum.

Resim, bir agik mekéan sunuyor figiire, izleyici olarak. Igine
dahil olabilecegi. O zaman senin resimlerindeki mekanlarin
kapalr devre olmadig1 gibi bir sav dne siirebilir miyiz?

Evet. Belirgin bir hikayesi, anlatimak istenen bir seyin olmadig,
bakan kisi icin gerceklesen gérsel bir alan oldugunu
sdyleyebiliriz. Oradan bir mitoloji okumuyoruz; tarihsel bir sahne
gérmilyoruz ya da bir seyin anlatimi ile ilgili bir betimleme yok.
Bir g&rinty var. O gérinty, bir kadraj olmasina ragmen

mekansi bir gérinty; ki tuval aslinda benim icin bir mekan
imgesidir. Mekanin kendisi gibi disindigim bir sey.

Uyku Odasi | Sleep Room, 2005
Tuval izerine akrilik | Acrylic on canvas
40 x 40 cm

After a while, these kind of intermediaries ceased to exist,
but you are still searching for a sense of association between
the viewer and the painting.

Spatial totality. Paintings always have a figure. | mean as

a viewer. It's not about any other fictional composition. It is
between the person and the thing they are facing. Even as the
person who made it, | want to be alienated. At the same time,
I'm expecting an anonymity.

The painting presents an open space to the figure, in which
the viewer can be involved. Then, can we assert that the spaces
in your paintings are not closed circuits?

Yes. It can be said that it is a visual space for the viewer that has
no clear story or no didactic purpose. From there we do not
construe a mythology; we do not see a historical scene or

a narrative description. There's an image. Although that image
is a frame, it is a spatial image. For me, canvas is actually

a spatial image. Something | think of as the space itself.
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Dissolving, 2016
Tuval zerine akrilik | Acrylic on canvas

190 x 180 cm



Peki izleyicinin igeri dahil olabilecegi bir aciklik, sembolik bir
sey var mi_formlarla iliskili olarak?

Tamamen kendine ait hissetmesini istiyorum aslinda. O yeni
karsilashgr bir mekan da olsa onun deneyimi olarak orada
gézikmeli. Onu yapan kisi olarak benim deneyimim degil bir
baskasinin anlatimi degil. ilk defa karsilash@r bir alan, kendisine
ait bir algilama alani olarak tecrisbe etmesini istiyorum.

O zaman mutlaka izleyici de isin bir par¢asi.

Her zaman. Tamamlayicisi.

Clinkii resim, bir sey anlatmamak iizerine kurulu. Bir alan
agmak, bir bogluk... Aslinda zihinsel bir alan mi ayni
zamanda?

Bir deneyim alani. Bu zaman zaman zihinsel, zaman zaman
fiziksel, zaman zaman da duygusal bir deneyim yasatabilir
ya da hepsi birden de olabilir.

Rear Window, 2013
Tuval zerine akrilik | Acrylic on canvas

Diptik | Diptych 200 x 355 cm
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So, is there a clarity in which the audience may be involved,
is there anything symbolic in relation to forms?

[ really want it to be their own. It should appear there as their
experience, albeit in a new space. It's not my experience as the
person who paints it; it's not someone else’s narrative. | want
people to experience a space that they encounter for the first
time as their own perception.

Then the viewer is absolutely a part of the work.

Always. An integral part.

Because the painting is based on not telling anything. Opening
a space, an open area... Is it actually a mental space at the
same time?

An area of experience. This can occasionally be a mental,

sometimes physical, sometimes emotional experience,
or it can be all at once.

1:’.'.”..."'

N =N fa 8§ 0§ J B2 N
AEE Ni4dN'W Vi E IRdd R

B R R Nk B B R B B R BN R R T
B R B R B B B F i B N R RN B OR

C IR IR TR IR IR mm
LR IR R IR IR IR IR N IR TR

Dll--F’II"-

NOLOR ¥iye

55



b

PARCA BUTiN

v
o~

Resimde eksilttigin unsurlar var. Onceleri daha renkli, daha
cesitli bir boya kullanimi var. Giderek birkag rengin tonlarina,
kimi zaman monokroma déniiyor. Bir de organik formu
disarida tutuyorsun, koseli formlar kullaniyorsun.

Organik olmayan. insan yapisi bir mekanigin yaptg bir sey gibi.
Kendini bir mekaniklesme, bazi reflekslere ya da bazi otomat
hareketlere de hazir hale getirmekle ilgili. O da meselq, figirdeki
yaklasim gibi, ne kadar az tasarlanmis eleman varsa o kadar
komplike, o kadar yilksek dozda tasarim olanagi varmis gibi
hissediyorum. 10 ayri formla calissaydim, onlarin kombinasyonu
bana zaten bir sonug verirdi. Ama basit formla yiizlerce
kombinasyon kurmak cok da kolay degil diyelim. Kendimi o
zorlama ve sinirlama icerisinde bulmay: seviyorum. Miimkiin
oldugu kadar az elemanla ve az tonla, mimkiin oldugu kadar
tasarlanabilir alanlar, mekéanlar yaratmak iizerine bir deneyim
diyebilirim.

Dogaya dahil olmayan bir form var. Dolayisiyla doganin
isleyis bicimini degil insan yapisi dl¢iilebilir bir igleyis
bicimini referans aliyor.

Disarida birakmaya y&nelik olarak dogayi referans aliyorum
mimkiin oldugu kadar. Aslinda onu referans aliyorum ama icinde
olmamak tzerine. Onu disladikca arta kalan seyle ilgilenmek
istiyorum.

O zaman zaten ortaya daha mekanik bir alan kaliyor. Acaba
senin kontroliinii daha mu iyi kurmani ve kullanmani saglayan
bir ara¢ bu? Tesadiifi degil ¢iinkii.

There are elements in the picture that you 've eliminated.
Previously, there is a use of more colourful, more varied paint.
It gradually turns into shades of a few colours, sometimes
monochrome. And you keep the organic form out; you use
angular forms.

Inorganic... It's like @ man-made mechanic. It's about getting
ready for some mechanization, some reflexes or some automatic
actions. For example, like the approach in the figure, | feel

that the less complicated the element is designed; the more
complicated, and higher in dose the opportunity of design

is determined. If | worked with ten different forms, their
combination would have already given me a result. But let's say
it's not easy to build hundreds of combinations with a simple form.
I like to find myself in that coercion and limitation. | can say that
it is an experience on creating spaces and spaces that can be
designed with as few elements and tones as possible.

There is a form that is not included in nature. Therefore,
it refers to a man-made measurable process rather than the
way nature works.

My reference is to exclude as much as possible. I'm actually
referring to it, but not on it. | want to deal with what's left once
it is excluded.

Then there remains a more mechanical field. I wonder if
this is a tool that allows you to establish and use your control
better, because it'’s not random?

