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“Parca Biitin”, galeri programini, Tirk sanat tarihine kalici katkilar saglamayi hedefleyen karma sergiler ve yayinlar ile
destekleme fikrinden hareketle ortaya cikan ilk sergi. Serginin gayreti, kiratéryal bir calismanin, arashrma zemini izerine
kurulmasi gerekliliginin altini cizmek ve sanat yapitinin derinlikli ve cok perspektifli cézimlemeleri icin bir elestiri iklimi
kurmak zerine.

Her yil yinelemeyi planladigimiz bu sergi dizisi, parca-bitin iliskisinin sanatcilarin dinya gérisleriyle, sanat problematigine
bakislanyla ve plastik yaklasimlariyla gésterdigi farkliliklar, ortakliklar izerinden yapitlarin 6zgiin karakterlerini inceleyecek.
Parca Bitiin kitabinin bir sergi katalogunun étesine gecmesi, sanatcilarin Gretim sirecleri boyunca parca biitin prensibinin
nasil bir bicimde déniistigi ve islev kazandigini daha kapsamli bicimde kavrama ihtiyaciyla dogdu. Sanatcilarla yaptigimiz
konusmalar, yapit 8zelinde sanatciya yénlendirilen sorular ve bu sorularin zihin acici cevaplar, yapitla izleyici arasina

bir prizma koyarak 15131 defalarca yeniden kiracak; sanat tarihine dokiimanter ve anlamli notlar dissecek. Kitabi olusturan
sohbetler esnasinda, sanatcilardan kendi islerindeki parca-bitin iliskisinin ne kadar temel bir yeri oldugunu sergi daveti
vesilesiyle fark ettiklerini, hatirladiklarini, yeniden disindiklerini duymak, sanat yapitini Gretenin ickin sekilde bildigi ve
iretiminin temeline aktardigi bu kesintisiz katmanin aciga cikariimasinin &nemini gésterdi.

Soyutlamanin kaynag olan yaratici zihnin, sanatcinin kodeksini cézimlemeye niyet eden bu sergiler dizisi, anlam ve form
bakimindan 6zgiin, kendiligine dair mesafeli ve bilincli, sanat gelenegiyle elestirel bir aksta paslasan sanat yapitlarinin
tekil karakteri iizerine bir degerlendirme yapmak iizere yola cikiyor.

“Part Whole” is the first exhibition to stem from the idea of consolidating a gallery program with group exhibitions and
publications that aim to provide lasting contributions to Turkish art history. The objective of the exhibition is to highlight the
need for a curatorial work based on research, and to establish an atmosphere of critique for the profound and
multi-perspective analyses of the artwork.

This exhibition series that we are planning to repeat annually will scrutinize the unique character of the works through
differences/commonalities of the relationship between the part and the whole as revealed by artists through their
worldviews, perspectives on the art problematic and their plastic approaches. The Part Whole book goes beyond an
exhibition catalogue with the need to more extensively grasp how the part-whole principle is transformed during artists’
creation processes, and how it acquires functionality. The talks we had with the artists, the work-specific questions posed to
them and the mind-altering answers to these questions will refract light over and over again by placing a prism between
the work and the viewer; will leave meaningful and documentary notes for the art history to be written. Hearing during the
talks that the artists who participate in this exhibition have realized, remembered, and reconsidered how fundamental the
part-whole relationship is in their works on the occasion of this exhibition invitation shows the importance of shedding light
on this uninterrupted layer that the creators of artworks implicitly know, and convey to the basis of their production.

This series of exhibitions, which intends to figure out the codex of the creative mind — the source of abstraction — sets forth
to make an evaluation on the singular character of artworks that are unique in meaning and form, distanced to and aware
of their selfhood, and interact with art tradition on a critical axis.
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PARCA BUTON. SANAT YAPITINDA IGKIN IR L6l

Merkez nokta olarak parca-biitin iliskisini secip farkli sanatcilarin zaman icindeki tekil iretimlerinden yola cikarak, bu
iliskinin hangi ilkelerle kuruldugunu arashrmak hem zihinsel hem de plastik olarak yapitin katmanlarini kesfetmeye, heyecan
verici bir kapiyr aralamaya ve bir metot énerisi sunmaya dénisti.

Herhangi bir sanat yapit, izleyici tarafindan serbest bir bakisla, felsefi referanslarla ya da sanatei tarafindan aciklanan
yapilma prensipleriyle yorumlanabilir. “Parca Biitiin” sergisi ve kitabi ile énerilen tek bir odakla yapita bakma metodu, bu
sinirlar icinde yapitin zihinsel arkeolojisini yapmayi deniyor. Kisa siiren akademik seriivenimde, bir yorumun ancak dil
iktidarini ilan etmis bir baska tezi zikrederek gecerli olacag fikrine karsi tepkim, beni kuramsal referanslar yapmaksizin,
yapitla atisarak edebiyat cézimlemelerine girismeye, neredeyse lisans tezimin bibliyografyasini dahi sairin kendi
yayinlariyla sinirlamaya yéneltti. Bana en basta heyecan veren, yalniz basina yapitin mithis bir hazine olmasi ve dogru
sorularla katmanlar acildikea, ait oldugu zamana ve zemine oldugu kadar iliskilendigi baska referanslara ve sanat
problematiginin kendisine dogru da cogalmasiyd.

Bir parca olarak tek bir yapitin ilham verici yogunlugu kadar sanatcinin bijtiin Gretimini parca-bitin ekseninde incelenmesi
ve karsilikl bir bakisla iliskilenmelerin ortaya konmasi, sanatcinin kodeksini anlamak Gzere genis bir imkan saglyor.

Bu imkan cercevesinde herhangi bir yapiti gériir gérmez sanatcinin diger islerini taramak, parcadan bijtine ulasirken iretim
sirecindeki referanslar, ic iliskileri, tekrarlar ve dénistirmeleri daha iyi kavrama olanagi veriyor.

Parca-bitin iliskisi baglaminda, sanatcilarin, kendi prensiplerini bazen bitin Gretimlerine yayan bazen isten ise yenileyen
halleri, sanatcilarla yaphgim konusmalar sonucunda beni, béyle bir yaklasim biciminin ne kadar cesitli yorumlama olanag:
sunabilecegine ikna etti. Sanat retiminde neredeyse zorunlu bir iliski olarak yer alan parca-bijtin meselesi, sanatcilarin
her biri icin dénemler ve medyumlar farklilik gésterse de kendi pratikleri icinde bir ilke olarak benzer karakteristiklerle
ortaya konulmus. Sanat eserinde ickin bir bilgi olarak var olan bu iliski, sanatcinin aidiyet, temsiliyet, gérsel kimlik ve
varliga dair gérisleriyle de tutarli bir cizgi izliyor.



Ahmet Elhan’in kendi iretim sireci icin dzgirlestirici nitelemesini yaphdr “ Yeristinden Notlar” serisi, gelisigizel cekilmis
fotograf parcalarinin soyut formlar yaratmak iizere, 12’li kompozisyonlar halinde bir araya getirilmesiyle olusturuluyor.
Sanatcinin giindelik imge hafizasini bosaltan ve bir anlamda iretim kanallarini temizleyen bu parcalar, adeta bir desen
defteri islevi gérilyor. Son derece planli, teorik ve tematik serileriyle bildigimiz sanatci, bu seri ile didaktik olandan
vzaklasarak serbestlik kazaniyor. Ahmet Elhan fotografinda parca-bitiin, bir yéntem olarak pratige giriyor ama parcalar
bitinlesip bir hikdye anlatmaya veya bir bitini imlemeye calismiyor. Parcalar, bir kompozisyonun ayrilamaz égesi olarak
yer aldiklari icin kendi basina hayatlarina devam edemiyorlar. Kimi zamansa parcalar bir bijtin olusturmak yerine
bitinden fragmanlari bir arada sunuyor. Parcalar, farkl kompozisyondaki yerlestirilme bicimleriyle islev kazaniyor; kimi
zaman bir nesneyle tanimli bir profili iliskilendirmek icin konumlaniyor kimi zaman belirli gérintileri soyut bir imgeye
dénustirmek icin... Parcalamanin, parcalanmaz bitinlere bir tepki halini aldigy, fotograf problemini tartismak izere
aynstrdigi ya da fotografin géz ve refleks olarak anlasilan ve gériintinin kutsiyetini éven, gercegin kanit olarak
alimlanisina bir tavir olarak doguyor.

Sanat eserinin bdlinmez kutsiyetini parcalayan bir diger is, Gilsin Karamustafa'nin “Vadedilmis Resimler” serisinden sunak
parcasi formuyla bir araya getirilmis, 11 adet tuvalden olusan resmi. Kompozisyonu bélmenin ve parcalari yenileriyle
degistirilebilir olarak konumlamanin verdigi olanakla esnek, 6zgir bir yapi doguyor. Bitiniin icinden ayrilan resim, tek
basina var olurken, sunak formunu koruyarak yerini yeni bir parcaya birakiyor. Parca, yenilenirken biitinin anlami da
dénisiyor. Bu, ikame edilebilme imkani, resmin bélinmez kutsiyetinin sorgulanmasina da yol aciyor. Diger yandan dini
baglamdan koparilarak baska bir kutsallik boyutuna génderme yapan resim, gercekte kutsiyeti olmayan karakterleri
ikonlastinyor ve farkli kiltirlere ait el hareketleriyle kutsallik atfedilen resmin sifrelerini siradanlastinyor. “Vadedilmis
Resimler”de bijtin, hem plastik deger bakimindan resim problemiyle hem de anlam ve referans kaynagr olarak sanat
tarihiyle bir hesaplasma iceriyor. Parcalar, yeni bir dizlemde kurduklari iliskilenme ile &nce kopup geldikleri biitinden
bagimsizlasiyorlar yani artik kendilerinden baska seye referans vermiyorlar. Sonra eklendikleri ve bir formla bitinlendikleri
yapidan koparilip bagimsizlasmalarina olanak taniniyor fakat form, eksik birakilmiyor; yeniden bitinleniyor. Nihayetinde
yapitin biting, parcalarinin farkli yerlere dagilmasi ve yenilenmesi izerine anlamlaniyor.

ilk dnce bedeni, kendine has gelistirdigi soyut parcalarla sematik bir yapiya dénistiren ve kurdugu parcali semayi da farkl
bicimlerde parcalayan Mithat Sen, sanat iretimi boyunca hem medyumu hem de kendi yarathgr semayi parcalayarak, bir
bakima kendi kutsalini da yikabilecegini géstermisti. Sergide yer alan ve on iki parcadan olusan Beden Ill. Seri, birbirini
tamamlayan parcalar halinde ama ayni zamanda bitin akisi da icererek eszamanlilik ve sireklilik ilkesi izerine kuruluyor.
ilk kez 1996 yilinda, bir kartpostal serisi olarak tasarlanan ve bir performans olarak izleyiciyi de sirece déhil eden yapit,
bitine ve parcaya geometrik, grafik bir yapi ve renk ayrimlariyla dikkat cekiyor. 2017 yilinda gerceklestirilen “istif”
sergisinin metninde, “parcayla bitinin Mithat Sen resminde yer degistirebildigini ve birbirine karsilik gelebilme haliyle,
‘mitekabiliyet ilkesi’ dogrultusunda var oldugunu hatta bir parca olarak resmin, temsil ettigi cografyanin bitinin
tasidigin” iddia etmistim. Sanatcinin kurdugu evren, parca-bitin prensibinin imkan ve ihtimallerini arastirarak cesitleniyor.

Kendine has motiflerini bir ritiel halinde yeniden insa eden Ekrem Yalcindag “Parca Bitin” sergisinde ilk kez, motifleriyle
olusturdugu bir otoportreyi sergiliyor. Parcalarin kendisinden ve ait oldugu daha biyiik bir bitinden baska bir seye referans
vermedigi resimlerinde Yalcindag, motifin sinirsizh@i ile bitin resimlerinin, kendisinin de déhil oldugu tek bir bijtin olduguna
isaret ediyor. Ekrem Yalcindag resminde parca, bir ériintinin elemani olarak bitinin tamamlayicisi islevi gériyor. Resim,
tamamlandiginda ucu acik birakilan motifle, daha biyik bir bitinin parcasi oluyor. “Uretilmis olan biitin gérsel trinler
benim evrensel arsivimdir, kitiphanemdir” diyen sanatcinin kendi resim dili icerisinde kurdugu alfabe, parca olarak degil
birbirine ériintilendikce anlamlaniyor. Sanatcinin pratigi, resmin unsurlarini indirgemek, azaltmak yéniinde seyrettigi icin
parcalar arasinda bir hiyerarsi yok; bu da bitinin, dengeli ve géziin tamamladigr bir rahatlikla alimlanmasini sagliyor.

TIOHM L84 N1L08 ViHd
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Begim Yamanlar, sirec iizerine kurguladig, fotograf karelerinin birbirini takip eden degisikliklerle bir araya gelmesiyle
olusan video islerinde, aslinda hicbir zaman ulasamayacagimiz bir bijtini izleyiciye sezdirmek Gzere hareket ediyor.
Videolar, sentetik bir birlestirme ile degil homojen bir akis halinde birbirine eriyen gérintilerle yapiliyor. Fotograf
sekanslarindan olusan video, aslinda parcalardan olusurken, parcanin parcaliligini unuttururcasina bitinliyor. Degisen
sekanslarin arasindaki sinirlar ve parcalilik, okunamayacak kadar kayboluyor. Bu olusturma biciminde, sezgisel bir bitin
arama hali var ve bu hal, temelde de sanatcinin kendi bistinligini kavrama, olusturma, konumlandirma ihtiyacindan
doguyor. Bitiny, “parcalarin arasindaki devamli ve karsilikli olan dénisim, degisim ve birbirini sirekli evriltme hali” olarak
tanimlayan sanatci, bitinin dogrudan bulunamayacagini ancak sezdirilebilecegini savunuyor. Yamanlar'in pratiginde,
bitine ulasmak degilse de bitini aramak, bir ideal olarak var oluyor.

Uretim siirecinde biriktirilmis buluntu imgeleri, kendi cektigi fotograflari, desen ve resimleri bir tir dile dénistiren

Ulgen Semerci, calismalarinda bu dilden hareketle yeni kelimeler iretiyor ve bazen de kelimelerin birlesimiyle poliptik islere
dénisen bir cimle kuruyor. Doganin sapmalarini ve zamanla dénistirme prensiplerini Gretimin temeline tasiyan sanatci,
seneler sonra dahi kendi islerinin arkeolojisini yapiyor. Cikis noktasinda hikayeler olsa da hicbir seyi dogrudan isaret
etmeyen bu soyut calismalar, kaza ve karar sireclerini Gretime dahil ederek olusturuldugu icin doku olarak da leke olarak
da daha biyik bir bitinin parcasi olduklarini sezdiriyorlar. Gérsel bir dil kurmanin ve o dille iretilen islerin bitinliginin
arayisinda olan sanatci icin biitin malzemeler, temsili birakiyor ve eriyip sahsi bir dile dénisiyor.