The Impression, 2016
Tuval zerine akrilik | Acrylic on canvas

200 x 190 cm

Beyaz Site | White Site, 2009
Tuval izerine akrilik | Acrylic on canvas

175 x 190 cm

Tarihi Plan | Historical Plan, 2010
Tuval Gzerine akrilik | Acrylic on canvas

165 x 185 cm



Her alani kurgulamak, élcilebilir hale getirmek, o da takintilarim-
dan biri. Olcilebilir olmasi fikri bende zorunluluk gibi bir durum.
Hesabi verilebilir olmali. Kompozisyonun, perspektifin, yizey
alanlarinin, boya ile ilgili dokunun ya da boyasal yapinin hepsi.
Tesadifi, rastlantisal bir sey oluyor mutlaka resmin icinde ama

o kadar az oluyor ki hata gibi duran seylere zaten dokunmak
istemiyorum. Onu diizeltmek de kendi resmini restore etmek gibi
geliyor bana.

Eski islerde mekani tantyabiliyoruz. Bunun bir sehir oldugunu,
binalara kusbakist bir bakis oldugunu... Bununla ilgili sen
tamidik olma hissinden bahsediyorsun. Herkese ayni tanidik
duyguyu verebilecek referanslarinin olmasindan...

Evet. iki kisi yan yana geldiginde ve resme yéneldiginde
gérdikleri, algiladiklar sey konusunda hemfikir olabilirler.
Bu olasilik cok yiksekti. Ama simdi sanki biraz degisiyor gibi.
En azindan bunu degistirmek istiyorum.

Ben degistirdigini diistintiyorum. Orada gérsel bir referansla
bildikleri bir bilginin iizerinden belki ortak bir duygu vardi.
Simdi bilinmeyen ve referansi olmayan bir mekan hissi...

Bu mekén duvarlariyla sinirlanmis bir mekan degil. Orada da
ugrastgim, ugrasmak istedigim sey, daha cok atmosferle ilgili.

Evet, zaten espasa yakin. Doluluga degil bosluga yakin
daha ¢ok.

Resimdeki mesafeler, iki form arasindaki mesafe gibi. Formun
kendisini resmetmek degil ya da bir nesne s6z konusuysa
nesneleri resmetmek degil nesneler vasitasiyla aralarindaki
bosluklari atmosferi, oradaki mesafeleri géstermek.

It's one of my obsessions to make every field composable
and measurable. The idea of something being measurable
is a necessity for me. It must be accountable. Composition,

perspective, surface areas, paint-related texture or painted
structure, all of it. It's a random, coincidental thing, but it happens
so rarely that | don’t want to touch things that seem like mistakes.
Fixing that feels like I'm restoring my own painting.

We can recognize the space in earlier works. We can see that
this is a city from a bird-eye view... You re talking about

feeling familiar, having references that give everyone the same
Sfamiliar feeling...

Yes. When two people come side by side and look at the
painting, they may agree on what they see and perceive.

This possibility was very high. But now it looks like it's changing.
At least | want to change that.

1 think you changed it. There was perhaps a common feeling
based on a knowledge they had from a visual reference. Now,
there is the feeling of an unknown space, without reference...

This space is not limited to walls. What I'm dealing with, | want
to deal with, is more about the atmosphere.

Yes, it’s close to space. Closer to emptiness, not fullness.

The distances there, like the distance between the two forms.
Not to depict the form itself, or to depict objects in the case of
an object, but to show the atmosphere, the distances between
them through obijects.
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Acrylic on canvas
200 x 185 cm

Interior - Exterior. Bu resimler dzelinde, yakin tarihli isler
bana daha homojen geliyor. Burada par¢alilik on planda.
Orada da par¢alar birleserek bir biitiin olusturuyorlar ama
nihai olan homojen bir biitiin. Mini kompozisyonlarin birles-
mesi, bir biitiinii olusturuyor gibi. Boyle bir parc¢alilik hissi.

Tamamen o amacla yapilan 9 Yapi zaten. Her biri kendi basing,
misstakil durabilecek bir resim olarak, aslinda orada 9 resim var.
Ayni 6zen, ayni kurgu yapisi ve neredeyse yine burada da birebir
hepsini biyik bir tuvalde yeniden resmedilebilir tamlikta oldugu
beklentisiyle ya da o amacla.

Melkdni okutan bir perspektif degil bu. Mekdna hizmet etmiyor.
Gergek bir mekdna degil de bir mekdn olma durumunu...

Olusan siirecin icinden bir sey gibi, evet.

Mesela Modern Bati, Egzotik Dogu burada biraz daha yapu
degisiyor, doku degisiyor. Par¢alilik daha vurgulu. Buradaki
par¢ali olma ve o par¢alarin yapt yapt birlegerek biiyiik bir
resmi olusturmasi baglaci, birbirlerine verdikleri referansiar.

Evet. Modern Bat, Egzotik Dogu. Beraber calisiyorlar.
Mistakiller ama ikisi ayni anda calishgim resimler. Bir tanesi
tamamen eksiltme izerine, digeri de yiikleme izerine. Benim
resme aslinda temel olarak y&nelimimin aciklamasi gibi.

Bazen cok yiikli, yapabilecegim her seyi tuvalin Gzerine
koymakla ilgili bir motivasyonum oluyor. Bazen de en basindan
beri konustugumuz eksiltme, en azda bijtini olusturma nasil
olur diye.

Bu béyle bir tez-anti tez arast...
Karsitlik degil, aslinda tamamlayicisi gibi.

Bu da bir yapi. Diger resimde olusan tim parcalarin olusturdugu
gérinti de bir yapi aslinda.

9 Yapi | 9 Structures, 2010
Tuval izerine akrilik

Modern Bat | Modern West, 2010
Tuval Uzerine akrilik

Acrylic on canvas

165 x 185 cm

Egzotik Dogu | Exotic East, 2010
Ahsap iizerine karnsik teknik
Mixed media on wood

200 x 185 cm

Interior-Exterior. In particular, these paintings are more
homogeneous to me than your recent works. Here the

fragmentation is in the foreground. There, too, the parts unite

to form a whole, but the final work is a homogeneous whole.
The combination of mini compositions here seems to form
a whole. A feeling of fragmentation...

That was exactly the purpose of 9 Structures. In fact, there are
nine paintings, each one on its own, as individual paintings. You
can see the same thought, the same composition and the possibi-
lity to paint them again exactly the same on a bigger canvas.

This is not a perspective that helps the space. It doesn t serve
the space. Not a real place, but the condition of being a space.

Like something that is becoming, yes.

For example, Modern West and Exotic East in the structure
and the texture change. Fragmentation is much more accentu-
ated. The fragmentation and the convergence of these pieces
and their formation of a big painting... What connects them is
the references they give to each other...