Desen ve buluntu imajlarin birlesmesiyle kolajlar olusturan ve bu kolajlarin birlestigi kagit zeminin boslugunu da ayr bir
parca olarak konumlandiran Burcu Yagciogly, tim parcalar organik bir ériinti olarak kullanmak yerine yizeye dagitiyor.
Baska bir bitinden koparilan dekupe imaijlar, parcalilik hallerini sirdiiriyor ve geldikleri bitine dogrudan olmasa da
kaynaklarini sezdirerek referans veriyor. Nihayetinde tamamlanan is, desenler, buluntu imgeler ve bazen cercevenin de bir
parca olarak birlestirildigi kolajlarda, hiyerogliflere yakin bir ideogram kurgusuyla fragmental yapisini koruyor. Bosluga
sakince birakilmis olmasina ragmen kolajin yapisini dinamik kilan imgeler, aralarindaki mesafelere ragmen bir yizeyde
beraber olmaya dair atonal bir ritm tasiyor.

Sanatcilarin yapitlar, zihinsel sirecleri ve iretme bicimleri birbirinden cok farkli olmasina ragmen, bitine dair arayislarinin
kimi zaman yapisal, teknik bir mesele kimi zaman anlama ve alimlamaya dayali bir tepki gelistirme amaciyla sekillenmesi
hem sohbetler hem &rnekler Gzerinden acimlaniyor. Bu &rnekler, izleyiciye parca-bitin ilkeleriyle kurulan Gretim sistemi
izerine acik uclu, karsilastirmali bir bakis sunuyor. Kitaba konu olan yapitlar arasinda parcayi parca olarak kullanma,
bitini parcalama, parcadan bitine varma, parcanin parcalarla iliskilenme bicimleri bakimindan kesismeler, paslasmalar
gdéze carpiyor. Parcanin temsili, aidiyeti, gérsel kimligi ve yeniden islevlendirilmesi ise kolaj medyumuyla is ireten
sanatcilar icin daha gérilebilir dizeyde iken parcayi bitinde eriten sanatcilar icin sezgisel bir bakisi mimkin kiliyor.
Parca, sanatcilar tarafindan kimi zaman bitinin anlasilmasina hizmet etmek iizere kurgulanirken, kimi zaman da bitinin
parcalanmasi, anlamin izleyici tarafindan yorumlanmasini engellemek izere islev gériyor.

Sanatcilarin yapitlarina dair kurgulama sireclerini, Gretme bicimlerini ve diinya gérislerini paylastiklar bu sohbetlerde en
cok dikkatimi ceken, izleyicinin sanatcilar tarafindan yapiti tamamlayan bir parca olarak gérillmesi oldu. Yani soyutlamanin
getirdigi derinlikli katmanlarin, izleyici tarafindan kodlarinin cézilmesi ve bu ¢cézmenin de son derece kisisel olan varlikla
degiskenlik kazanmasi hali... Sanatcilarin yapitlarini bir killiyat olarak ele alarak sorular sormaya ve bitine dair bir yorum
elde etmeye calisirken, fasikilleri birlestirerek onlarin kodekslerini okumaya gayret ettim. izleyicisi ile tamamlanacak olan
yapitta ickin olan bir sirrin ortaya cikarilmast icin bir baskasinin zihnine ihtiyac duyulmasi, bana kendi basina ilahi bir
bitinlenme gibi gérindi. “Ben bir gizli hazineydim, bilinmek istedim” séziinin isiginda hazinenin bir tevazu ile insana
acilmasi gibi yapit da bilinmek istenen ve bu bilinmeyle bir seyler bildirmek isteyen bir gizli hazine olabilir miydie



PART WHOLE. AN INHERENT INFORMATION T0 THE ARTWORK

Choosing meronomy (the relationship between the part and the whole) as the focal point of an exhibition and scrutinizing
with which principles this relation is formed departing from different artists” singular productions throughout time soon led
to discovering the various aspects of the part in both the mental and the plastic sense of the term, to an exciting case

of cracking doors open, and to offering a proposal of method.

Any artwork can be interpreted from a free perspective by the viewer, through philosophical references or principles of
creation elucidated by the artist. The method of looking at the artwork from a single point of view, as offered by the

“Part Whole” exhibition and book, is but trying to perform a mental archaeology of the work within the said boundaries.
My reaction throughout my short-lived academic journey against the idea that an interpretation can only be valid by
mentioning another thesis that has attained discursive power steered me towards embarking on literature analyses through
altercations with the work without making theoretical references, and even towards limiting the bibliography of my
undergraduate thesis to the poet’s own publications. What excited me at the beginning was that a work in itself is

a tremendous treasure and as its layers are unfolded with the right questions, it multiplies towards the time and backdrop

it belongs to as well as towards other references it interacts with, and the art problematic itself.

Observing the inspiring density of a single piece as a part as well as the entire production of the artist within the part-whole
context and revealing the creation of relations with a reciprocal perspective offers many possibilities for understanding the
codex of the artist. Hence, scanning through other works by the artist as soon as you see any of his/her works, presents
the chance to better grasp the references in the production process when reaching the whole from the part, inner relations,
repetitions and transformations.

In the context of part-whole relationship, artists’ states of spreading out their own principles on their entire productions

at times and renewing them from work to work at others convinced me - after the talks | had with the artists — about the
opportunities such an interpretation attempt could offer. Existing almost as a mandatory phenomenon in the production
of art, the part-whole relationship — although it differs in terms of periods and mediums for each artist — appears to have
similar characteristics as a principle within its own practices insofar as the works featured in this exhibition are concerned.
Present as a piece of information intrinsic to the artwork, this relation follows a path that is consistent with the artist’s views
of belonging, representation, visual identity and existence.

The series “Notes from the Overground” by Ahmet Elhan, which he defines as liberating for his own production process,

is formed through the merging of randomly taken photographs in compositions of 12 to form abstract forms. Exhausting the
artist’s daily image memory and in a sense clearing the channels of production, these pieces almost act as a sketch book.
Known for his strictly planned, theoretical and thematic series, the artist acquires liberality with this work by steering away
from the didactical. In the photographs by Ahmet Elhan, part-whole is included within the practice as a method but the parts
are not trying to come together to tell a story that alludes to a whole. Since the parts are the inseparable pieces of

a composition, they cannot survive on their own. At times, on the other hand, the pieces — instead of forming a whole — offer
fragments of the whole together. The parts acquire a function by way of their means of placement in different compositions;
at times, they are placed so as to associate an object with an identified profile, at others to transform certain images into

an abstract image... Fragmentation emerges as a reaction against impartible wholes: the whole is dissociated to the end

of discussing the issue of photography, and the idea of the photograph being the proof of reality, the perception of
photography as the eye and the reflex, and the praise for the sacredness of the image are thus opposed.

TIONM L4Y NOINA Ve
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Yet another work to shatter the impartible sacredness of the artwork is the painting of 11 canvases from the “Promised
Paintings” series brought together in the form of an altarpiece by Gilsin Karamustafa. Thanks to the opportunity arising
from fragmenting the composition and placing the parts in such a manner that they remain modifiable; a flexible and free
structure is born. As the painting that is detached from the whole exists on its own, it preserves the altarpiece form and gives
way to a new part. As it is renewed, the part also changes the meaning of the whole. And that it is possible to replace any
part lets the artist challenge the indivisible sacredness of the painting. Making reference to another dimension of sacredness
by breaking away from the religious sense, on the other hand, the painting makes icons out of characters that in fact have
no sacredness fo them and through gestures of different cultures banalizes the codes of the painting which has been
attributed sacredness. In “Promised Paintings” the whole encompasses a reckoning with both the problem of painting in
terms of plastic value and with art history as a source of meaning and reference. With the association that they form on a
new plane, the parts become independent of the whole that they have broken away from, that is to say they no longer refer
to anything else but themselves. And then they are allowed to break away from the structure they have been attached to
and in which they had become whole through a form, and to acquire independence. Form is not left missing; however,

it is re-integrated. At the end, the entire work, by being fragmented through physical means, acquires meaning so as to fall
apart and renew itself.

Mithat Sen, who represents the body with his idiosyncratic abstract parts and fragments in different ways has shown
throughout his art career that he can in a sense bring down what is sacred to him by fragmenting both the material and the
schema that he himself has created. Featured in the exhibition and composed of 12 parts, Body Series Il is composed of
parts that complement one another but is based on the principles of simultaneity and continuity since the 12 parts also
encompass the entire flow. Designed first as a postcard series in 1996 and including the viewer in the process as a
performance, the work draws attention to the whole and the part with a geometric, graphic structure as well as color
distinctions. In the text that | had written for the “Istif” exhibition held in 2017, | had claimed that “the part and the whole can
change places in the paintings of Mithat Sen, that they exist in line with the “reciprocity principle” in the sense that they can
correspond to each other, and even that the painting as a part carries the whole of the geography that it represents”.

The entire universe that the artist creates is diversified through the search for the possibilities and probabilities of the
part-whole principle.

Reconstructing his unique motifs as a ritual, Ekrem Yalcindag exhibits in “Part Whole” a self portrait that he has created
using his motifs for the first time. Yalcindag says that he creates — through the infinity of the motif - a single whole in which he
is also included, and that in these paintings the parts do not make references to anything else than themselves and the whole
that they belong to. The part rather serves as complementary to a whole as the element of a pattern. Once the painting is
complete, with the motif left open-ended, it becomes part of a greater whole. The artist, who creates an alphabet in his own
painting language, says “All visual products that have been created are my universal archive, my library.” And this alphabet
acquires meaning not as a part but by forming patterns with the letters of this alphabet. Since the artist’s practice follows

a path towards reducing and lessening the elements of the painting, there is no hierarchy between the parts; which in turn
allows for the whole to be received with balance and ease, as it is completed by the eye.

In the video works, which she constructs around processes and which are composed of photograph frames coming
together with consecutive changes, Begiim Yamanlar makes the viewers sense a wholeness that is impossible for them to
attain. The videos are made not through synthetic assemblage but with images melting into each other. Composed of
photograph sequences, the videos — although they are actually composed of parts — complement these parts as if they
destroy the fragmentariness of the parts. The boundaries and fragmentariness between the changing sequences disappear
to the point of not being able to be interpreted. There is an intuitive state of looking for the whole in this way of creation and
this state is basically born out of the artist’s need to grasp, form and place her own wholeness.



Defining the whole as “the parts’ continuous and reciprocal state of transforming and changing each other, and making
each other evolve,” the artist defends that the whole cannot be found directly but can only be implicated. In Yamanlar's
practice, seeking the whole exists as an ideal even though it is not to be attained.

Transforming the found images collected during the creation process, the photographs that she takes, and drawings and
pictures into a sort of language, Ulgen Semerci departs from this language in her works to form sentences that transform
info polyptique structures with new words and at times the union of words. Conveying nature’s deviations and principles

of bringing about transformations in time, the artist performs an archaeologic excavation of the works that she produces
herself. Since these abstract works, which do not directly point out to anything although their points of departure are stories,
are formed by including the processes of incident and decision in the course of creation, they implicate that they are part
of a greater whole as both pattern and stain. For the artist, who is after establishing a visual language and attaining the
wholeness of the works created with that language, all materials abandon representation to melt and transform into the
unity of a personal language.

Creating collages by bringing together drawings and found images and also granting functionality as a part to the paper
surface on which these collages are brought together, Burcu Yagcioglu distributes the parts on the surface instead of using
them as an organic pattern. Broken away from another whole, the cropped parts continue their states of fragmentariness
and make references to their original whole — albeit not directly — by implicating the sources. At the end, the completed
work maintains its fragmental structure thanks to the hieroglyphesque ideogram-like construction of the collages in which
drawings, found images and sometimes even the frames are united as parts. Bearing the dynamic structure of the collage
despite having calmly been dropped into emptiness, the images carry an atonal rhythm related to being together on a
surface despite the distances in between them.

Although the works, mental processes and production ways of artists are quite different from one another, that their search
related to the whole is shaped in accordance with the aim of developing a reaction based on at times a structural,
technical matter and at times on understanding and receiving is expounded in this book both through talks and examples.
These examples provide the viewer with an open-ended, comparative perspective on the artistic production process based
on part-whole principles. Using the part as part, fragmenting the whole, arriving to the whole from the part, parts’ relation
with parts among the works treated in the book deliver intersections and interactions with the forms. The representation,
belonging, identity and re-functionalization of the part occur on a more visible level for artists producing works in the
collage medium, while it enables an intuitive perspective for artists who melt the part inside the whole. Although the part is
sometimes constructed to contribute to the understanding of the whole, at times the fragmentation of the whole operates to
obstruct the viewer from grasping the meaning.

What struck me the most in these talks, in which artists shared their views on the creation process, the methods that they use
and their worldviews was that the viewer was seen by the artists as a part that complements the whole. That is to say, the
viewer deciphering the profound layers that abstraction brings about and the state of this deciphering acquiring variability
through extremely personal, individual perspectives... While trying to ask questions and achieve a rendition on the whole
while treating the works of the artists as a corpus, | united the fascicules and put an effort into interpreting their codex. That
the mind of another is required to reveal a secret intrinsic to the work that would be completed with its viewer appeared

to me as a divine state of completion in and of itself. Like the treasure revealing itself to man with humility in the light of the
quote, “l was a hidden treasure and wanted to be known,” could the artwork, too, be a hidden treasure that wanted to be
known and make things known through this unknown?
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Sanat tiretiminde gidebildigimiz en erken tarihlere
uzansak, 1982 deki Otoportre-I isini parcalilik
baglaminda konusabilir miyiz?

Fotograf egitimi icin okul zamaninda U¢li, besli, sekizli, onlu
seriler calishnirlardi bize; tek fotograflar disinda. Ve mimkinse,
onun kendi icinde bir kiigik 8yki anlatmasini isterlerdi. Ama bu
isin onlarla bir ilgisi yok. Buradaki sorun su: 2 yil boyunca yogun
bir film c6zimlemesi egitimi aldim; kare kare cekimlere bakhk ve
fotografa bakisim oldukga degisti. Bu siirecten sonra multivizyon
alaninda calishm. Coklu ekranda fotograflar gésterirsin.

Bir fotografi i, bes, sekiz ekrana bélersin sonra birini eksiltirsin
ortaya giines cikar; digerini koyarsin buz erir. Su an icin ¢ok ilkel
ama o zaman icin enteresan bir seydi. Sirekli olarak her bir
sahneyi ve her bir parcayi bir dnceki ve bir sonrakiyle arasinda
bir képri olacak sekilde insa etmek durumundasin. Film de
boéyledir. Bir dnceki cekimle bir sonraki cekim arasinda bir képri
kurarsin. Ona kurgu diyoruz. Fakat ben burada film yapmiyorum;
multivizyon da yapmiyorum. Bir fotograf problemini ortaya
koyuyorum. Fotografin 6nemli gereglerinden biri, icayak.

Bu fotografta icayagin kendisi var; yukarda fotografin kare
olarak, kagit izerinde bir unsur olarak sallanan bir hali var, bos.
Makine yok. Ciinkii makine, bunu ceken zaten. Bu yoklugun
varligi meselesi, beni cok ilgilendirdi. Benim bir siri mekén
fotografimda insan yoktur. Daha dogrusu bana, “Sen insan
cekmiyorsun derler” ama evet genel olarak insan cekmiyorum.
Bir seyin olmamasi da basl basina bir géstergedir; onu
arayabilirsin bakiginla.

Otoportre-l | Self-portraits-l, 1982
C-Print diasec, unique

110 x 150 cm

Could we discuss your Self-Portrait-1 of 1982 in the context
of parthood if we take a prospective look at your earliest
artistic creations?

While pursuing my studies on photography, we were often given
the task of producing series consisting of three, five, eight, and ten
photographs besides taking single photographs. And whenever
possible, our professors wanted these photographs to tell a short
story. However, this work has nothing to do with them. The
problem here is that: | have received an intensive education on
film analysis for 2 years, and during this period, when we
examined frames thoroughly, my perception of photography
changed remarkably. After that, | worked in the field of
multivision, i.e. a technology that enabled the display of
photographs in a multiscreen environment. First, you divide one
photograph into three, five, or eight screens, and then you take
one out, and the sun comes up; or you insert another one, and the
ice melts. This may sound rather primitive for today, but it was very
interesting at the time. We were supposed to construct each scene
and every fragment in such a way that they could serve as a
bridge between the previous and following scenes and fragments.
The same holds true for making movies, where a shot is but a
bridge between the previous and the following shots. We call this
montage. But, | am making neither a movie nor multivision here.

| am presenting a problem concerning the art of photography.
One of the essential tools of photography is a tripod. And in this
work, the tripod is the very subject of the photograph. Above,
there is a photograph seen merely as an empty square, swinging
as an element on paper. There is no camera, because it is the
camera that takes the photograph. This issue of the existence of
absence has always intrigued me. There aren’t any people in most
of my photographs. Or rather, people tell me “You don't take
photographs of people,” which is true. As a rule, | don't
photograph people. The absence of something is a sign in its own
right; you can search for it with your own gaze.
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Otoportre I, teoriyi mesele edinen bir isti; Nesne-Ozne ise
daha ¢ok nesnenin ve bedenin referanslarina dayall.
Pargalanma, hangi prensiple saglaniyor?

Buradaki parcalanma, benim kurdugum 24 saatle ilgili. 8 saat
kabaca uykuya ayrilan saatse geriye kalan 16 saat de agir isci ev
kadininin hayati. Yukanda ve asagida nesne, sabit; ortada kadin
viicudu, yalnizca eli hareket ediyor. Yine bir netlik ve netsizlik,
hareket ve duraganlik durumu. Nesnelerin gévdeyle olan
iliskisinde: Ustte ve altta yer alan nesneler disaridan girerler
kadraja. Ortaya dogru sarkarlar. Ortadaki de hem iste hem alta
dayanir. Nesneler gévdeye karsi hep bir parca mesafede: Kopus.
Eger tam tersi olsaydi gévde ve nesneler birlesecekti ve bir
bitinin parcasi olacakh. Ben onu istemedim; gévdeyi yalniz
biraktim ve nesneleri disaridan iceriye bir saldir halinde koydum.

Ahmet Elhan fotografinda parca-biitiin, bir yéntem olarak iceriye
giriyor ama parcalar biitinlesip bir hikdye anlatmaya veya bir
biitini imlemeye calismiyor. Parcalar, bir kompozisyon 6gesi

olarak yer aliyorlar. Ama o kompozisyonun da ayrilmaz bir 6gesi;

cikardigimizda eksiklik olusuyor. Kendi baslarina yasayamiyorlar.

Nesne/Ozne-I | Object/ Subject-l, 1996
C-Print diasec, ed. 3+1ap
100 x 240 cm

Self-Portrait I, revolved around theory; Object-Subject series
however, is mainly based on the references of the object and
the body. How does the fragmentation function here?

The fragmentation here concerns the 24 hours that | fictionalized.
Roughly 8 hours are spent sleeping, and the remaining 16 hours
show the daily routine of a housewife as a manual laborer. The
objects above and below are motionless, the woman’s body is in
the middle, and only her hand is moving. Once again, the work
focuses on the issues of clarity vs. lack of clarity, and motion vs.
stability. In the relation of the objects to the body, the objects
above and below infiltrate the frame from the exterior. They hang
down towards the center. The one in the center leans against both
sides. The objects are always one step away from the body:
disengagement. If the exact opposite was the case, the body and
the objects would unite and become a part of a whole. | didn't
want that; | left the body alone and situated the objects as if they
were invading the body from the exterior.

In Ahmet Elhan’s photographs, the relationship between the part
and the whole serves as an artistic technique, but parts don't
attempt to become a whole in order to tell a story or try to signify
a whole. Instead, these parts function as an intrinsic element of the
composition, as they leave a gap behind when they are taken out.
They can'’t survive on their own, they can't exist alone.



1999°da Urart ta yaptigin ve fotograf nesnesinin
mekadna doniistiigii bir enstalasyon vardi...

Nesneler, zeminsiz olarak asetata basildigi icin gélgenin gélgesi
beliriyor. Bir milyoncu tezg&hlardan alinmis nesneler bunlar.
Urart'in sergi mekaninin tamaminin bu nesne gdrintileri ile
kaplanmasi, siyasi ve ekonomik bir mekén yaratmist. Ayni
zamanda galerinin ticarilesmesini elestiren bir isti bu. Parcalarin
biting, fiziksel ve zihinsel olarak cagrisimlan olan bir mekén
kurmustu.

I recall the installation Object-Space you have done
at Urart, that the photographic object directly
transforms into the space...

Since the images of the objects have been printed on acetate
without a background, we see the shadow of a shadow emerge
from within this work. What we see here are objects gathered
from pound shops. The whole exhibition space of Urart has been
covered with the images of such objects, which helped create

a political and economic space. This work also criticized the
commercialization of the gallery space. The whole made up of the
parts created a space with physical and mental connotations.

Nesne/Mekén | Object/Space, 1999

Enstalasyon gérseli | Installation view
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Ikililer, senin ilgilendigin ve birkag seri siirdiirdiigiin parcali
isler. Burada par¢alar arasinda bir kayip var gibi...

iki parcayla illa bir bitin yapmaya calisiyorum ama eksikli bir
bitiin. Birlesme noktalarinda fiziki olarak imkansizlik var ciinki
90 derece aciyla cekiliyorlar. iki ayri cekimi birlestiriyorum.
Perspektifleri iki ayri kacis noktasi; &rtiismesi mimkin degil. Bir
yandan da belli yerlerde 6rtistirip belli yerlerde bozuyorum
inatla. Sirekli olarak algida bu bozuklugu yaratiyorum. Bu ikililer
surekli bir araya geliyor gelmiyor, geliyor gelmiyor. iki parca
biting kuruyor, kurmuyor.

Boyle bir illiizyon kurma meselen var mi?

Var ciinki fotograf tamamen buna dayaniyor. Gercegin kaniti
diye ve bakmanin bir modeli olarak algilaniyor, fotograf. Bu
illizyonu kirmak istiyorum.

Peki, illiizyon senin yarattigin iste degil. Fotografin
algilanmasinda on kabil olarak geldigi icin bu algiyt kirmak
istiyorsun. Buradaki iki par¢a, bir biitiin yapmak iizere ama
biitiiniin olanaksizligint gostermek iizere birlesti.

Bunu ben s&ylemis gibi yapalim yazida.

Oyle yapalim. Fakat bana éyle geliyor ki sen, bu basit bir hile
gibi goriinen seyle daha fazlasini amaglyorsun.

Bir de bunlarda, renk unsuru vardir. Alimli bir manzara fotografi
yapmaya calishm; izleyiciyi bakmaya davet etsin diye. Orada
kasitl sapmalar var; kopmanin cok etkili olmadig yerlerde
koyuluklarla “burada bir sey var, dogal degil” rahatsizhigini
vyandirmaya calisiyorum.

Ikililer 1-013 | Diptychs I-013, 2010
C-Print diasec, ed. 3+1ap
105 x 150 cm

Karaksy Altgecit |

Karakdy Passageway I, 2008
C-Print diasec

110 x 220 cm

Diptychs are partial works that you are specially interested in,
and keep making new series. There seems to be a loss between
the parts here...

| insist on creating a whole with two parts but it is a defective
whole. There is a physical impossibility at the junctures as they are
drawn apart at a 90-degree angle. | unite these two separate
centers of repulsion. Speaking in terms of perspective, they have
two different vanishing points, and it is hence impossible for them
to overlap. Nevertheless, | obstinately make them overlap at
specific points and then break their contact at others. | constantly
disturb the viewers’ perception in this manner. These binary parts
don't overlap all the time. They converge and then diverge. Two
parts create a whole and then don't.

Do you intend to create an illusion?

| indeed do because photography completely depends on it.
Photography is perceived as a proof of reality and a model of
looking. | want to break this illusion.

So, illusion is not a part of the work you 've created. You want
to do away with it as it comes as a presupposition in the
perception of photographs. The two parts here unite to make up
a whole, but also to demonstrate the impossibility of the whole.

Let's put these words in the text as if | uttered them.

Sure. But I believe that you aim more with what appears
to be a simple trick.

At this point, we need to talk about the element of color in this
work. | tried to produce an eye-catching landscape photograph
in order to draw the attention of the viewers. There are intentional
deviations in the work: By using dark colors in areas where
ruptures are not that effective, | try to evoke in viewers the
disturbing thought of “there is something here, this is not natural”.



“Yerler”, tek seferde degil, agcinin santimetrik mesafe
farklarwyla ¢ekilen binlerce goriintii parcasinin ériilmesiyle
hazirlanmis, tamnabilir manzara ve i¢c mekan goriintiileri
sunuyor. Teknik ayni kaldigi halde, yerlerin farklilasmasi
bu seriye nasil bir katkida bulundu?

Simetrik mekéanlarda, simetrik merkez noktalarda durursam,

bu da sanki aynalasma gibi gériniyor. Belli bir zaman sonra
asimetrik yapmaya basladim. Baslangicta simetrik mekanlarin
simetrisini korudum. Ondan sonra zamanla, Karakéy Altgecit I'de-
ki gibi simetrisini bulamadigim bir yerle baska bir yere atladim.

Buradaki bir araya gelmenin mantigi, matematigi nedir?

Parcalar eksiltmeye basladim. Yerlerini kaydirmaya basladim.
Artk parcalar bir biitin olusturmuyor; biitinden fragmanlar
oluyor. Parcalanmis, yerleri degistirilmis, aksta déndirilmis.
Bir kismi cok kuralli, bir kismi tamamen kuralsiz. Gérintileri
drerken kesip athgim parcalar oldu.

Bir sireklilik var panoramada fakat plastik olarak sanatei,
tamamlanmis olani bozuyor; izleyici, yeniden gérintiyi
netlestirmeye, tamamlamaya calisiyor. Zaman gececek ve sanki
teknik bir aksamayla kayan ya da piksellenen gérinti
diizelecek etkisi tasiyor. Bu isler ise bize asla arzuladigimiz gibi
net bir gériinti vermeyecek. Organik biitini parcaladim. Bitiin
olarak cekip oranlarini degistirdim. Mikemmel bir bitmis yerine,
anizali bir bitin olusturmak. ikna edici olmak istemiyorum;
vyandirici olmak istiyorum.
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“Places” offer familiar landscapes and indoor images, which
are prepared by weaving together thousands of image fragments
that were not shot all at once, but one by one, moving the
camera only a couple of centimeters each time. Although the
technique remains the same throughout the series, the places
differ. How did this variety of places contribute to this series?

When | stand on symmetrical center points in symmetrical places,
this produces a mirror-like effect. After a while of opting for this
aesthetic choice in my works, | began to incline towards the
asymmetrical. At the beginning | maintained the symmetry of
symmetric places. Then, over time, as in Karakdy Passageway |,
a place where | could find no symmetry, | took yet another step
towards the asymmetrical.

What is the rationale, the mathematics behind the unification
of the parts in these works?

| began to remove some parts. | began to shuffle them. So,

the fragments no longer create a whole, but they become parts
of the whole. Broken, dislocated, and revolved around an axis.
Some of them follow a set of rules, and others don't. There are
fragments that | cut and threw away while weaving the images
together.

There is continuity in the panorama but the artist breaks down
plastically which is completed. The viewers thus try to clarify and
complete the image again. This gives them the feeling that the
image, dislocated or pixelated due to a technical failure, will
normalize sometime soon. However, these works will never present
their viewers with a decent image. | broke down the organic whole.
| took the parts of it and changed their proportions. This is the
bringing together of a defective whole, instead of creating a
perfect one. | don’t want to be persuasive; | want to be stimulating.
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“Gergedanlagsma’” serisine gelelim. Buradaki nesne ve
bedenlerin parcalanmasi, énceki serilerle nasil ayrigiyor?

Hazir bir malzeme. $ahika Tekand'in oyunu. Bedenler zaten var,
nesneler de var, onlarla olan iliski de var. Ben sadece bedenleri
kilflarindan cikartim. 10-12 yillik bir oyun. Yeni dénemde bu
oyuncular fotograflamaya karar verdim. Provalari seyrederken,
yine ayni sinema-fotograf iliskisini disinerek bunun fotografi nasil
cekilir diye kafamda olusturmaya calishm; bu sekilde 8 parcaya
bsldim figiri. 2 kadin, 2 adam cektim. Dolayisiyla 8 parcaya
bslince farkl parcalarindan kullanabildim. Her bir parca ayri
birine ait. Yine asagidaki nesne sabit, net. Hareketli olan yine
insan bedeni.

Bu seride zaten verili bir biitiin var. Sen hazir bir kompozisyon,
tistelik sinirlart belirlenmis bir biitiinle yetinmeyecegin i¢in
o biitiinii par¢aladin.

Orada basit bir mantik kurdum. Bir metin var; oyuncular, metni
sdyledikleri sirada gercek anlamda bir performans hélindeler.
Mesela oyuncy, silindirin icinde kosarken repligini mikemmel bir
sekilde icra etmeye devam ediyor. Yénetmen, ona “kes” diyene
kadar performans devam ediyor. Bir hata yapildiginda hic
durmadan bastan aliniyor. Bu bitinlik, kendi kendine fare
tekerlegi gibi icine kapali zimbirt, benim tepemi athrdi. Ben

bir kisinin performansi yerine 4 ayri figiiri cesitli hallerde
fotograflayip parcalara ayirdim. Sahika'nin isinde hic bélinme
yok. Is akiyor ve her sahne 10-15 dakika oynaniyor ve bitiyor.
Benim kafamdan gecen de oydu: biitin o hareketi, o sireyi
parcalamak.

Bir ev kadininin 7 giiniini andiryor. Oyunculari zorlayan silindir
vs nesneler net, 8bir taraftaki mandal ve fermuar gibi...
Oyuncular ve ev kadini, anime, hareket sahibi...

Could we have a look at the series called, “Becoming a
Rhinoceros”? How does the partition of objects and bodies
differentiate from the other series?

Ready material. Sahika Tekand's play. The bodies are already
there, so are objects and their relations to each other. | only took
the bodies out of their covers. It is a 10-12-year-old play.

| decided to take the photographs of these actors in the new
season. While watching the rehearsals, | tried to imagine how

| could photograph the actors, thinking at the same time and once
more about the relationship between the movie and the
photograph. That's how | decided to fragmentize the body into

8 parts. | shot 2 women and 2 men. As | had divided the body
into 8 parts, it was possible for me to use different fragments

in each photograph. Thus, each part belongs to the body of a
different person. The object below is motionless and clearly seen,
once again. And once again, the human body is the only thing in
motion.