Yes, it is. Modern West and Exotic East work together. They are
individual paintings, but | worked on them simultaneously. One
is about elimination and the other addition. In fact, it is like an
explanation of how | approach painting.

Sometimes | have a lot of motivation to put everything | can on the
canvas. Sometimes, like we mentioned, creating a whole through
elimination.

This is somewhere between thesis and anti-thesis.

It's more complementary than a contrast.

This is also a structure. The image created by all the pieces in the
other painting is also a structure.



Bu daha formal bir yapt ama. Yani hem forma dayali hem de
bir disiplinin icinde ¢ikan bir yapi.

Cok 8lcily, rastlantisalliga yer yok. O yiizden Modern Batr ismi.
Digerinde bir kaos var ama o kaosu toparlayacak cerceveyi talep
ediyor. O yiizden o kadraj var. Cok kesin bir sekilde sinir koymak
gerekiyor. Mesela bu masanin istiinde bir daginiklik olsa,
masanin kendisi ona bir bitinlik saglar. Digerinde ise masq,
tamamen bos ve biz masaya iki tane nesne yerlestirecegiz; onu
tasarlamak zorundayiz. Yerini, biyikloging, kicikloging...

ikisi farkli bir zihinsel yonelim. Birinde oradaki kaosun ya da
karmasanin bir bitin olarak algilanmasiyla ilgili bir tasarim
yapiyoruz, icerikten bagimsiz. Digerinde, icerigi olabildigince
hatta bos alanlan aktif olacak sekilde, olabildigince hesaba
katiyoruz.

O zaman birinciyi verili oldugu sekilde aliyoruz.

Birinden tamamen sorumluyuz. Tamamindan sorumluyuz.
Olcebilmek, hesap edebilmek anlaminda digerinde ise
ilgilendiginiz alani sinirlamak zorundayiz. Tasarimimiz sadece
sinrlamayla ilgili.

Bu is bir bakima senin tiretim prensiplerini hem ozetleyen
hem de iki yaklagimi birden iceren bir drnek.

iki ucta... Evet.
Bu birazcik kendi kadrajini olusturmak gibi mi acaba?

Oyle disinmemistim ama evet olabilir. Aslinda hep amacladigim
seyin bir temsili, Modern Batr. Eksilterek en azla bir bitinlik
gostermek. Digeri de kurtulmaya calishgim sey olabilir.
Olabildigince yikli olan bir seyin birlikte bir yere dogru gidecegi
yanilsamasindan kendimi alikoymak.

| " B

But this is a more formal structure. In other words, it is both
a form-based structure and also it is derived through
discipline.

Very scaled, no place for coincidence. That's why it's called
Modern West. There is chaos in the other one, but it demands the
framework to tidy up that chaos. That's why there is a frame. You
need to set the boundary very precisely. For example, if there was
a mess on this table, the table itself would adapt and become one
with the mess. On the other one, the table is completely

empty and we will place two objects on the table; we have to
design it. Its location, its size, its smallness... They are different
tendencies. For one of them, we design a perception of chaos

or for the chaos to be perceived as a whole independent from

the content. For the other, we take into account the content

as much as possible, counting even the free spaces.

Then we take the first as given.
We are totally responsible for one. We are fully responsible. In
order to fully measure and calculate, we need to restrict the area

of interest. Our design is only about limitation.

This is an example that both summarizes your production
principles and includes them.

It is on both ends...

Is this like creating your own frame?

| didn't think so, but yes. In fact, Modern West is a representation
of what | have always intended. Demonstrating a whole with the
least by eliminating. The other may be what I'm trying to get rid
of. To keep myself away from the illusion that something so
loaded will lead somewhere.
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Bu aslinda kadraji belirleyip, kapsami belirleyip icerigi
incelemekle ilgili bir sey. icerikle ilgilenmekle ilgili bir sey.
Digerinde ise tasarlamakla ilgili bir sey var. Birinde muhatap
oldugun bir sey var. Yani sana dayatilan, disaridan gelen,
digerinde tamamen senin islik alanin, calishgin bir alan.
Tamamen seninle var olacak bir alan var. iki muhataplik alani da
hayatmizda séz konusu zaten.

Flaneur resmi, yine o sari cerceveli resimdeki yapinin icindeki
alana bir resim olarak, uygulama olarak cevap, karsilik. Burada
mesela olabildigince yiklemeye dayali bir calisma tecrisbesi var.
Amacim hep oydu. Ne olacagini disinmeden resmin talep ettigi
her seyi, ya da talep ettigini diisindigim her seyi resme
yiklemek. Sadece harmonide bir kisitlilik, belli bir palet kisitlilig
ve formlarin birbirlerine cevap verecek sekilde uygulanmasiyla
ilgili. Galiba Uzerinde en cok zaman gecirdigim resim bu.

Tabi cok zaman gecirmek onun nitelikli olacagi anlamina
gelmiyor. Resmin niteligini garanti etmez bu.

This is actually about determining the frame, the scope and
examining the content. It is about dealing with the content. The
other has something to do with design. There is something you

are dealing with, something coming from the outside, something
imposed on you. The other one is completely your working space,
a space that will exclusively exist with you.

The painting Flanuer is again a response to the area within the
structure in that yellow-framed painting. Here, for example, there
is a working experience that depends on loading the content as
much as possible. That was always my intent: loading everyt-
hing that the picture demands, without thinking about what will
happen. It's just a limitation in harmony, a certain constraint in the
palette, and the application of forms that respond to each other.

I think this is the picture |'ve spent the most time on. Of course
spending a lot of time on the work doesn’t mean that it's qualified.
This doesn’t guarantee a quality.

Flaneur, 2010

Tuval Gzerine karisik teknik
Mixed media on canvas
175 x 195 cm



9 Parca | 9 Parts, 2013
Kagit izerine kolaj
Collage on paper

Her Biri | Each 65 x 70 cm

Iki farkli aile var senin resimlerinde. Parcalarin, birimlerin
birlesip bir biitiine isaret ettigi, parcaliligindan ¢ok biitiinliigii
one ¢ikan. Belki bunu destekleyen perspektif algisidir. Goze
yatkin ve bilgi olarak bizde var olan... Diger tarafta birimin
kendi basina daha onemli oldugu ve biitiinlenmeye o kadar da
meyilli olmayan, parcaliligiyla var olan resimler...

Amac bir an sonra degisebilecegine dair bir his de vermek.

O yiizden o baglantisizliklar var. Baglantilar ayirmak,
birbirinden koparmak gibi. Biz genellikle olusum siirecinde olan
bir seyi, tamamlayan ve bijtinleyen bir sey olarak disiniyoruz.
Belki de dagilan bir sirecte... Birbirinden kopan, ayrlan ve
degisecek bir alana dogru. Ama gisvenlik hissimiz sirekli
bitinlemeye y&nelik. O yizden orada, o aralikta duruyor olmasi,
algida nasil bir form alacagina dair bende bir merak uyandiriyor.
izleyen icin de uyandirmasini isterim. Oyle bir hedefim oldugunu
sdyleyebilirim.

There are two different groups in your paintings. Parts and
units unite and lead to a whole, which stand out for their
wholeness rather than their fragmentation. Perhaps it is the
perception of perspective that supports this. Easy on the eye
and information that we already have... On the other hand, the
paintings which are more important than the unit itself

and that are not so inclined to integration, exist with their

fragmentation...

The goal is to give a feeling that it can actually change in

a moment. So, there are those disconnections. It's like separating
connections, breaking them off. We often think of something that
is in the process of formation as something that complements
and completes. Perhaps in a process of disintegration...
Towards a space that is torn apart, separated and subject to
change. However, our sense of security is constantly inclined

to complete it. Therefore, it being in that range, in that state of
in-betweenness, arouses a curiosity to know what kind of form

it will take. | would like it to provoke a curiosity. | can say that

| have a goal to do that.
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Yine bunun i¢inde de kadrajlar olarak kendime yeni resimler
buluyorum ama anladim ki zihinsel bir sey. Neyin havada
durdugunu, neyin derli toplu oldugunu sana gésteren mihenk
taslary var. Zihnin iginde bir perspektif bilgisi var. Biitiinlemeye
daha yonelik ¢iinkii obiir tiirlii kendini giivensiz hissediyor.
Dagilan bir seyin ortasinda kendimi nasil
konumlandwrabilirim?

Belki de gézlemlendigi icin bir bitin halinde duruyor. O anda
bitin halinde duruyor. O andan sonra ne olacagina dair
hissimiz net degilse bu benim icin basarli bir sonuc.

Sergilenen iglerden birinin adi, Parga-Biitiin. Senin resmi bu
sekilde adlandirman nedendi?

Yeniden kurgulamaya dénik bir pratiklik yaratiyor bende; bir
seye yonelme, bakma. Gézlemcinin, sabit ve stabil duran bir seyi
dénistirebilme iradesini sirekli tasiyor olmasi lazim. Duvarlar ve
sinirlar ya da bir engel teskil eden yapilari zihinsel olarak aktive
etmezsek, yeniden kurgulama ve yaraticilik alanlanyla ilgili
sorunlar yasarmisiz gibi hissediyorum. Bizim sigortamiz gibi.
Burada cok temel ve cok birebir karsilasacagimiz bir yapinin,

ne kadar fazla parcaya bélinebilecegine, dagilabilecegine

ve yeniden kurulabilecegine dair bir referans var. Bu resim,
izleyende yeniden yapi ve yeniden kompozisyon iiretme olanag:
en cok olan resimlerden biri. Benim icin parcaciklardi onlar ama
ben oradan cekildigimde, onun karsisina sen gectiginde yap,
kendini yeniden Gretmeye devam edecek. izleyici tarafindan
bijtini olusturulacak.

Peki béyle bir yaklasim resmi kompozisyon olarak kararsiz
bir alana itebilir mi?

Itsin, ne kadar giizel. Tam da o alanda olmasi lazim. Hem resmi
hem izleyiciyi...

Yani kararl, ¢ercevesi sert ve sinirlart keskin olmasi zaten
kagindigin bir sey.

Her konu icin. Sadece resim icin degil bu. Temel olarak o alanda
kalinmasi lazim ciinki sigortalarimiz o zaman calisir.
Reflekslerimizin, tasarlama ve yeni fikirler Gretme potansiyelimizin
aciga cikanlabilmesi, kararsiz alanda daha mimkin. Kararls
oldugumuzda diger verilerin hepsini disari birakiyoruz ve
hicbirine héakim degiliz.

Again, I find myself new paintings as frames, but I realized it
about me. There are markers that show you what floats and
what's neat. There is knowledge of perspective within the mind.
It’s more holistic, because otherwise we feel insecure. How
can I position myself'in the midst of something that is falling
apart?

In fact, perhaps because it is observed, it stands as a whole.
At that moment it stands in its entirety. If we don’t have a clear
sense of what will happen from then on, this is a successful
outcome for me.

One of exhibited works is called, Part-Whole. What was your
reason for naming the work as such?

For me, inclining towards something creates a practicality for
reconstruction. The observer must have the will to transform
something that is constant and stable. If we do not mentally
activate the walls and boundaries or the structures that constitute
an obstacle, | feel like we will have problems with the areas of
reconstruction and creativity. It's like our insurance. Here is

a reference to how much a very basic structure can be divided,
,dispersed and reconstructed. This is actually one of the paintings
that have the possibility to rebuild and recompose. They were
units fo me, but when | remove myself and you come before it,
the structure will continue to reproduce itself to confront you.

The audience will form the whole.

But can such an approach push the painting to an unstable
area?

It should, how beautiful. It should be in that area.

So, stability and rigidity is something you try to avoid.

For everything, not just for painting. Basically, you need to stay
in that area because our insurances will work then. When we are

determined, we leave out all the other data and we don't actually
have any control on.
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GB: Senin ilk serginin adi, Birden Biitiine.

SP: Mezun oldugumun ilk senesi, 2000'de ilk sergimi acmistim.

Mezuniyet sergisi icin iddiall bir ¢ikis. Birden biitiine olant
biraz acar misin?

Aslinda o zaman tasavvufla cok ilgileniyordum. Daha ¢ok merak
ettigin, sorguladigin yillar... Mevléna’nin Mesnevi'sini okudum

o dénemde. Oradaki geciyordu, birden bitine. Ben de hep
okulda calisirken tuhaf bir bicimde bir birim elemani alip onun
aynilarini ya da benzer versiyonlarini cogaltip bir bijtine ulasan
heykeller yapmay seviyordum. Sonra fark ettim ki “birden
bitine” meselesi form olarak ya da plastik acidan bir ifade
buluyor ama ruhsal bir yani da var. Al o anlamda dolu geldi
bana. Birey olarak aslinda diinyaya tek basina bile ciddi bir
midahalenin oldugunu disiniyorum. Bijtinin toplandikca
yarathd kelebek etkisi gibi. Aslinda birbirini tamamlayan bir sey.
Hem plastik acidan beni cok tatmin eden birimden bitine gidis
var hem de duygusal olarak Mevlana’nin ¢cok hayraniyim.
Gizel bir 8rtisme oldu. Sonra devam ettirdim ve Ustiine gittim
aslinda. Belki degisebilirdi o denemelerin sonucunda ama hem
plastik acidan hem alt metin olarak orada biraz daha kafa
yormaya basladim.