You seem to have broken down the whole since there was a
given whole in this series, and since you would not content
vourself with a ready composition, and with a whole whose
borders have been predetermined.

| employed a simple logic there. There is a text; and the actors are
literally performing when they utter the words making up that text.
They keep, for instance, saying their lines in a perfect way while
running inside that roller. The performance continues until the
director says “Cut!” In case of mistake, the actors start over
without a break. This kind of wholeness, this closed gizmo
resembling a mouse wheel drove me mad. Instead of
photographing a single person’s performance, | shot 4 different
figures in various states, and broke down these people’s
photographs into parts. We see no fragmentation in Sahika’s
work. It flows, and each part runs for some 10-15 minutes, and
then it ends. What | had in mind was the same: breaking down all
that movement, and all that flow.

It resembles to the7 days of a housewife. Obijects like the roller
that puts a strain on the actors, etc., are clearly seen, the clothes
pin and the zipper on the other side, for instance; actors and the
housewife, on the other hand are animated, in motion...

Gergedanlasma B3

Becoming a Rhinoceros B3, 2014
C-Print diasec, ed. 3+1ap

75 x75 cm



Kaliplar-002 | Templates-002, 2013
Pigment mirekkep baski

Pigment ink print, ed. 5+1ap

50 x 40 cm

Bu isle yakinlik kuran bir baska seri de “Kalplar” olmali....

Zemindekiler dergilerin icinden cikan patronlar... Once patronu
alip Ustindeki bazi cizgileri belirginlestirdim. Tamamiyla yine
plastige gére belirginlestirdim. Sahika’nin bir oyununda, her lafin
karsiligi bir hareket vardi. Toplamda 16 cesit hareket ve 10-15
oyuncu vardi. Her birine ayni hareketleri yaptinp birlestirdim.
Neden? Hareketler, “izgiinim”, “seviyorum” gibi kaliplard..

Her bir duygu icin bir kalip hareket vardi. Alttaki de zaten kumasi
kesmek icin bir kalip. iki kalibi st Gste bindirdim. Her birine de
A1, B1 gibi kodlar verdim. Ayni hareketi tekrarlayan figirler st
iste. Tonlarini da iki uca dogru cektim. Yani dogal bir sey degildir;
cizim haline getirdim onlan. Arkada kat kat cizim kagitlar, &nde
de cizilmis gibi hareketler...

1 suppose that another series associated with “Becoming
a Rhinoceros” could be the “Templates”.

The patterns on the floor are the supplements of a magazine...
First, | took the patterns and drew over the lines to make them
clearer. | made them clearer based completely on plastic
aesthetics. In one of Sahika’s plays each line corresponded to a
movement. There were 16 types of movement, and some 10-15
actors. | made them do the same movement and then combined
them. Why did | do this2 Because these movements corresponded
to specific patterns such as “I am sorry” and “I love you.” For
each emotion, there was a pattern of movement. Below, there is
a pattern that helps cut out the fabric properly. | made these two
patterns overlap. | assigned each one of them a code, such as A1
and B1. | overlapped the figures repeating the same movement.
And, | adjusted their tones in two opposite ranges. | mean it is

not natural; | turned them into drawings. In the background there
are drawing sheets, and in the front are movements that look like
drawings...
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12’nin olusturdugu biitiinler. Bunlara senin desen defterin,
giinliigiin diyebilir miyiz?

Ben zaten dikdértgen ya da kare calisinm; dikey calismam ama
bu, bir gazetecinin not defteri gibi. Bunlar, tamamen bitini
hesaplayarak bir araya getirilen parcalar. Plastik kaygilarla.
Tasarlayarak degil ekran izerinde tamamlanarak... Parcalarn
koyup yanina altina Ustine ne uyar diye yola cikilarak iretilen
isler. Siyah beyaz olarak hazirlayip renklendirdim.

Peki mesela her bir isin klasériinde kag fotograf karesi var?
Yoksa yine bir biitiin var da oradan pargalar mi kesiliyor?

Hayir, bunlarin hepsi tek tek cekilen fotograflar. Ama hicbiri

tek basina diizgiin bir gériinti olsun diye cekilmiyor. Bir bijtine
eklenecek parcalar olarak tasarisiz cekiliyor. Ustinde cok fazla
detayli disiniilen fotograflar degil. Ciinki biitini olustururken
nerede hangi parca lazim olacak belli degil. Bu fotograflarla
oynama sansim yok. Cikan fotograflar iizerinden uygun olanlar
seciyorum.

Diger islerin neredeyse tamami ya bir seri olarak tasarlanmug
ya da bir tema ¢ergevesinde ugrastigr meselenin sinirlar
dahilinde yapildi. Bir tek bu seri, gelisigiizel parcalarn,
karelerin birlestirilmesiyle olusturuldu. Sonucu sana

ne gosterdi?

Tamamen serbestlik hékim bu islere. Uygulamadan grenmek
cok dnemli; bunu gésterdi. Ben gok diiz bir mantikla davrandim.
Bir nevi alishrma yaptim. Uygulamanin icinden fikri cikardim.
Yapmanin icinden... Su anda 8yle bir serinin 500. fotografini
bitirmek tzereyim. Uygulamanin icinden cikiyor isler. O bicimler
neler getirirse sen ona gére kendini konumlandiryorsun.

Peki bu sonuglarla isler ne sekilde evriliyor,
nereye gotiiriiyor seni?

Didaktik olandan daha da uzaklasiyorum giderek. Serbestlik
kazaniyorum.

Peki serbestlikte buldugun yeni sey ne? Form mu, renk mi?

Form. Benim bir tir renk k&rii oldugumu biliyorsun. Bunlar, benim
ayirt edebilmem icin iyice uclara cekilmis renkler. Birbirine yakin
tonlari birbirine kanshrinm. Renkler sunu getiriyor: siyah-beyazdan
kurtuluyorum ama renkli fotograf cekmiyorum. Rengi kendim
oturtuyorum; yine yapaylik etkisi. Bitin mesele kurmak ve
yapaylik. Yapay bir sey, bir yapi insa etmek 6nemli.

Wholes made up of 12 fragments. Can we call them
your sketchbook or your journal?

My works are either square or rectangular; never vertical. This
work, however, is like a journalist’s notepad. These are pieces that
have been gathered together considering only the whole. With
plastic concerns. Not through design but through completion on
the screen... | created these works by placing the fragments
randomly at first, and then changing their places, thinking about
what would go with each fragment above and below. | prepared
them in black and white, and colored them later.

So, for example, how many frames are there in each work's
file? Or is there again a whole, from which the pieces have
been cut out?

No, these photographs have been taken one by one. But none

of them have been taken so as to create a proper image by itself.
They have been taken, without planning, as the fragments to be
attached to the whole. | have not thought thoroughly on these
photographs before taking them, because | didn't plan in advance
what kind of fragments would be of use while creating the whole.

| didn’t have the option of making modifications on these
photographs. | chose the suitable ones from the lot.

Nearly all of the other works have either been designed as a
series or created within the scope of a theme, or within the
borders of an issue. Only this series appears to have been
composed by bringing together random fragments, i.e. frames.
What did you learn from the process?

That freedom is the characteristic feature of these works. | realized
the importance of learning from practice in the process of their
creation, where | used a very simple logic. | kind of trained myself
in this. | retrieved the idea from the practice, as | was creating

the work... | am about to finish the 500th photograph of a similar
series. It is not theory practice that generates these works.

| continue my work in accordance with what these shapes tell me
to do as | create them.

So, based on these results how do you believe
the works evolve, and where do they take you?

I move far away from the didactic. | become freer.
And what is that you find in this freedom? Form or color?

Form. You know that | am sort of color-blind. These colors are in
their sharpest tones so that | can differentiate between them.

| can't tell the difference between similar tones. This is what colors
bring about: | free myself from black and white. And yet | can't
take color photographs. So | colorize them myself; here comes
the effect of artificiality again. It is all about composition and

the effect of artificiality. It is important to construct a structure,
something that is artificial.
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Fotograf cekip, cektigin fotograflarin iistiinde, malzemesiyle de
oynayarak kompozisyonu degistirdigin isler gordiik. Burada da
yine fotograf ¢cekiyorsun. Ama bilin¢li bir sekilde bir fotograf
olsun diye degil bir par¢a olsun bir birim olsun diye ¢ekiyor-
sun. Birlesme mantig da rastlantisal; is olusturulurken geligen
fotograflar. Daha siiratli ve tesadiife de yer veren, esnek, rahat
bir iiretim siireci. Peki bu imgeler buluntu imgeler olabilir
miydi?

Mutlaka bunu yapabilenler vardir ama ben illa o imgeyi
kendim bulmak gibi bir takinti icindeyim.

Bunlar cok serbest, rahatlatici ve gelistirici oldu. icimdeki kanallari
temizledi ve arka arkaya 500 tane fotograf cekebildim.

Bu seriden sonra bir siredir disinip tasinip kadrajlayarak
fotograf cekemiyorum. Uzintiyle sdylemiyorum bunu, sikilmisim.

Burada biitin, sirekli olarak hem parcalarla cekisiyor hem de
birbirini tamamliyor. Bu da nefes alici bir sey oluyor. Obir tirli
kapaniyor icine.

Her meslegin gelenegi ve kurallarinin, ihmal edilmemesi gereken
ama baskisina da direnmeyi bilmen gereken bir yeri var.
Gelenekselle ugrasmiyorum; fotograf gelenegiyle is iretmeye
calisiyorum.

Yeristinden Notlar | Notes From The Overground, 2018
Sanatsal baski | Fine art print, unique
Her biri | Each, 50 x 40 cm

Nita-James Kaplan Koleksiyonu | Nita-James Kaplan Collection

In some of your previous works, you seem to have altered

the composition by modifying the photographs that you took,
and also the materials. You have taken photographs for these
works, too. However, you have taken them deliberately in such
a way that they were meant to be fragments and not complete
photographs in themselves. Also, the manner in which these
parts have been brought together to make up the whole is
random. These photographs have taken their final shape in an
unplanned manner, as you were creating the work. It seems to
be a faster, flexible and comfortable process of creation that
allows for coincidence. What would happen if these images
were found images?

| am sure that there are people who can work with found images,
but | am obsessed with the idea of creating the images myself.

The photographs in these works came out to be unrestrained,
comforting and instructive on my part. They have cleaned up

the channels inside me, allowing me to take 500 photographs one
after the other. Since creating this series, | have not been able

to plan and compose the frames in my mind before taking photo-
graphs. It has been like this for a while now. | don't say this out of
regret. | was indeed bored of my old way of taking photographs.

In these works, the whole is in constant conflict with the parts but
at the same time the parts and the whole complete each other. The
result is breathtaking. Otherwise, the practice withdraws into itself.

Every profession has its traditions and rules that shouldn't be
neglected, but one also needs to know how to resist their
pressure. | don’t work in the traditional manner; | try to produce
works through the tradition of photography.



Yeristiinden Notlar | Notes From The Overground, 2018
Sanatsal baski | Fine art print, unique

Her biri | Each, 50 x 40 cm

Enstalasyon gérseli | Installation view
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GULSIM

KARAMUSTALA

Cesitli zamanlarda sizin icin onemli olan bir birim bu. Sanat
tiretiminiz boyunca tirettiginiz kolajlar var ve bunlarin bir
araya gelis ve bir resmi tamamlama hali var. “Vadedilmis
Resimler”’i olusturan ikonlar var, onlar da bir baska biitiinden
kopup gelen parcalar gibi...

Mesela en son seri “Vadedilmis Resimler”, 11 parcadan olusan
biyuk bir is; bir sunak formunda. Fragmanli bir is. Fragmanin
icinden bir parca cikarilip alindigi zaman, o parca yeniden
olusturularak hemen yerine konuluyor. ilk defa 2015'te,
Britksel'deki Europalia Sanat Festivali kapsaminda, “Mystic
Transport” isimli sergide g&sterildi.

Sonsuz bir kompozisyon bu yani?

Evet, 8rnek olarak Viyana'da merkezde yer alan parcasi bir
koleksiyona girdi. Gruptan ayrilan parcanin yerine yeni bir resim
yapip koyuyorum. Mesela dért kiicik parca cikti bistinin icinden;
o dért parcanin yerine dért yeni resim geliyor. Yani is, bir altar/
sunak gibi ayni formu koruyor ama icinden parcalar cikiyor ve
yerine yenileri konuyor.

Twpatip par¢ca mi eklenen?
Hayir, tamamen yeni yapilmis bir resim ekleniyor. Sonunda yine

format degismeyecek ama icindeki parcalar degistikce yepyeni
bir is olusacak. Yasadigim sirece béyle...

Vadedilmis Resimler | Promised Paintings, 2015
Tuval izerine akrilik | Acrylic on canvas

Cesitli boyutlar | Sizes variable

Sanatci ve Biro Sangedik izniyle

Courtesy of the artist and Biro Sangedik

This is a unit that has been important for you at different points
in time. You have produced several collages throughout the
vears, and these collages appear to come together and form

a painting. There are, on the other hand, icons that make up
the “Promised Paintings”, they are like parts that have been
detached from yet another whole...

The last series “Promised Paintings,” for instance, is a big work
composed of 11 parts, and it is in the form of an altar. Itis

a fragmented work. When a piece is taken out of the fragment,
that piece is re-composed and put back into its place right away.
It was put on display for the first time in the “Mystic Transport”
exhibition as part of the Europalia Art Festival, held in Brussels

in 2015.

So it is an infinite composition?

Yes, for example the central part of the composition was acquired
to a collection in Vienna. Each time this happens, | make a new
painting in order to replace the piece that leaves the group. For
example, when four small pieces are taken out from the whole,
they are substituted by four new paintings. So, this work is like an
altar in that it maintains its form but some parts leave the whole to
be replaced by new pieces.

Is the new part exactly the same as its previous counterpart?
No, it's a completely new painting. The format always remains the

same, but each time the pieces change, a completely new work is
created. It will continue this as long as | live...
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Sizin ilgilendiginiz ve iyi gozlemlediginiz kiiltiirel metaforlarla
cok ilgili bir sey. Ciinkii Anadolu kiiltiirii o par¢anin yerine
yenisini tiretmeyi, yakistirmayi, uydurmay: biliyor.

O uydurma fikri, evet.

Bitiniin icinden aynlan resim tek basina var olabiliyor.
“Vadedilmis Resimler”deki eller bir mechule isaret eder. Ve bu
grup resimde ise daha 8nceki resimlerden farkli olarak bir
anlatma durumu var, ellerle. Bir hikaye anlahcisinin el ifadelerinin
betimlemeleri var burada. Onun icin bir evvelkinden daha
karmasik bir isaret dokusu var. O karmasanin icinde elleri dini
goénderimlerle de yorumlayabilirsin, bir oratér, yani klasik Yunan
hikayecisinin ellerini de izleyebilirsin; dilsiz alfabesini de
gorebilirsin. icinde tarihsel génderileri olan el ifadelerinin
yorumlandigi bir bitindir, bu. En biyik ézelligi de parcalar
cekilip alindiginda bu sunak formunu bozmadan, kendini
koruyarak, kendi kendini dénistirmesi ve baska bir gériintiye
birinmesi...

Bir kompozisyon ilkesi olarak par¢ayi ¢ektigimizde tek basina
hayatina devam eder mi, sadece o biitiinle mi anlam kazanir;
vazgegilmez midir o biitiiniin icerisinde. Fragmanin iginde de
fragmanli...

Bir biitinin icinde fragmanlama. Fragmanin degiskenligine izin
verme ve sonucta fragmanlarla yeniden bir anlatim olusturup

onun sirekliligini gérisntr kilmaya dair.