O zaman kullandigin malzeme neydi?

Ahsap atélyesindeydim ben. Ahsap kullaniyordum; heykellerin
hepsi ahsapti. Yari soyut islerdi; bugiinki kadar soyutlasmamust
henijz.

Figiire daha mi yakindi?

Figiir demiyorum aslinda. Mesela ilk yaptigim isler balik
figirleriydi ama bildigimiz birebir baliklar degildi.

GB: Your first exhibition was titled From One to Whole.

SP: Yes, | opened my first exhibition in 2000, the year
| graduated.

An ambitious feat for a graduation exhibition. Can you explain
the idea of from “one to whole”?

Actually, | was interested in Sufism at the time. Those were the
years that | was more curious and questioned more. At that time,

| read Mawlana’s Masnavi and “from one to whole” was
mentioned there. Strangely, when | was at school, | liked to take

a unit and multiply the same or similar versions of it to make
sculptures that reached a whole. Then, | realized that the issue of
“from one to whole” finds a form or a technical expression, but it
also has a spiritual side. It seemed meaningful to me in that sense.
| believe that we have a critical intervention in the world, even as
an individual. Like the butterfly effect that is achieved as the whole
accumulates. In fact, it is complementary. | was quite satisfied with
going from the part to the whole in terms of technique and | am

a huge fan of Mawlana emotionally. There was a nice overlap.
From there on, | pursued and actually confronted it. Maybe it
could have changed as a result of these experiments, but both

in terms of technique and subtext, | started to contemplate a little
more.

What was the material you used then?

| was in the wood workshop. | was using wood; the sculptures
were all wooden. They were semi-abstract works, not as abstract
as today.

Were they closer to figurative?

| don't actually mean figure. For example, my first works were fish
figures, but not exactly the fish we commonly know.



Impulse, 2006
Ahsap ve metal | Wood and metal
170 x 60 x 30 cm

Birkac versiyonu vard.. Birden bitine meselesi hep bunlarda
vardi. Sonra tuhaf bir sekilde hizl evrildi. Yavas yavas
soyutlasmaya basladi. Bugiinki soyut haline dénisti.

Bu erken isler, daha ¢ok etkilendigin hikayeyi anlatmaya mi
yonelikti? Ozellikle ilk sergi ve ilk islerin, Meviana nin
anlatisina yaklagimin, onu paylasma ve anlatmaya mi
yonelikti?

Yiksek ihtimalle &yle. Figir etkisi baska. Figirle derdini anlatmak
biraz daha kolay. izleyiciyle bag kurmasi kolay. Soyutlasma
mevzusu da hakikaten o dénemde formla daha cok
ugrasmaktan geldi. Formu cok seviyorum; formu ¢ézmeyi...
Malzemeyi seviyorum. Tabi heykeltirasin sartlarindan biri
oldugu icin... Bir de gencim, bunlar yaptigim zaman

21-22 yaslarindaydim.

There were several different versions. They were created on the

basis of “from one to whole” principle. From there, everything
evolved strangely fast. Slowly, my works started to become more
abstract and finally have become what they are today.

Were these early works meant to tell the story that you were
affected by? Especially the first exhibition and the first works,
were they about sharing and expressing your approach to
Mawlana's narrative?

Most likely. The effect of the figure is another thing. It's a little
easier fo get your point across with the figure. It's easier to
connect with the audience. Abstraction truly came from dealing
with the form at the time. | love form. | love solving the form. | love
the material. Of course, it's also because it is one of the conditions
of sculpture. And then | was young, around 21-22 years old.
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Metamorfoz | Metamorphosis, 2002
Ahsap iizerine akrilik | Acrylic on wood
110 x 45 x 25 cm

Peki soyle bir sey diyebilir miyiz? O zaman birimden yola
¢tktin. Birimin tekrari ile biitiine giden bir yaklasim vardi.
Ama ilerleyen zamanlarda, hizla evrildigini séyledigin sey,
biitiiniin birimlere ayrimast gibi. Ciinkii baliklar: yiizerken
gordiigiimiiz is var. Bir de hemen sonra o baligin yatayda
dilimlenmis ve birimlerine ayrilmig gibi gériinen bir ig var.
Simdiki islere baktigimda gérdiigiim, birimleri birlestiren bir
biitiin degil. Icerigi ¢oziilmiis gibi... Dilimlenmis ve icerigi
agilmis, katmanlarina ayrilmig gibi. Kati bir biitiin formun
cevrildiginde goriilecek arka plani gibi.

Dogru, hic béyle disinmemistim hakikaten. Ciinki ulashgi bitin,
burada sana gésterdigim baliklardaki gibi bir bitin degil.

O zaman belki biitiin iizerine soyutlama denemeleri icin yola
cikarken birimden hareket ettin. Ben, uzun bir siiredir
calistigin islerin biitiiniinden hareketle birimi gésterdigini,
birime igaret ettigini séyleyebilirim.

Hic bdyle bakmamishm, dogru. Hem mantikli hem de hakikaten
dyle.

Is it possible to say that you started off with the unit at that
time? There was an approach that led you to the whole
through repetition of the unit/part. However, later on, what you
mentioned to have quickly evolved, seems like the whole being
divided into units, because there is a work where we see the
fish swimming, followed by another piece that resembles

a fish being sliced horizontally and separated into units. When
1 look at your current works, it is not the whole unifying the
units. The contents seem to be unraveled.: as if it’s sliced open
and separated into layers. Like the background of a solid and
whole form that can be seen when turned over.

That's right, | never thought of it like that. The whole in there is not
the same as the fish | showed you here.

Then maybe you started with the unit as you set out experiment
on the abstraction of the whole. I can say that you point to

the unit through the whole, based on all the works you have
worked on for a long time.

Right, I've never looked at it like that. It's logical and truly is
that way.



Peki kiitleyle yiizeyin arasinda buna dair bir fark var mi senin
icin? Yani ti¢ boyutlu bir isle yiizeye asilabilen igler arasinda
nasil bir fark var?