Belli bir andan itibaren isin tamami tek bir mekénda bulunsun

degismesin diye karar verilirse o zaman kalicilik kazanmis olacak.

Konu kapanmis olacak. Kalicihgr orada bitiyor. Zaten ben
8ldigim zaman ne olacak... Benim gérevim, gdsterim sireci
boyunca isimin sahibiyken degiskenligini korumak. Beni
heyecanlandiran sey, b&yle bir isi bu degiskenlik icinde bir sire
sergileyebilmek ve sunabilmek. Ona bir aciklik nefes alma alani
taniyorum. Bir dénijsim saglayabiliyorum. Ama biri “bu
dénisimi ben burada bitiriyorum” derse orada biter. Su anda
en bisyik heyecanim, bir parca ayrilinca hemen yerine yenisini
koymak.

All this has a lot to do with cultural metaphors, in which you
are specifically interested and which you closely observe.
Because it is a common practice in Anatolian culture to
produce, tailor and adapt a new piece to replace the former:

That idea of adaptation, yes.

The painting that is separated from the whole is capable of
surviving on its own. The hands in “Promised Paintings” point to the
unknown. In this group of paintings, unlike their former
counterparts, the hands express something. As a matter of fact,
these hands simulate the gestures of the hands of a storyteller. This
is why these paintings are more complex than the previous ones in
terms of signification. In this complexity, you can interpret the
hands based on religious references; discern the hand gestures of
an Ancient Greek storyteller in them as well as the manual
alphabet. Here we are talking about a whole in which hand
gestures with historical references are interpreted. The most
important characteristic of this whole is that when its parts are
taken out, this doesn’t disrupt the form of the altar. Instead, the
whole protects itself through transformation and by taking on a
different appearance.

When we take out a part, which is a compositional principle,
does it survive on its own, or does it have a meaning only
within that whole; is it irreplaceable? Fragmented within the

fragment as well...

Fragmentation within a whole. It is all about allowing the
versatility of the fragment to eventually form a new narration
with the fragments and making its continuity visible.

If, at a certain point, a decision is taken to keep the whole work
in one place, then the work will have attained permanence. That
will be the end of the matter. Paradoxically, its permanence will
also come to an end there. What is going to happen when | die,
anyway... My duty is to protect the versatility of my work as long
as | own it and as long as it is on display. Being able to present
and put on display a work with this much versatility is the exciting
part of this work. In this manner, | give the work a small break to
breathe. | can ensure a transformation. But if someone ends this
transformation at some point, that will be the end of it. My greatest
excitement these days is to replace a piece right away when it is
taken out of the whole.
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Vadedilmis Resimler | Promised Paintings, 2015

Tuval Uzerine akrilik | Acrylic on canvas
50 x 60 cm

Sanatcr ve Biro Sangedik izniyle

Courtesy of the artist and Biiro Sarigedik



Vadedilmis Resimler | Promised Paintings, 2015
Tuval Gzerine akrilik | Acrylic on canvas,

Her biri | Each, 40 x 40 cm

Sanatci ve Biro Sarnigedik izniyle

Courtesy of the artist and Biiro Sangedik




Vadedilmis Resimler | Promised Paintings, 2015
Tuval Gzerine akrilik | Acrylic on canvas

50x 60 cm

Sanatci ve Biro Sarngedik izniyle

Courtesy of the artist and Biiro Sangedik

Peki bu bir par¢a imgenin ve resmin kutsalligi meselesini de
-¢tinkti boliinmez bir biitiin-, par¢alara ayrilamamasi,
par¢alarin yerine yenisinin konulamamasi gibi kutsiyeti

var bir sanat eserinin, bilhassa da sanatcist icin.

Aslinda onunla da bir miicadeledir bu. Ciinki bunlar 6zel
ikonlar... Ben, kendimi basindan beri resim iliskim icinde pentir
anlayisindan uzak tuttum. Ve bu resimleri yaparken belli bir
sorumlulugu Ustimden attim. Ciinky ikon denilen sey sudur:
Gékyiizinden emir gelir ve sanatci sadece bir eldir; onu uygular.
Bunun keyfini yasiyorum. O kadar biyik bir spontanlik ve
ictenlikle olusturuyorum ki bu resimleri... Mithis bir 8zgurlik
icinde. Ve sirekliligini bu yizden cok iyi koruyabiliyorum. Ciinki
bu bir yan olay olarak hayatimin icinde devamli bir Gretim
olusturuyor.

ikincisi, kutsal fikri izerindir. Hicbir dine bagl degildir. Din disi.
Dolayisiyla onlari birer ikon olarak cografyaya baglayabilirsin.
Yasadigin topraga, sehre vs.. ikon formu otomatikman kutsals
cagnishriyor. Fakat o kutsali anlamlandirabilmek icin hicbir ipucu
yok bunlarin icinde. icinde okuyabilecegin dine dair bir sey yok
ama duygu olarak hepsine dair olabilir.

Peki onlari yerinden etmis olmanin, tatl bir humor durumu
var mi?

Oyle bir yorum getirmek istemiyorum. Benim konumum nétr
burada. Sadece bir disavurum coskusunu yasiyorum; baska
bir sey degil.

So, about the sanctity of a part of image and painting —an
artwork is considered holy because it is an indivisible whole.
It cannot be fragmented and its pieces cannot be replaced,
especially in the eyes of the artist who created it in the first
place.

Actually this is a struggle against that idea too. Because these are
special icons... Since the beginning, I've kept my distance from
the understanding and notion of painting. And while | was making
these paintings, | relieved myself of certain responsibilities.
Because this is what an icon is: An order comes down from the
heavens, and the artist is but a hand that follows the order. | try

to make the most of this experience. | make these paintings in an
incredibly spontaneous and sincere way... In a terrific state of
freedom. This is how | manage to preserve the continuity of this
work perfectly well. This work constitutes a continuous realm of
production in my life, as a side narration, so to speak.

The second one is about the idea of sanctity. Sanctity does not
belong to any religion. It is non-religious. Thus, you can tie these
icons not to a religion but to a region, to your homeland, to the
city, etc. The form of the icon automatically brings to mind the idea
of sanctity. However, there are no clues inside them to help make
sense of that sanctity. There is nothing to read in them concerning
religion, but it is possible that they be related to all religions in
terms of emotions.

Do you find it somewhat humorous that you have
unseated them?

| wouldn’t want to put it like that. | am neutral regarding that
matter. | only experience the enthusiasm of expression, and
nothing else.
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Fragmanlari Fragmanlamak | Fragmenting Fragments, 1999
Seramik karo st baski | Print on ceramic tiles

Cesitli boyutlar | Sizes variable

B3 Koleksiyonu | B3 Collection

Sanatcr ve Biro Sangedik izniyle

Courtesy of the artist and Biiro Sangedik



Salt ta “Vadedilmis Bir Sergi”de gordiigiimiiz Fragmanlart
Fragmanlamak isine bakarsak, oradaki par¢a-biitiin iligkisi
icin neler séyleyebilirsiniz?

Oradaki hikdye tabi bambaska. Orada bir karsi bakis héli var.
Oradaki fragman meselesine yaklasirken yol géstericim Edward
Said idi. Said ‘Oryantalizm’in batinin doguya kendi gérmeyi arzu
ettigi fragmanlar cercevesinde bakhigr gérissini savunur. Onu

ilk defa okudugumda bu yoruma takildim ve onun iizerine,
oryantalist ressamlarin doguya bakis noktalarinda yaptiklari
resimleri fragmanlama egilimi ortaya cikti. Dolayisiyla orada

bir hesaplasma var. “Vadedilmis Resimler”de ise bir biitinin
icinden belli parcalar cikarldiginda ve yerine yeniden parcalar
eklendiginde bir biitini bozmadan bunu yapabilme serbestligini
yasamak istegi &ne cikiyor.

What can you say about the part-whole relationship in your
work “Fragmenting the Fragments” put on display as part of
“A Promised Exhibition” held in Salt?

The story there is completely different. There is a state of
counter-look in that work. While approaching the issue of the
fragment in the process of creating it, Edward Said was my guide.
According to Said, ‘Orientalism’ denotes the phenomenon where-
by the West looks at the East from within the frame of the
fragments that it desires to see. When | first read Said, this phrase
stuck in my mind, resulting in my inclination to fragment the
paintings of orientalist painters depicting the East from their
standpoint. Thus, there is a settlement in this work. However,
insofar as the “Promised Paintings” are concerned, what comes
to be fore is the desire to experience the freedom of preserving
the whole while taking specific parts out of it and adding new
pieces into it.
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Farkli parca-biitiin ornekleri verebilir misiniz; video
islerinden, tekstil kolaj serilerinden?

Birincisi, parca bijtin meselesi benim bitin kolajlarimin altinda
yatan bir seydir. Kolaji olustururken zaten kiciicik parcalardan
yola cikarsin; malzemen ne olursa olsun onu bir bicimde
bitinlestirdiginde ve o biitin seni tatmin ettiginde ancak bir
bitine varirsin. O noktadaki siirec, tamamen parcadan yola
cikip bitine ulasmaktir. Yoksa bitini parcalayip yeniden
yapma eylemi degildir.

ikincisi cok sevdigim bir video isim var. 2000 yilinda yaptgim
Kisisel Zaman Dértlisi. Ucer dakikalik, dért adet, ayni kiicik kizin
degisik eylemlerini izledigimiz film. Kendi evimde cektigim filmler.
Birinci filmde kiz, evin cekmece ve dolaplarini acar. ikincisinde,
anneannesinin dantellerini katlar. Uciinci filmde, tirnaklarini
kirmiziya boyar. Dérdiincisinde, ip atlar. Bu dért ayri filmin dért
ayri sesi vardir. Ama bu dért film, yan yana gésterildiginde sesler
birlesir ve bir kuartet olusturur. Bu cocukluga ait bir hikayedir,
kisisel bir ggdndermedir; kendi evim, kendi anilarim ve
hatirladiklarimla konustugum bir istir. Dérdi bir araya geldiginde
seslerin bir araya gelisi ve eylemin birbiriyle iliskilendirilis
bicimiyle yine parcadan bitine gecis olarak

yorumlanabilir.

Could you give different part-whole examples from
your video works and textile collage series?

First of all, the issue of the part-whole relationship underlies all

my collages. You obviously start with tiny pieces while composing
a collage. When you create a whole using those pieces and when
you content yourself with that whole, regardless of what material
you have used, it is only then that you really attain the whole.

The process can be summarized as attainting the whole departing
from the part. It is not the act of breaking a whole into its parts
and then reconstructing it.

Secondly, | have a video work that | dote on. It is the Personal
Time Quartet that | created back in 2000. This work consists of
four videos that are 3 minutes long each. These videos portray
the different actions of a little girl. | shot these movies at home.

In the first one, the girl opens the drawers and closets in the house.
In the second one, she folds her grandmother’s laceworks. In the
third one, she paints her nails in red. In the fourth one, she jumps
rope. Each of these movies has different sounds. But when these
four movies are shown side by side, the sounds unite and create
a quartet. This is a story about childhood; it has references to my
own life. In this work | speak through my own house, my own
memories and recollections. It can be interpreted as the transition
from the part to the whole based on how the sounds come
together and how the actions are associated with one another
when all four movies come together.

Kisisel Zaman Dértlisi

Personal Time Quartet, 2000

Dért kanalli video film

Four channel video film, 3’

Sanatcr ve Biro Sangedik izniyle
Courtesy of the artist and Biro Sangedik



Enstalasyon gérseli | Installation view
Sanatci ve Biro Sarigedik izniyle

Courtesy of the artist and Biro Sarigedik
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Genel bir soruyla baglamak istiyorum. Senin iglerin, dogrudan
bir referans vermiyor. Par¢ali olma halleriyle de doku olarak
da leke olarak da daha biiyiik bir biitiiniin par¢asi oldugunu
sezdiriyor.

islerimin olusum sirecinde bircok farkli kaynaktan besleniyorum.
Sonunda islerin bir anlatisi oluyor ama bu, hikayeci bir bicimde
degil. Uretim sirecinde farkli yerlerde topladigim imgelemle bir
alfabe olusturuyorum. Sonra o alfabeyle kelimeler olusuyor;
kelimelerle cimleler. Bir siir ya da bir mizik kompozisyonu gibi...
Birbirine reaksiyonla dogan, birbirinden beslenen parcalarin
olusturdugu ve izleyicinin psikolojik, gérsel, kiiltirel altyapisi ile
sekillenen ucu acik bir anlat.

Izleyici ile tamamlanan bir resim mi? Bu bana olduk¢a ilging
geliyor ciinkii temelde biitiin yapitlar, bir karsuik bulmak
ihtiyacinda ortak noktadalar. Fakat sanatginin izleyici ile
tamamlandigini belirttigi isler daha farkl bir iliskiyi

zorunlu kiliyor.

Evet, bir karsilik bulmasini elbette dnemsiyorum; bir yandan da
soyut dilin kapsayiciligs, bu iliskinin &znelligini olanakli kiliyor.
Resimlerin icerigi bircok farkli yerden gelebiliyor ama giiniin
sonunda hepsi bir potada eriyerek kendi gercekliklerini kuruyor.
Pratigim her zaman cesitli malzeme ve dilleri iceren birkag

kanaldan ilerliyor ve her kanalin kendi icinde bir gérsel evreni var.

[simsiz | Untitled, 2018
Tuval izerine akrilik | Acrylic on canvas

90 x 90 cm

[simsiz | Untitled, 2018
Tuval izerine akrilik | Acrylic on canvas

90 x 920 cm

I would like to start with a general question. Your works
do not provide a direct reference. And with their states of
being fragmented, they implicate that they are part of a
greater whole visually.

During the formation process of my works, | feed on many
different sources. At the end, the works have a narrative but this
narrative is not conveyed in a storytelling manner. In the creation
process, | come up with an alphabet with the imagery that | have
collected at different places. Then words are formed using that
alphabet, and sentences using these words. Like a poem or a
musical composition... An open-ended narrative that is born
reactionally, formed of parts feeding off of each other, shaped
with the psychological, visual, cultural background of the viewer.

Is it a painting that becomes a whole with the viewer? This is
pretty interesting to me because fundamentally all works share
the common point of needing to receive a response. But the
works that the artist has indicated to become a whole with the
viewer necessitate a different kind of relationship.

Yes, of course | care that it finds a response; and it is the
inclusiveness of abstract language that renders the subjectivity of
this relationship possible. The content of the paintings may come
from many different places but at the end of the day they all melt
in one pot and construct their own reality. My practice always
progresses through several channels that include various materials
and languages, and each channel bears a visual universe within.



Peki, her par¢a kendi iginde bir evren olusturuyorsa, yalniz
baslarina da bir biitiinliik arz ediyorlar mi?

Evet, hep onu amacliyorum.
Bir araya gelmeleri nasil bir kuvvet doguruyor?

Birkac yildir izerine cok disindigim bir konu. Ciinki ben,
atélyede ayni anda sayica cok is iizerinde calisiyorum ve bu
islerin yan yanaliklari, hem iretimlerinde hem de okunmalarinda
belirleyici oluyor. Bazi isler, dért bes sene icinde evrimlesiyorlar
ve her bir tabakanin yiizeyi bir sonrakine bilgi aktararak kendi
tarihini olusturuyor. Mesela Micromacrocosmos isimli birkac yila
yayilmis bir isim var; sonunda en Ust tabakasini kaziyarak ve
yizeydeki dokulan zimparalayarak farkli derinlikteki tabaka-
lardan kesitleri ayni diizlemde g&rinir kildim. Kazirken alttan
ne cikacagini tam olarak bilmiyorsun; sonra tekrar iizerine insa
ediyorsun. Geri gidip tekrar 6n plana gelerek st iste resimleri

birbirlerine dokumak gibi.