Aslinda bu kagit isler nasil cikti, onu anlatayim. Askerlik
mevzusuyla cikh. Beni yazici yaptilar askerde. Ben de sikinfidan
kagit kesiyordum; kagittan is yapryordum. Onlar sonra bir sergiye
dénisti. Bir de bir senelik, atélyemin olmadigi bir ara dénemim
vardi. Evde calisiyordum. 30 yaslarindaydim. Dedim ki bu evde
olacak is degil, ben en azindan bu dénemi resim yaparak
gecireyim. Ben giizel sanatlar lisesinde resim okumustum. Tuvaller
aldim kendime, boyalar... Yapiyordum ama yiizey beni bir tirli
tatmin etmiyordu. Sirekli bir sey eklemeye calisiyordum; ii¢
boyutlu olsun hissi vardi. Hep o yalanci gélgeyi degil gercek
golgeyi gérmek istiyordum. Ondan sonra kagit kesme, yapishrma
basladi. Bir bakhm ki tuval, bana dogru yaklasmaya baslad..
Duvarla aramdaki mesafe azaldi. O kadar ¢cok katman koymaya
basladim ki yine heykele dénisti. Fircalar boyalar derken yine
maket bicaklar ¢ikh ortaya. Oradan sonra kagit islere evrildi
cogu. Heykellerle kagit isler arasinda ilk cikista cok fark yoktu.
isin dogrusu hangisi digerinden cikh, hatirlamiyorum. Belki de ikisi
ayni anda yiiridi. Dedigim gibi yizeyden kurtulmak istiyorum;
duvardan kurtulmak istiyorum. Son dénemlerde kagitla daha
fazla ugrastim ciinki kagidin dinamigini cok sevdim. Bu duvar
isleri gene bdyle i¢c boyutlu kagit islere déndi.

Peki, kagit organik bir malzeme. Zamana, dis etkilere karsi
tepkileri, oluklu mukavva dahi olsa narin bir yapisi var. Diger
tarafta polyester ve pleksi tam tersi sert bir malzeme. Bu iki
malzemenin iglenebilirligi ve etkisi nasil senin igin?

Beginning and the End, 2009
Pleksi izerine metalik araba boyasi
Metallic auto paint on plexiglass

1100 x 80 x 30 cm

So, is there a difference between the mass and the surface for
you? In other words, what is the difference between a three-
dimensional work and the works that can be hung on the
surface?

Actually, let me tell you how these paper works came to be.
During my military service, they assigned me as a scribe. | was
cutting paper out of boredom and creating paper works. They
then turned into an exhibition. There was a one-year period when
| had no workshop; | worked at home. | was about 30. | decided
that this was not a job suitable for my home, but at least | could
spend this period painting. Originally, | studied painting at a fine
arts high school. | bought canvases and paints. | was doing it, but
somehow the surface did not satisfy me. | was always trying to
add something to create the feeling of a third dimension. | always
wanted to see the real shadow, not a fake one. After that, the
cutting and pasting of paper began. Only then | realized that the
canvas had started to approach me. The distance between me
and the wall was reduced. | had started to put so many layers
that the works turned into statues. Even though | originally wanted
to use brushes and paints, | ended up using box cutters again.
After that, most of my works evolved into paper works. There was
not much of a difference between sculptures and paper works.
To be honest, | don’t remember which one originated from the
other. Maybe they both advanced at the same time. As |
mentioned before, | wanted to get rid of the surface; | wanted to
get rid of the wall. | have worked with paper even more recently,
because | like its dynamics. That's how these pieces which were
meant fo be hung on walls turned into three-dimensional paper
works.

Well, paper is an organic material. It reacts to time and
external influences and has a delicate structure, even if it

is corrugated cardboard. On the other hand, polyester and
plexiglass are the complete opposite as they are rigid
materials. What are the malleability and effects of these two
materials for you?

NOLOR ¥iye

67



SEOKIN IR

PARCA BUTEN 2107 w00 1

[~
(-]

Kagit ve pleksi arasinda gidip geliyorum ve cok hosuma gidiyor.
Dedigin gibi kagrt cok organik. Bunun en bisyik zorlugu nedir2

Bu k&gt gittigi her ortamda nasil bir sey olmadan yiiz yil boyunca
kalacake ilk kagit islerde ciddi problemler yasadim.
Koleksiyonerin evine gidiyor ama kagit dsnmeye basliyor; isi farki
var. iki yilim ar-geyle gecti. Ar-geler sonrasinda geldigimiz nokta
tatmin edici oldu.

Pleksi 8yle degil. Pleksiyi 8grenciligimden beri kullaniyordum.
Malzemenin dinamigini ve sinirlarini o kadar iyi biliyorum ki,
benim icin cok daha kolay ¢ézimlenebilir bir sey oldu. K&gitta
cok spontane davrandigim zamanlar oluyor. Plekside sonucu belli
isler olmasi lazim. O yiizden orada daha sistematik gidiyorum.

ilk basta karar verdigim sey ile cikan sey arasinda siirec icerisinde
hicbir degisiklik olmuyor ama kagitta olabilir.

O zaman organik malzeme, hataya ya da spontane kararlara
izin veriyor ama sentetik malzeme izin vermiyor. Planli olma
zorunlulugu kosuyor.

Ben bilgisayarda ciziyorum, sonucunu biliyorum. Arada surasi
kinldi degistireyim gibi bir sey olmuyor. O yizden dedigin gibi
o malzeme hakikaten pahali oldugu icin arada dénijstirme gibi
bir durum cok s6z konusu olmuyor.

[simsiz | Untitled, 2013

Kesilmis 300 gr bristol k&agidi izerine metalik boya
Metallic paint on 300 gr bristol paper cut out

150 x 150 x 6 cm

| go back and forth between paper and plexiglass and | like

that very much. As you said, paper is very organic. What is the
biggest challenge here?2 How will this paper remain for a hundred
years without any damage in any type of environment? | had
serious problems with this in my first paper works. They would go
to a collector’s house, but the paper would begin to curl because
of the heat difference. | spent two years working on R&D. The
point that we reached after R&D was satisfactory.

Plexiglass is not like that. I've been using it ever since | was

a student. | know the dynamics and limits of the material so well
that it has become much easier for me to resolve. There are times
when | act very spontaneously on paper. However, for plexiglass
results must be definite. So, I'm working more systematically. There
is no change between what | originally plan and what comes out
at the end, however on paper, change is possible.

In that case, the organic material allows for mistakes or
spontaneous decisions, but the synthetic material does not;
it has to be planned.

| draw it on the computer, so | know the result. It's not like “Oh,
it's broken, I'm going to change it”. So, as you said, | don't have
the luxury of changing during the process, since the material

is really expensive.

[simsiz | Untitled, 2014

Kesilmis 300 gr bristol k&gidi izerine metalik boya
Metallic paint on 300 gr bristol paper cut out

130 x 130 x 6 cm



Glitch 1, 2014
Pleksi iizerine metalik boya | Metallic paint on plexiglass
100 x 110 x 25 cm

Peki, malzeme biitiinden mi oyuluyor iiretim siirecinde? Yoksa
birimler mi birbirine yapisiyor?

Birimden olusuyor. Her biri tek tek dilimlenerek bir biitini
olusturuyor.

Ashnda bende bunlarn kiitleden ¢ikarildigi gibi bir izlenim
vardi.

Evet dedigin gibi bir his veriyor. Bu yiizden de séyledigin sey
bana cok mantikh geldi. Birden bijtine degil de bitinden birime
disiiyormus gibi bir sistem, uygulama bicimi.