Yani once katmanlari olusturdun sonra isin arkeolojisini
yaptin.

Evet ve farkli katmanlarin farkli anlarindan tek bir kozmos olustu.
Hem zamansal boyutu var hem yiizeye dair, materyal boyutu var.
Onun fiziksel gercekligini ve ayni zamanda kendi evrimini hem
parcalar halinde hem de bir araya gelmis, kendi gérsel hikayesini
olusturmus haliyle diisinmek benim hosuma gidiyor. Soruna geri
dénecek olursak farkli anlatilar, evrenler bir araya geldiginde ne
oluyor? Farkli icerikleri ve gérsel dilleri cesitli olasiliklarda
dissinmek hem beni zorluyor hem de cok ilgimi cekiyor.

Kaza ve karar sireclerinin birlikte &rintilenmesi.

Well, if each part forms a universe within, do they also form
a whole by themselves?

Yes, that is always my aim.
What sort of force is born of their union?

This is a subject that | have been pondering a lot for the past
couple of years. | work simultaneously on many pieces in the
studio and the togetherness of these works determines both their
production and their interpretation. Some works evolve over
four-five years and the surface of each layer forms its own history
by conveying information to the next. For instance, | have a work
titted Micromacrocosmos that spans a couple of years. In the end
| scraped the top layer, sanding down the textures on the surface,
rendering sections from layers of different depths visible on the
same level. When you are scraping, you don't quite know what's
going to come up from down there, then you build on it again. It is
like weaving the paintings layered on top of one another by going

back and forth.

So, you first formed the layers, and then performed the
archaeology of it.

Yes, and from the different moments of different layers a single
cosmos was formed. It has both a temporal aspect and a material
aspect related to the surface. | like thinking of its physical reality
and at the same time of its own evolution both in parts and as a
whole, having created its own visual story. Going back to your
question, what happens when different narratives, universes come
together? Thinking of different contents and visual languages
through various opportunities is both challenging and appealing
to me. Marrying accidents with decisions.
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Bu, kaza ve karar noktalarina dikkat ¢cekmen miithis 6nemli.
Bir sanat¢uyi, sanat¢t yapan, kazanin, hatanin, sapmanin ise
ne kadar dahil olacagina ve isin bittigi noktaya karar vermek.

Bir miizede Nietzsche'den bir alinti okumustum: “Bir sanatcinin
hayal giici devamli olarak iyi, vasat ve kbt seyler retir; onu
iyi yapan karar yetisidir; hangilerini ne zaman nerede ne kadar
alacagidir” gibi bir sey... Aslinda hepimizin icinden gecen
yelpazeden, o veriler bitininden neyi secip kullandigin, o
kararlarin tamami sanatcryi insa ediyor, saninm. Rastlantlar ve
kaza olusumlari, benim pratigimde cok &nemli. Malzemenin
fizikselligiyle ugrasarak tretiyorum ciinki. Bu olusumlarin
hangisinin ne zaman resme dénistigi veya hangi lekeyi ne
ydnde imgelestirecegim, cok belirleyici. Bir arastirma, calisma,
okuma, diisinme evresi oluyor. Sonra iretirken biraz daha bunlar
arka plana itip daha icgiidiisel bir sekilde davraniyorum. Ama
onun olusabilmesi icin arka planda bir hazirlik gerekiyor ki
dusiinceler, tretim siirecinde dénisebilsin. Uretim, sezgisel ve
reaksiyonel oluyor; sonrasinda siki bir kararlar zinciri geliyor.

Parc¢adan mu biitiin ¢ikiyor yoksa biitiinden mi parca doguyor?

ikisi de oluyor. Bazen fotografin bir parcasi, bir kelime, bir dekupe
arsivimde durup bekliyor; evlerini ariyorlar. Sonra bir an geliyor
ve resmi biitinleyen anahtar oluyor. Bazen de okudugum
bitinliklg bir miti, parcalara ayirarak, fragmanlarindan yola
cikarak is Gretiyorum.

Albedo Etkisi | Albedo Effect, 2015,
Tuval Gzerine yagh boya | Oil on canvas
15x 12 cm

1t is tremendously important that you draw attention to these
aspects of accident and decision. What makes an artist is
deciding on how much an accident, a mistake, a deviation will
be involved in the process and on when the work is completed.

| had read a quote by Nietzsche in a museum, which goes
something like, “Artists’ imagination constantly produces good,
mediocre and bad things; what makes them good is their power of
judgement, knowing which ones to follow to what extent...”

| guess that's what makes an artist, the ability to pick and choose
from that range of data that runs through us all, and the sum of
those decisions. Coincidences and accidents are very important
to my practice, for | create by dealing with the physicality of the
material. Which of these formations turn into a painting and when
or how | will push a stain into an image is very determining. There
is a researching, studying, reading, thinking stage and then while
creating, | push these rather to the background and act more
instinctively. But for that to work, there needs to be a preparation
in the foundation so that thoughts can be transformed in the
creation process. The production is instinctive and reactional, then
follows a firm chain of decisions.

Does the whole emerge from the part or is the part born
of the whole?

Both. Sometimes part of a photograph, a word, or a cropped
image just sits and waits in my archive, seeking its home. Then
comes a moment when it becomes the key that completes the
picture. Sometimes | fractionate a complete myth that | have read
and create works departing from the fragments.



Sel | Flood, 2015
Sanatsal baski iizerine yagl boya | Oil on fine art print
17 x 13 cm

Delik | Hole, 2015
Sanatsal baski Gizerine yagh boya | Oil on fine art print

42 x 40 cm
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Bu is, bir Endonezya ksken mitinden cikiyor: Hainuwele.
Eliade’in “yenilebilir bitkilerin evcillestirilmesi” diye bir ifadesi
var; tanmin baslangicina dair bir mit. Bu hem ilk cinayeti hem de
tarimin kesfini anlatir. Bir adam, bir yaban domuzunun disinde bir
Hindistan cevizi bulur ve o gece rilyasinda ona bunu gémmesi
séylenir. G&mdikten sonra oradan bir agac cikar ve cicek acar.
Adam, cicegi kesmek icin agaca cikhginda elini keser ve elinden
dékiilen kanla, dalda bir kiz cocugu olusur. Kiz, hizla biyiyip
kadin olur. Adi, Hainuwele. Hainuwele diskisindan degerli objeler
gretir. Once adami, sonra da bir gece katldig dansta bitin kéyi
zengin eder. Kdyliiler, 8nce cok memnun olurlar ama sonra kizi
tekinsiz bulur ve 8ldirip kizin parcalarini cesitli yerlere gémerler.
Kizin bedeninin parcalarinin her birinden bir meyve agaci cikar.
Bu agaclarin meyvelerini yemek, tanrinin 6ziini yemek gibi.
Tanmin kesfi, insanin kendi yiyeceginin reticisi olmasi, her seyi
degistiriyor. Ben bu mitten cok etkilenmistim. Baslangicin bir kadin
olmasi hem kanla biyimesi hem &ldirilmesi hem de 8liminin
yaratici bir 8lim olup yeniden yasama déniismesi... Bu iliskiler
biting beni cok etkilemisti. Bu isi Grettigim zaman yeryiizi, yeralh
dijalitesi Gzerine disiniyordum. Burada tuvallerin birini

yeryiizi, birini yeralti gibi islemek istemedim; o yizden ufuk
cizgisini yukaridaki tuvale tasidim. Biri cok katmanliyken biri
dokusuzdur. Birinden digerine gecerken pozitif-negatif alanda
renk takasi yapan, birbirleriyle paslasan ve bitinleyen ama

ayni zamanda zitlik iceren iki parcadan olusmasini amacladim.

Bu isin plastik anlamda parcaliligi ve bunun bir araya gelme
bicimi iizerine bir seyler soylemek istiyorum. Buradaki
pargalar, birbiriyle kaynasan bir bi¢cimde birlesmiyor. Parcali-
liklarini muhafaza ediyorsun. Yiizeydeki form kendi basina bir
parga, tuvaller bir parca. Arada bir hiyerarsi yok gibi

ama sectigin tuvallerin boyutu biraz bu soruyu uyandiriyor.

Aslinda béyle bir hiyerarsi disindim. Yeraltinin yeryiizinden
daha fazla alana sahip olmasini istedim. Formu biyik ve yakin
plana, manzarayi ise uzak ve isin sinirina yakin yerlestirdim.
Tuvalleri bu imgelerle Ust Uste yerlestirirken aklimda mezar ve
ritiele dair referanslar vard.

This work originates from an Indonesian origin myth: Hainuwele.
Eliade has an expression that goes “the domestication of edible
plants”; it is a myth about the beginning of agriculture. It recounts
both the first murder and the discovery of agriculture. A man finds
a coconut in a wild boar’s tooth and is told to bury it in his dream
that night. After he does so, a tree grows from there and blossoms.
When the man climbs the tree to cut the flower, he cuts his hand
and a girl is formed on the branch with the blood dripping from
his hand. The girl grows in no time and becomes a woman. Her
name is Hainuwele. Hainuwele produces valuable objects from
her feces. She first makes the man rich, then the entire village in a
dance that she attends one night. The villagers are quite pleased
at first but then they consider the girl uncanny, so they kill her and
bury her parts in different places. A fruit tree grows from each part
of her body. Eating the fruit of these trees is like eating the essence
of God. The discovery of agriculture, that man is the producer of
his own food changes everything. | was quite impressed by this
myth. That the beginning is a woman, that she was both born with
blood and killed, that her death is a creative process evolving
back to life. These entire relations had left a profound impression
on me. When | produced this diptych, | was thinking on the
aboveground-underground duality. | didn’t want to treat one
canvas as aboveground and the other as underground, so |
carried the horizon line to the upper canvas. Whereas one is
multilayered, the other has no texture. | wanted this work to be
composed of two parts that swap colors in positive-negative
space when moving from one to the other, interact and
complement one another while at the same time, embodying
strong contrasts.

I'would like to say something on the fragmented state of this
work in the plastic sense and its way of coming together.

The parts here do not merge in such a way that makes them
intermingle with one another. You preserve their parthood. The

form on the surface is a part in and of itself, the canvases also

stand as parts. It is as if there is no hierarchy in between, but
the size of the canvases that you have chosen kind of raises this
question.

I did in fact think of such a hierarchy. | wanted the underground to
have more space than the aboveground. | placed the form large
and in close-up whereas the landscape far away, near the edge
of the work. | had references of tombs and rituals in mind while
placing the canvases on top of one another with this imagery..



Kéken | Origin, 2015
Tuval iizerine yagh boya | Oil on canvas

12x12cm / 34x25cm
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Bu, Sibel Horada'nin batik bir ada Gzerine kirrasyonunu yaptg
bir sergi icin Urettigim bir isti. Aslinda Bogaz'daki takim

adalarin parcasi olan bir ada daha varmis. Vordonisi isimli bir
ada. 11.yizyillda batmis; izerinde bir manastir varmis. Baska da
pek bir sey bilinmiyor... Batik ada imgesini hayél ederken, bir
adanin boyutunun nasil tayin edildigi sorusuna geldim. Ne
kadarinin suyun altinda, ne kadarinin yizeyde oldugunun belirle-
yiciligini dUsindim. Resimsel dilde pozitif negatif alanin karsiligs,
adanin ne kadarinin su ne kadarinin hava ile cevreli oldugu
olabilir mi diye... Peki, batmis bir ada, hélé bir ada midir yoksa
bir su altt dagi mi2 Ciinki adaligini kaybediyor aslinda.

O siralar bir dis ameliyah gecirmistim; disin de aslinda agizda bir
ada oldugunu disiindim. Bitin bunlar, bir dis réntgeninin eski
bogaz haritalariyla st Uste geldigi bir sirecten cikarak su, ada ve
hava olarak t¢lij bir hatta disinip bir triptik olarak kurguladim.
Tuvalleri asarken de sembolik anlamda bir tanesini biraz batirdim.
Adanin adaliginin su seviyesine bagli olmasi gibi, birbirine temas
eden ve birbirinin okunmasina etki eden tek bir kurguda ¢ tuval
olarak diisindim.

[simsiz Triptik | Untitled Triptych, 2017
Tuval izerine yagli boya | Oil on canvas

336 x 135cm

This was a work that | had created for an exhibition on a sunken
island, curated by Sibel Horada. Evidently, there was another
island that was part of the Bosporus archipelago. An island by
the name of Vordonisi, which sunk in the 11th century. There was
a monastery on it. Not much else is known... While imagining the
image of the sunken island, | arrived at the question of how the
size of an island is determined. | thought about the significance of
how much of it is under water and how much is on the surface.
Whether the reciprocity of the positive-negative space in the
language of painting could correspond to how much of the island
is surrounded by water and how much with air. Is a sunken island
still an island or an underwater mountain? For it does in fact lose
its islandness. | had undergone a tooth operation at the time;

| thought that the tooth, too, in a way is an island inside the mouth.
By extracting all of these from a process in which a dental x-ray
overlapped old Bosporus maps, | considered water, island and
air as a trio of elements and constructed them as a triptyque.
While hanging the canvases, | symbolically sank one a little.

Just like the islandness of the island depending on the water level,
| thought of them as three canvases touching each other and
effecting how each is interpreted.



Ilk bakista par¢alilign triptik olmasinda gibi goriiniirken
aslinda bir yerden koparilmis; doganmn i¢inden ¢iktig1 biitiintin
ozelliklerini siirdiiriiyormus gibi bir his verdi. Belki par¢adwr
ama biitiinii barinduriyordur.

Bu séyledigin, aslinda su an calishgim seyle ilgili. Tam da bana bu
parca-bijtin sergisinden bahsettigin siralarda bazi sukulentlerin
yapraginin topraga birakildiginda yapragin ucunda, bitkinin
tamaminin bir minyatiriniin olusabildigini fark etmistim. Bu basit
bir gercek belki ama parcanin, bitinin tamamina ait bilgiyi
iceriyor olmasi, beni cok heyecanlandirdi. Bitkilerde kék, gévde
ve yaprak hicreleri var; yapraktaki herhangi bir hiicre, bitin

bu hijcreleri ayrishrma 6zelligine sahip. Yani bitin hiscreleri ksk
hiicre gibi kullanabiliyor. Herhangi bir parcasindan bitini
dogurabiliyor. Oradan hareketle, cogaltma, iretme, tiretme,
yayilma izerine resimler yapmaya basladim. Bitin bunlarin
gérsel karsiliklan bir yelpazede ilerliyor. Birbirleriyle nasil iliski
kuracagini cesitli diyaloglar halinde gérecegiz.

Although its fragmentation at first appears to be its tryptique

form, it left on me the impression that it had in fact been

disconnected from somewhere at some point, and that it had
maintained all the features of nature, the whole from which it
was detached. Perhaps it is a part but it embodies the whole.