Biitiin islerinin hepsi tek bir seri gibi. Biitiinii katmanlara
ayiwrarak gostermek. Biitiintin katlarini agmak gibi. Bir tarafia
da biitiiniin iginden eriyen igler var. Bu, nasil bir agilma
getiriyor? Geometrik ve 6l¢iilii katmanlar, dairesel olan
ornekler de dahi organik degil geometrik olana yaklasiyor.
Zaman zaman onlarda bir ¢éziilme, bir erime gériiyoruz.

Simdi form odakli soyut isler yapiyorum ama bitiin sergilerin
bende bir alt metni, bir hikayesi var. Bunlarin cogu kendi
hayatimdan yola cikarak kurguladigim seyler. Glitch diye bir sergi
yapishim; bahsettigin seri oradan cikh. ilk simetrik isler, ciddi bir
obsesiflikten geliyordu. Bu, cok rahatsiz etmeye basladi cinki
yasamsal olarak zorlanmaya basladim. Psikologa gidiyoruz;

ilac veriyor ama mental olarak ¢cézmen lazim diyor. Ben de bunu
dncelikle islerde cézeyim dedim.

Glitch 5, 2014
Pleksi iizerine metalik boya | Metallic paint on plexiglass
120 x 17 x 25 cm

So, is the material carved from the whole in the production pro-
cess or do the units stick together?

It consists of units. Each one is sliced individually to form a whole.

Actually, I had the impression that they were removed from the
mass.

Yes, it feels like that. That's why what you said makes sense to me.
A system of implementation as if it was dissected from the whole
into the unit rather than forming a whole with units.

All of these works seem to belong to the same series.
Demonstrating the whole by separating it into layers. It §
similar to unfolding the whole. On the other hand, there are
works that melt through the whole. What kind of divergence

is that? Linear and measured layers, even the circular ones,
resemble the geometric, not the organic. From time to time
we can see a disintegration, a melt.

I'm currently doing abstract works that focus on form, but all the
exhibitions do have a subtext and a story. Most of these are

rooted in my own life. | had an exhibition called Glitch; the series
you mentioned came out of it. The first symmetrical works came
from a serious obsessiveness. This started to be very uncomfortable,
because | began to experience difficulties practically. You go to

a psychologist, he gives you some medicine, but says you need to
solve the issue mentally. | reckoned | should first figure this out in
the works themselves.
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Day By Day, 2016
Pleksi izerine metalik boya | Metallic paint on plexiglass
Her biri | Each 55 x 55 x 20 cm

Orada ¢ozersen hayatta da ¢ozersin diye...
O yiizden de buradaki gibi yavas yavas baslad..
Sapmalara basladin.

Evet. O kadar “rigid” bir isken, egilip bozuluyor. O kadar

zorlandim ki bunu yaparken. O bozulma basiyordu adeta bana.
Zorladim onu. Cok zorlandim o diizgiin kareyi bozma
mevzusunda. Sonra hosuma gitmeye baslad..

Seni de onardr mi bu siire¢?

Onardi. Fakat bu obsesiflik bir sene sonra hipokondriakliga
déndi. Onu da Hypochondria sergisinde cézdim. Her isten iki
tane vardi. Bir hastalikli olan, bir diizgiin olan. O sergide de

o konu ¢&zildi hakikaten. islerde onu ¢éziince hayatta da yavas
yavas céziiliyor.

As in if you solve it there, you can solve it in life...
That's why it started slowly like this.
Then you started to deviate.

Yes. Even though it is such a “rigid” work, it bends down. | had
such hard time doing it. The deviation was stressing me. | forced it.
It was really hard distorting that smooth square. Then | started to
like it.

Did this process help you?

It did. However, this obsessiveness turned into hypochondria after
one year. | also resolved that at the Hypochondria exhibition.
There were two pieces of each work. One the diseased, the other
the decent. In that exhibition, the issue was truly solved. Once you
reach the solution in your works, it also slowly dissolves in life.




Kendi yontemini belirledin. Bu kdagit isler, farkl bir seri.
Boslugu kullanma bi¢iminden mi kaynaklaniyor?

Bunlarin sistemi ilginctir; gézlerimi kapiyorum ve bilgisayarda
bir sekil ciziyorum, aslinda hepsi o seklin tekrari.

Bu form olarak ¢ok daha organik bir sonuca gitmis. Acaba
spontane ve tesadiifi olanin etkisi mi?

Yiksek ihtimalle, tamamen hesapsiz yaph@im seyler. Bastan ne
ctkacagini da bilmedigim seyler.

Peki hangisini tercih ediyorsun? Pleksi malzemede sonucu ¢ok
net bir sekilde karsina ¢tkan mi, yoksa spontane olan ve hatayt
biraz daha barindwran bir sonu¢ mu?

Son zamanlarda bu spontane olanlar, kéagit isler, hatay
barindiranlar daha ¢cok hosuma gidiyor.

[simsiz | Untitled, 2016

Kesilmis 80 adet 300 gr bristol kagidi
80 pieces of 300 gr bristol paper cut out
95x95x6cm

You set your own method. These paper works are a different
series. Is it due to the usage of space?

The system here is interesting. | close my eyes and draw a shape
on the computer. As a matter of fact, it's all repetition of that same
shape.

This form has reached a far more organic conclusion. Is it the
effect of being spontaneous and random?

The things | did here are probably completely uncalculated.
| didn't know how it would turn out.

Which one do you prefer? The plexiglass material with clear
results, or the spontaneous result that accommodates errors
a little more?

Recently, | feel | like the ones that are spontaneous, the paper
works where there are errors more.

Isimsiz | Untitled, 2016

Kesilmis 80 adet 300 gr bristol kagidi
80 pieces of 300 gr bristol paper cut out
95x95x 6 cm

NOLOR ¥iye

A



b

PARCA BUTiN

~N
N

Peki kisitlayict simirlarinin olmast sonucu nasil etkiliyor?
Pleksilerde malzemen belli, malzemenin olanaklarini tabi ki
zorluyorsun ama o malzemeyle katman olugturma bicimin,

bir iislubun var ve o sana bir sinwr ¢iziyor. Yani biitiin islerinde
agik sekilde katmanlama iizerinden gidiyorsun. Form olarak
seni kati simirlarin i¢ine koyuyor. O sumirlarin igcinde nasil

bir hareket alanin var?

Kagit disindaki Gic boyutlu islerde mutlaka o sinirin icinde
kaliyorsun. Malzeme oluyor, malzemenin bijtcesi oluyor, ciinki
sansin yok. Kagitta cok rahat davranabiliyorum. Bazen alana
dzel islerde sinirlandirmalar oluyor. Senden bir heykel istiyoruz
ama 20 tane kural veriyoruz bunlar kullanmayacaksin, diyorlar.
Baska bir diisiince sistemi ile yaklasmayi gerektiriyor, bu benim
hosuma gidiyor. Bu da k&gt islerde hic olmuyor ama heykelde
cok oluyor.