What you are saying is related closely to what | am working on
right now. About the time you told me about this “Part Whole”
exhibition, | had realized that if you left the leaves of some
succulents on the soil, a miniature of the entire plant could be
formed on the tip of the leaf. This is perhaps a simple fact but

| was very excited that the part includes information on the entire
whole. There are root, stem and leaf cells in plants; and any cell in
the leaf has the capability of separating all of these cells. That is
to say, it can use all cells as stem cells. It can give birth to the
whole from any part. Departing from there, | started making
pictures on multiplication, reproduction, derivation, propagation...
The visual reciprocity of all that progresses on a range. We will
see how they will form relationships with each other in the form

of various dialogues.

[simsiz | Untitled, 2018

Kagit Gzerine suluboya, yagh pastel ve kdmir

Watercolor, pastel and charcoal on paper
53 x72cm
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Anlattigin ¢ikis noktasi, bir hikaye, bir mit, bilimsel ya da
dogal bir vaka fakat vardigin yer, son derece soyut ve agik
bir referansi barindirmiyor. Nasil bir akis, hikdyeyi

bu hale ulastirtyor?

Saninm dil, béyle bir sey.

Soyutlamanin kendisi boyle diyeceksin, tabi.

Evet. ilgimi ceken hichir zaman adayi temsil etmek ya da adadan
bahsetmek olmadi. Bunlari iceren ve gérsel bir séylemi olan yeni

bir gerceklik kurgulamak ve bunun ikna ediciligi icin gerekli
sartlar bulmak, benim pesinde oldugum iretim bicimi.

The point of departure you are talking about is a myth, a story,
a scientific or natural occurrence but your point of arrival is
quite abstract and does not contain a clear reference. What
sort of flow is it that turns the story into this?

| guess that's what language is like.
You are going to say abstraction itself'is like that, obviously.

Yes. What holds my attention has never been representing the
island or talking about the island. Constructing a new reality that
encompasses these while having a visual discourse and finding
the right properties for its persuasiveness is the form of production
| am after.



[simsiz | Untitled, 2018

Kagit izerine karisik teknik
Mixed media on paper

Cesitli boyutlar | Sizes variable

Isimsiz | Untitled, 2018
Kagit iizerine suluboya ve karakalem
Water color and charcoal on paper

53x72cm
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1996 yilinda yaptiginiz ‘Beden II1. Seri’isimli ig, bilgisayar
ortaminda tasarlanmig ve nesnesi, kartpostal. 12 par¢alik ig
hem devamlilik gerektiriyor hem de siireklilik iceriyor. Bu isteki
par¢a-biitiin iligkisinin ilkeleri iizerine konusabilir miyiz?

Kafe ve restoranlarda kartpostallarin konuldugu stantlar vardi
ve ilgiyi taze tutmak icin kartlar her ay degistirilirdi. Bu seride,
izleyiciyi isin icine dahil etmek iizere, her ay bu seriden bir kart
konuldu. Her kart, kendi tasariminin yani sira bitin bir yilda
gelecek kartlari da zaman cizelgesi seklinde icinde
barindiryordu.

Peki, kartlarin iginde yine size ait sema var ve o sema,
pargalar halinde bize geliyor. Kesintiye ugruyor; i¢ ice ge¢iyor,
katmanlarla derinlik kazaniyor, grafik bir doniigiimle ¢izgisel
bir yiizey oluyor. Bu kompozisyonun ilkeleri nelerdir?

Zamani ve mekaniyla ilgili birtakim kaygilar tasiyarak baslamis
bir kompozisyon, bu. Mavi mor olan kare, erkek; kirmizi olan
daire, disi olarak... Ayni formun hem dairesi hem karesi hem
erkegi hem disisi, negatif ve pozitif olmadan, farkli ama karsit
olmayan bicimde yan yana, st Uste, alt alta bir bitini olusturma
gayretiyle gelir. Fakat biitin, bir kronolojik cercevede
gerceklesecegi icin yaninda bir kronolojik bant -yani

zaman- akar; ilkokullardaki tarih seridi gibi... ilk basta tamami
benim tarafimdan bilinen ama izleyicinin tek tek toplayarak

12 ay sonra bijtinine kavusabilecegi, buna ne kadar kavusmak
denebilirse, biitini elde edebilecegi bir sonucu belirlemek icin
yapilan bir kompozisyon. Parca-bitiin iliskisi bu ise 6zgi olarak
aylara bslinmis bir kompozisyondur.

Beden lll. Seri | Body Series lll., 2018
Diasec baski | Diasec print, ed. 12+1 ap
12 parcanin her biri | Each of the 12 pieces
100 x 70 cm

Body Series III you have created in 1996 was designed with

a computer software program and the object of the work is the
postcard. The work of 12 pieces includes both continuity and
simultaneity. Can we talk about the principles of the
relationship between part and whole in this work?

There were booths in cafés and restaurants where the postcards
would be placed and they would be changed each month to
keep the interest alive. In this series, a postcard was placed each
month to include the viewer in the work and each card included
an entire year within itself as a timesheet as well as its own design.

Well, there is a schema of your own inside the cards and that
schema comes to us in parts. It is interrupted, it is intertwined,
it acquires depth through layers; with a graphic transforma-
tion, it turns into a linear surface. What are the principles

of this composition?

This is a composition that began with certain concerns on its
place and time. The blue-purple square as male; the red circle

as female... Both the circle and the square, both the male and

the female of the same form come with the effort of forming of

a whole by coming together, overlapping, getting underneath
one another without any negatives and positives, in a different but
not opposing manner. But since the whole will be realized within
a chronological framework, there is a chronological band next
to it, meaning time is like the history band in primary schools...

A composition, the whole of which | knew at first but which was
determined so as the whole would be reached - if you could call
it that — in 12 months by the viewer by collecting the parts one
by one. In this work specifically, the relationship between part
and whole is formed as a composition divided in months.
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Peki, icinden herhangi bir kartin kaybolmas, siirekliligi
keser mi?

Keser, kompozisyonun bitinligini keser; illa kayboldugunda
degil eklendiginde de keser. 1'den 12'ye bir bitin olarak
tasarlanmistir. Bu bir hukuk zorunlulugu ya da teolojik bir
zorunluluk olmayip sanatcinin zorunlulugudur. Kartlarin
kompozisyonunun dayathgr bir zorunluluktur.

Bir taraftan da kartlar, sizin kurdugunuz diizen haricinde de bir
araya gelmeye ve farkli kompozisyonlar elde etmeye olanakli.

Elbette.

O da sistemin pargaliligimin farkl sekillerde birlesmeye olanak
tammasiyla ilgili.

Zaten bu imké&n déhilinde bir kompozisyon kuruldu. Farkli birles-
melere olanak tanir, sistem. Biitin kompozisyonlar 8yle kurulur.

Tek bir sonuca ulasmak icin parca-bitin iliskisi yapilmaz. Coklu
sonuglar dogurabilir kuantum fizigindeki gibi...

Bir taraftan 12°li bir biitiin, parc¢a ¢tkarilamaz ya da
eklenemez. 12 kartin toplamu, bir biitiin mii yoksa bir biitiinii
mii isaret ediyor?

Bir bitin{ isaret ediyor. Benim zikrettigim bir bitinin isareti.

Zikrettigim derken, bunun bir dile doniistiigiinii mii
soyliiyorsunuz?

Su anda zikrettigim bitinligin icerisinden konusuyorum.

Peki, icinden yeni dogacak biitiinler? 1 ve 3 numarali kartlar
birlestirdigimizde, kirmizi bir daire tamamlaniyor.

Tamamlanirsa, tamamlandii icin orada kesintiye ugrar. 12 kartlk
bir bitinden séz ediyoruz.

1 ve 3 numarall kartlardan olusan ikili, bir biitiin olarak
hayatina devam edebilir ama?

Ediyor da zaten baska islerde.

Well, would the disappearance of any card interrupt the
continuity?

It would, it would interrupt the wholeness of the composition; it
would do so not only if a card would disappear but also if one
were to be added. It has been designed as a whole from 1 to 12.
This is not a legal or theological imperative but the artist’s
imperative. It is an imperative imposed by the composition of

the cards.

On one hand, though, the cards make it possible to come
together outside of the order you have created and to form
different compositions.

For sure.

And that is about the fact that the fragmentariness of the system
allows for union in different ways.

The composition was formed in line with this possibility, anyway.
The system allows for various unions. All compositions are formed
like that. You do not create a relationship between part and whole
to reach a single result. It can produce multiple results like in
quantum physics...

On one hand, the 12 parts are a whole; you cannot add or
remove parts. Is the total of the 12 cards a whole or does it
point out to a whole?

It points out to a whole. The sign of a whole | utter.

When you say utter, are you saying it has turned into a
language?

| am speaking within the wholeness | am uttering right now.

What about the new compositions that will be born from the
whole? When we bring cards 1 and 3 together, a red circle is

formed.

If it becomes a whole, it will be interrupted there because it has
been completed. We are talking about a whole of 12 cards.

The duo composed of cards 1 and 3 can continue its life as a
whole, though?

It already does in other works.



III

Beden lll. Serisinden I, lll | I, lll From The Body Series lll., 2018
Diasec baski | Diasec print, ed. 12+1 ap

2 parcanin her biri | Each of the 2 pieces

100 x 70 cm
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Isimsiz | Untitled, 1996
Tuval izerine akrilik | Acrylic on canvas

123 x 123 cm

Mesela 1996 yilinda yaptiginiz, tuval iizerine akrilik bazi
resimleriniz var. Gergi miihim olan boya degil tuvalin alisila-
geldik bigimlerinden ¢ikmasi... Kartpostallarla ayni zamanda
tiretilen, karenin ikiye béliinmesi, dairenin ikiye boliinmesi ve
bu formlarin birlestirilmesiyle olusan resimler...

Evet, bu kartlara gelmeden evvel tuvalde farkli bitinleri parca-
layarak, o parcalar iizerinden tekrar ederek olusturdugum farkli
bitinler vard.

Siz bir daireyi ve kareyi materyal olarak ikiye bolerken Tiirk
resminde tuval, bir resim nesnesi olarak daha kutsal bir seydi
ve kompozisyon da béliinmez bir biitiindii. Siz, tuvali de kendi
yarattiginiz semayt da ikiye béldiiniiz. Kendi kutsalinizi mi
yiktiniz?

From here, I will move towards paintings acrylic on canvas,
you made in 1996, same period with the postcards. What
matters, though, is that not the paint but the canvas exceeds
usual forms, that the square is cut into two, the circle is cut into
two, and the paintings created with the union of these forms...

Yes, before arriving at these cards there were different wholes |
had created by fragmenting different wholes on the canvas and
going through those parts again.

When you divided a circle and square as canvas into two, the
canvas was sacred in Turkish painting as a painting object and
the composition was an undividable whole. You cut both the
canvas into two, and the schema you have created. Did you
demolish what was sacred to you?



Bir defa sanatin bisyik harflerle yazilmasina ve sanatin medyum-
larinin kutsallik tasimadigina dair bir vurgu yapmakla ilgili bir sey.
Onlan yaptgm zamanlarda, yilkselen bir enstalasyon yapilan-
masi vardi, sanat diinyasinda ve benim disincem, bunlarin ikisinin
birden yan yana olabilecegiydi; tuval resminin ve enstalasyonun...
Nitekim Kiefer, bunu kendi tuvallerinin 6niinde baska objeler
koyarak gerceklestirdi daha sonra. Tirkiye'deyse resim yapan-
lar, o d&nem enstalasyon yapanlari kiicimsiyor ve sucluyordy;
enstalasyon yapanlar da resim yapanlari... Ben de niye yan yana
olmasin derken tuvalin yizeyindeki resmin disinda, tuvalin kendisi
kavramsallastirlabilir mi diye bir denemeye giristim.

Tuval iizerinde o bi¢imde iiretmeye devam etmediniz belki ama
baska medyumlarda bu par¢alanmalari stirdiirdiiniiz.
Kartpostallar, kare ve daireyi ikiye bolen ve bu kompozisyon
olanaklarini arastiran ilk isler degildi...

Isimsiz | Untitled, 1996
Tuval izerine akrilik | Acrylic on canvas

123 x 123 cm

First of all, it is about highlighting that there is no sacredness to
writing art in capitals and the mediums of art. There was an
installation trend on the rise when | made them and my
consideration was that these two — the canvas and the installation
— could exist side by side... Kiefer did make this happen by using
different objects in front of his own canvases. Painters in Tukey
would belittle and blame those who made installations at the time,
and vice versa... So, |, thinking why they shouldn't exist side by
side, set on a trial to see if the canvas itself, excluding the painting
on the canvas, could be conceptualized.

You perhaps did not continue to produce on the canvas that
way but you maintained these fragmentations on different
mediums.
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Bir de Yapi Kredi Yayinlari, Enis Batur yénetiminde iken, Mehmet
Ulusel’in grafik tasarimini yaptgr Sanat Diinyamiz dergisinde
yayimlanan Beden |. Seri'de de yariya bélinmis kareler vard..

Bunun resmini de yapabilirdiniz; neden bilgisayar ortaminda
gerceklestirdiniz?

Az 8nce sdyledigim, zamana yayilmis bir bitinle bir sineri
yaratarak, izleyici tarafindan toplanarak, onlarin da déhil
edilmesiyle tamamlaniyor. O zaman bakmanin disinda seyirciyi
isin icine sokan isler cok azdi. Kartlar bedava oldugu icin sahn
almak gibi bir kaygi olmadan insanlarin bir sanat nesnesine sahip
olmasi ve tamamlanma siirecini izlemesi miimkiin oldu. Baska bir
malzeme ile ayrica sergilenmek iizere yapilmis isler degildi; yani
eserin kendisine sahip oluyorlardi. Ciinki o isin nesnesi de
kartpostaldi ve o kartlari alan insanlar tarafindan kendi
mekanlarinda tamamlanacakh. Onlar bir réprodiksiyon degildi;
bu kurguyla, bu malzemeyle ve bilgisayar destegiyle yapilmis
bir bitinin hayata gecirilmesi haliydi.

Peki, bugiin bu nesne degisti; isin yeniden hayata
gecirilmesi igin?

Bu, her yapit icin uygulanabilir bir meseledir; 6zinden sapmad..

Ama ¢ikis noktasi, pargalara ayrilmasi ve siireklilik i¢inde
toplanmasiydi.

Evet, ama o zaman zaten o is, yapilmis ve bitmisti. Yeniden
gindeme getirilmesi ve 12’lik sema halinde yerlestirilmesi, bunun
tekrardan hatirlahimasiyla ilgili ve baska bir formda yeniden
kurulabilecegine dair bir ilkeyi ve iddiay1 dogrulayan bir sey.

There were also the squares cut in half in “Body” Series | featured
in the magazine Sanat Dinyamiz designed by Mehmet Ulusel
and published when Yapi Kredi Publications was run by Enis Batur.

You could also paint that; why did you use this medium?

What | have just mentioned is completed by creating a synergy
with a whole spanning time, by being collected by the viewer,

by their inclusion. Back then, works that took the viewer beyond
looking and involved them were too few. Since the cards were
free, it became possible for people to own an object of art without
the concern of purchasing, and to view the process of completion.
They were not works that were created separately to be exhibited
with a different material; that is to say, they owned the work itself,
for the object of that work was the postcard and they would be
completed in their own spaces by the people who took those
cards. They were not reproductions; this is a state of a whole,
which has been made with this construct, this material and
computer support, being brought to life.

Well, today, this object has changed so that the work can be
realized again?

This is a matter that can be applied to any work; it did not stray
from its essence.