But how does it affect the result to have restrictions? The
restrictions plexiglass pose are clear. Of course, you are
pushing the limits of the material, but you have a certain style
of layering and it restricts you. In other words, you re clearly
going through all of your work through layering. It puts you
within strict limitations in respect of form. How can you move
within these boundaries?

You always have to stay within those boundaries for three-
dimensional works other than paper. It's the material or the
material’s budget. You don't have any other chance. | can be
very comfortable with paper. Sometimes there are restrictions on
site-specific jobs. “We want a statue from you, but here are 20
rules and you will not use them”, they say. It requires approaching
the matter with a different thinking, which | like. This does not
really happen at all in paper works, but mostly in sculpture.

| Think Therefore | AM,

Nobody Said You Don't Exist, 2016
Pleksi izerine metalik boya
Metallic paint on plexiglass

Her Biri | Each, 16 parca | pieces
100 x 100 x 25 cm
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Bu soruyu yeniden bagka bi¢imde soracagim. Heykele
yaklasimin, katmanlar olugturmak yoniinde. Orada sabit
bir yaklagimin, tiretim biciminin olmast ve bunun birbirini
andiran sonuglar dogurmasi seni sinirlyor mu?
Cesitlemeye mi gidiyor?

O bir yéntem, o yéntemi kullaniyorsun. O yéntemin icerisinde
belki de gidebilecegi nokta bellidir. Bu katmanlar teknik olarak
bayle kullandigin zaman belli seyleri yapabilirsin, belli seyleri
yapamazsin. Ben bazen soruyorum; dedigin gibi cesitlemeye mi
gidiyor2 Benim yaninda durmayi sevmedigim bir sey, cesitleme.
Bana hep sorarlar; yurtdisinda cok sergi yaptim son zamanlarda,
kac edisyon heykeller diye. Hepsinden bir tane var, Gnik
oldugunu sdyleyince sasinyorlar. Orada neye geliyorsun, bir
baska versiyonunu yapayim ama ayni olmasin. Bu cesitlemeye
gidiyor; ondan sonra bundan da sikilmaya basliyorum.

Birds on the Wires, 2018
Kesilmis 300 gr bristol kagidi
300 gr bristol paper cut out
86 x208 x 15 cm

I’ll ask this question once again in another format. Your
approach to sculpture is to create layers. Does it limit you that
there is a fixed approach, a mode of production and that it has
similar results? Is it a step towards variation?

It's a method and you use that method. Perhaps the process in that
method is obvious. When you use these layers like this technically,
you can do certain things and you cannot do others. Sometimes

I ask myself, if it's going towards variation, like you said. Variation
is something | don't like to stand by. Lately, I've done so many
exhibitions abroad, and they always ask me about the editions

of sculptures. There's only one of each, theyre always surprised
to hear that it’s unique. This leads you to think “Let me make
another version, but not the same”. It is heading towards variation
and then I'm starting to get bored.
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Flow, 2019

Kesilmis 1600 adet 300 gr bristol kagidi iizerine metalik boya
Metallic paint on 1600 pieces of 300 gr bristol paper cut out
104,5 x 347 cm

Ama suirt daraltan sensin, yani senin yaklasimin.

Tabi tabi, benim. O, cesitleme olmaya basladigi zaman rahatiz
oluyorum. Kendi icerisinde gelisiyor o siirec ama o sinr,
cesitlenmeye dénmeye basladigi zaman rahatsiz oluyorum.

Bu isler herhalde bir haritanin tizerindeki izotoplara ¢ok
benzetiliyor. Senin onlarin tizerinden bir yeryiizii birimi olarak,
bir cografya olarak referans aldigin ya da referans verdigin
bir sey var mi?

Aslinda yok. Her seyi bir seye baglama durumunu sevmiyorum.
Vardir elbet psikolojik sebepleri de ama mimariyi cok seviyorum.

Bu sergilemeyi diisiindiigiimiiz is ve ailesiyle ilgili ne soylemek
istersin?

So, you're the one who narrows down the boundaries.

Certainly. I'm uncomfortable when it takes the form of variation.
The process develops in itself, but | feel uncomfortable when that
boundary starts to turn into variation.

These works are probably very similar to the isotopes on
a map. Is there anything you refer to as a unit of ground or
geography through them?

Not really. | do not like to connect everything to sometinh. There
are, of course, psychological reasons, but | love architecture.

What would you like to say about the work and the series
it belongs to that we are planning to exhibit?



4 ya da 5 is yaptim bu mantik izerinden. Bunlar da Bizans'in var
olan birtakim motiflerinden yola cikarak ayni motifi biraz evriltip
tekrar yaparak yeni bir motif yaratma zerineydi. Karakdy'de bir
cesme vardir. O cesmenin Ustinde cok giizel rélyefler vards;

o kadar hosuma gitmisti ki... Onun bitinini degil tek bir tanesini
aldigin zaman bayagi cagdas, mermerden yontulmus bir is gibi.
Ne zaman onu tekrarliyorsun, o zaman o motife déniyor. Bir tane
heykel yapiyorsun; aslinda tek basina giizel, arthrip simetrik
cogaltirsan bir motife dénisiiyor. Onlara kafa yorarken
cikardigim islerdi bunlar. Bunlarin her biri aslinda istanbul’un
cesitli yerlerinde gérdigim motifler.

Hic kendine dair bir cografya, yeryiizii, kayip bir mekan ya da
sana dair bir ozel alan yaratma gibi bir yaklasimin var mi?

Cok tuhaf, yeni yeni var. Bu sordugun soru mesela benim de son
bir iki aydir kafamda dolasan bir soru. Yeni bir mekan yaratmak
belki Gtopik bir alan yaratmak. Belki de yeni cikacak islerin ilk lafi
olabilir.

I have done four or five works with this approach. These were
based on the creation of a new motif by re-evolving and
repeating the same pattern based on a number of

Byzantine motifs. There is a fountain in Karak&y on which there
were beautiful reliefs; | liked it so much. It resembles

a contemporary, marble-carved work when you only take one
info consideration and not the whole. When you repeat it, it then
turns into a motif. You make one sculpture which is in fact beautiful
on its own, but if you multiply it symmetrically, it turns into a motif.
That's what | did when | was mulling over them. Each one of these
is actually the motifs | have seen in various parts of Istanbul.

Do you have an approach to creating a geography, earth,
a lost space or a special space just for you?

Oddly, it has recently begun. Your question is one that has been
on my mind for the last two months. Creating a new space,
maybe a utopian space... Maybe it's the foreword of new works.
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