But the point of departure was its fragmentation and collection
in continuity.

Yes, but that work has already been made and completed then.
Its re-introduction and placement as a schema of 12 is about its
re-evoking and is something that confirms a principle and claim
that it can be reconstructed in a different form.



Beden I. Seri, 1993-1994
29.6 x 21cm

Bilgisayar Uygulama: GRAPHICLAND
Computer Graphics-Istanbul

Hardware Mac. Quadra 800, Arcus Scanner
Software: Photoshop 2.5

Sanat Dinyamiz icin bilgisayarla tasarlanmis
6 parcadan olusan biitin, dergi sayisi kadar
(1500 adet) dergide cogalhlmistr.

Sanat Dinyamiz

Yil: 19 - Yaz 1994 Say:i: 56

Yapi Kredi Yayinlar

Body Series |, 1993-1994
29.6 x 21cm

Computer Application: GRAPHICLAND
Computer Graphics-istanbul

Hardware Mac. Quadra 800, Arcus Scanner
Software: Photoshop 2.5

It has been computer designed as a whole composed of
6 parts for the magazine Sanat Dinyamiz. The editions
are limited to the magazine's print run (1500 copies).

Sanat Dinyamiz
Year: 19 - Summer 1994 Issue: 56
Yapi Kredi Yayinlari
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“Beden” serilerinde bu tir olanaklari aradim. Daha sonra keci
derisi kullandigim serilerde zaten her biri tuval olarak yapildig:
icin her ne kadar bu anlagilamamis olsa da... Tirkiye'de bu tuval
meselesi, sadece kutsanmakla kaliyor. Eger tuvalin izerinde
pentiir yoksa, oraya Fransiz ekoliine dair bir boya koyma
hé&kimiyeti yoksa onun tuval olarak kabullenilmemesi gibi bir tavir
var. Yani bu, hem kutsanan hem de kutsanmasi icin gerekgelerini
ortaya koyan baska bir fanatizm. Eger yoksa orada sizin tuval
olarak éne sirdiginiz ve formlan degistirdiginiz seyi anlayami-
yorlar. Bu Bati'da halbuki tuval olarak dénistirildi ve ahsab:
kestiler. Bu, Bah icin gecerli olabilirdi; zaten Bah resminin
baslangicinda olan ikona gelenegi, ahsap izerine baslayan bir
serivendi. Van Dyke'in yagl boyayi bulmasi cok gec bir sirectir;
beze yapilmasi da cok geg bir sirectir. Halbuki Misir Fayyum
portrelerine giderseniz ikon geleneginin Hristiyanlik ncesine
vzandigini, lahitlere giderseniz daha da geriye gittigini gérirsi-
niiz. Modernizmin Batli sanatcilarinin, bunlar ahsaptan keserek
yaptiklari génderme aslinda tuvale degil ikonun baslangicina
dairdir; ahsaba, kazein teknigine dairdir. Ben onlara génderme
yapamazdim ¢inki 8yle bir gelenegin benim tarafimdan
igsellestiriimesi mimkin degil. Ama tuval, elbette benim
icsellestirebilecegim ve dénistirebilecegim bir seydi cinki 6yle
bir gelenekten geliyorum.

Simdi tekrar Beden IlI. Seri, kartpostallarin siirecine geri
gelecegim. Eszamanlilik ve siireklilik tizerine insa edilmig bir
parcalilik. Oradaki parcalarin koleksiyoner tarafindan alinip
baska tiirlii birlestirilmesi size heyecan verici geliyor mu?

Evet, b&yle degistirilmis, yeniden dizenlenmis islerim vardr.
Insanlarin alishgr kompozisyonlarini yine o resmin parcalariyla
degistirdiklerinde resmin bozulmayacagi iddiasini ihtiva eder.

Yine de bu yer degistirmeler, Mithat Sen resmine aykiri bir sey
degil.

Hayir, degil. Non-lineer sistemlerdeki ufak sapmalar, Lorenz’in
“Kelebek Etkisi”ni dogurur. Yapilan resimler, lineer kabul ediliyor;
hicbir sapmaya ugramiyormus gibi halbuki her sey zaman icinde
sapmaya ugrar. Bu 6ngéri ile ilgili bir sey. Eger ki bunu biliyorsa-
niz bu sapmayi da kompozisyonunuzun parcasi olarak ise dahil
edebilirsiniz. Cinki doga béyle calisir. Doga, parca-bitin
iliskisini de béyle kurar. Onun icin insanlarin anlayamadigi ve
ucube dedigi birtakim seyler ortaya cikar. Bunlar, aslinda
Lorenz'in “Kelebek Etkisi”ndeki embriyonik sapmalardir.

| sought such possibilities in the “Body” series. Although this has
not been understood, each one of them were made as canvases
in the series in which | used goat skin... This canvas issue is not
only deemed sacred in Turkey, but there is also the attitude of
rejecting it as a canvas if there is no painting on that canvas, if
there is no paint dominion there in the French style. | mean, this is
a fanaticism that both deems sacred and puts forward the reasons
why it should be deemed sacred. If it is absent, they cannot
understand what you assert as canvas and the form of which you
have changed. In the West, however, this has been transformed
as canvas and they have started cutting wood. This could apply to
the West, anyway, for icons — the beginning of Western painting
— was an adventure that began on wood. Van Dyke's discovery
of oil paint is a very long process, and so was painting on canvas.
If you go back to the Egyptian Faiyum portraits, however, you will
see that the icon tradition extends to pre-Christianity; if you go
back to sarcophagi, you will see that it goes even further back.
What the Western artists of modernism actually did by cutting
these out of wood was in fact not a reference to the canvas but to
the beginning of icons; it is about the wood, the casein technique.
| could not make a reference to them for it is not possible for

such a tradition to be internalized by me. But canvas is of course
something | could internalize and transform because | come from
such a tradition.

I will now come back to “Body Series III”, the process of the
postcards. It is a parthood built on simultaneity and continuity.
Is it exciting for you that the parts there are taken by collectors
and brought together differently?

Yes, | do have such modified, rearranged works. It embodies the
claim that when people change the compositions they are used to
with parts of that same painting, the painting will not be disrupted.

Still, these displacements are not contradictory to Mithat Sen's
paintings.

No, they are not. Small deviations in non-linear systems create
Lorenz’s “Butterfly Effect”. The paintings made are considered
linear as if they go through no deviations. But everything deviates
in time. This is about foresight. If you know that, you can include
that deviation in your work as part of your composition, for this

is how the nature operates. The nature forms the relationship
between part and whole in this way, too. This why things people
cannot understand and call monstrosities emerge. They are in fact
embryonic deviations in Lorenz's “Butterfly Effect”.



Parca-bitin iliskisinin bitin imkanlarini kullanmis degilim. Zaman
zaman birtakim firsatlarla benim kullandigim sekildeki
parca-bitin ilkesinin imkénlari ve ihtimalleri tarhsiliyor, diyelim.

Bu imkan ve ihtimal meselesi, bizi sonsuz gesitlemeye getiriyor.
Mithat Sen resminin iki temel aksi var, kurulan sema tizerine
tekrar ve cesitlenme.

Tabi ki doganin da sonsuz cesitlenmesi bdyledir. Bu, aslinda
sireklilik ve eszamanliligi da beraberinde getirir ve parca-bitiin
iliskisinin bize dair olan kismini da gefirir. Bu, “istif"te dahi
boyledir.

Bu triptik de atipik bir is.

Orada parcalan bir arada tutan, parcalar varken ve yokken
onlari bir arada gdsteren striktirin parcalanmis hélleri var. Yani
o da parcalanirsa n'olur? Bunlar, birer figir aslinda. Bu figirlerin
yan yana cesitli durumlarda birbirlerine gecmeleri ve birbirlerini
icermeleriyle ilgili bir mesele. O zaman parca-biitin iliskisini,
birbirinin icine sokarak, yani iki parcayi birbirinin icine sokarak
bir bijtin almak gibi bir kaygi ile yapilmis resimlerdi.

[simsiz | Untitled, 2014

Sasiye gerilmis kumas ve natirel keci derisi
Fabric and natural goat skin mounted on frame
Triptik | Triptych 100 x 300 cm

Her biri | Each 100 x 100 cm

I have not exhausted the means of the meronomy | have used.
Let's say sometimes on various occasions the possibilities and

probabilities of the part and whole principle in the way | have
used it are discussed.

This issue of possibility and probability brings us to infinite
variation. There are two main axes of Mithat Sen paintings:
repetition through the established schema and variation.

Of course, the infinite variation of the nature is like that, too. This
actually brings with it continuity and simultaneity as well as part of
the meronomy that is related to us. This is even so in “Istif".

This triptyque is also an atypical work.

There are fragmented states of the structure that holds the parts
together, shows them together when the parts are present and
absent. | mean, what happens when it is fragmented, too?
Actually, each one of them are figures. This is about these figures
being intertwined next to each other in certain conditions and
about them including one another. Back then, they were paintings
that were made with the concern of intermingling the part and
whole with one another, meaning including the two parts within
one another and achieving a whole.

TIORM L8¥d NDI0g Yikva
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Peki, isin par¢alilig: biitiinliigiinden daha onemliymis gibi bir
sonug ¢ikartyorum. Isin parcalilik hali ile biitiin arasinda bir
ustiinliik karsilastirmast olarak degil ama parcalilik ozelliginin
olanakliligi balkimindan... Anlatabildim mi?

Bitin sanat yapitlarinda bir parca-bitin iliskisi vardir. Doguya
dair olan parca-bitin iliskisi, tabiata dair olan iliskiyle paraleldir.
iddiam budur. Bitin sanat yapitlarinda ister mizik, ister resim,
ister mimari, ister siir, hepsi kendince parca-biitin iliskisine sahiptir.
Siir demisken, Sezer Tansug'un saptadigi bir tezi hatirlatmak
isterim. Bizim cografyamizda parca-bitin iliskisi, her bir parcanin
kendi icinde bir biitin olmasi ve birlestiklerinde de yeni bir bijtin
olusturmasi ilkesine dayalidir. Bunu, Sabahattin Eyiiboglu'nun
Divan siirini ¢éziimlerken vardigi bir sonucu tekrarlayarak sdylerdi
Sezer Tansug. Yani Osmanli siir sistemindeki insa bicimi: Once
misra vardir; iki misra beyiti, beyitler kitayi, kitalar gazeli olusturur.
Her biri, kendi icinde bir bitindir hatta bazi misralar &yle eksiksiz
bir bitindir ki atasézi olarak tekrarlanirlar; gazelin diger
kisimlari bilinmeden.

Yine de sozle imge arasinda bir noktada ayrim da var. Yapma
bigimi teknik olarak yakin olsa da sizin kartpostal serinizdeki
parcaliligin, yeni biitiinler dogurabilme gibi heyecan verici bir
olanagi var. Siz 12’li seriyi sectiginiz bir diizenleme ile
onerdiniz ama diger varyasyonlardan haberdar miydiniz?

Hepsinde olmasa da tatmin edici varyasyonlarinin olabilecegini
bilerek, diyelim.

Serigrafi baski serisine gidersek, oradaki 6 parca da birbiri
igcinden doguyor ve birbirini tekrarlyyor. Sema, parcali oldugu
ve isler, icinde boliinerek tekrarlandig icin once semadaki
parcalar bir biitiin olusturuyor sonra biitiin par¢alaniyor ve
bu par¢alanma, farkl bicimlerde ¢esitleniyor.

Bu iste de bir sireklilik var. Bitin, birbirini dogurur; bir &ncekinin
ic rengi, bir sonrakinin dis rengidir. Ayrica kompozisyon icinde
parcanin sonsuz ilkeye gdre tekrari vardir ve kendi 6'li bistini
icinde de eszamanlidir.

Well, I am arriving at the conclusion that the quality of
parthood of the work is more important than its wholeness. Not
in terms of a superiority distinction between the fragmentary
state of the work and the whole, but in terms of the probability
of the fragmentariness property... Do you follow what I mean?

There is the relationship between part and whole in all artworks.
Related to the East, meronomy runs parallel to the relations related
to the nature. This is my claim. All artworks — whether in music,
painting, architecture or poetry — have their own idiosyncratic
relation of part and whole. Speaking of poetry, what Sezer
Tansug says is in our geography, each whole is a part; the
meronomy in our geography is based on the principle that each
part is a whole in itself. Sezer Tansug would say that repeating

a conclusion Sabahattin Eyiiboglu had reached when analyzing
Diwan poetry. That is to say, the way of construction in the
Ottoman poetry system: First there is verse, two verses form

a couplet, couplets form a stanza, stanzas form a ghazal. They are
all wholes in themselves. Some verses are such complete wholes
they are iterated as proverbs without knowing the other parts

of the ghazal.

Still, there is a distinction between word and image at some
point. Although the means of doing is technically similar, in
your postcard series fragmentariness has the exciting source,
possibility of giving birth to new wholes. You suggested the
series of 12 with an arrangement you have picked but were
you aware of other variations?

Let's say knowing satisfying variations could exist although not
in all of them.

Going to the serigraphy print series Body, the 6 pieces there
are born of each other and repeat one another. Since the
schema is fragmented and is repeated through fragmentation
in the works, the parts in the previous schema form a whole
and then the whole is fragmented and this fragmentation is
diversified in different ways.

There is continuity in this work, as well. The whole gives birth to
one another; the inside color of the previous one is the outside
color of the next. Moreover, the part is repeated in line with
endless principles within the composition and is also simultaneous
within its whole of 6.



Beden | Body, 1992
Serigrafi | Serigraph, ed. 100+15 ap
Her biri |Each, 70 x 70 cm
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Yine de bu konustugumuz iglerin icinde referanslar, sema-
nin biitiiniinii gosteriyor. Ancak “Istif” serisine gelindiginde
semanin biitiiniinii gorebilmek soz konusu degil. Par¢alar ve
tamamlanmzs, karari verilmis bir biitiin var ama semayt
goremiyoruz artik.

Ondan evvel 30 senedir gorilen bir sema var; zihin onu
birlestirmek durumunda.

Peki, Mithat Sen resmini bilmeyenler icin?

Sezilebilir. Taniyabilirler. Bir resmi geriye dénik olarak da bilmek
durumundasiniz. Tirkiye, hep ileri dénik gittigi icin geriye dénip
bakamiyor!

Onca zaman bir semay: tekrarlarken o semay:r bozup yapma
stireci...

Strekli bozup yaptim zaten.

Evet tabi ama bu kez daha farkli; teghis edilebilir bir sema yok.
Bu kompozisyon ilkesi nasil bir katkida bulundu sizin tiretimini-
ze; bir rahatlik, serbestlik sagladi mi yapma siirecinize? Yoksa
problem hep ayni mi?

Problem ayni degil tabi ki. insan degisiyor; problem de degisiyor,
gelisiyor. Ama eger bir ilkeler bitini icinden hareket ediyorsaniz
o ilkeleri zorlamaya baslarsiniz. Doga da bunu yapar; yoksa
evrimlesemezdi. Hicbir zaman devrimci bir resim veya resimde
devrim yapacak bir yaprya inanmadim. Bunu géstere géstere
yapmadim.

Still, the references in these works we are talking about point
out to the whole of the schema. However, when we arrive at

the “Istif” series, seeing the whole schema is not in question.
There are parts and a completed whole which has been fixed on
but we can no longer see the schema.

There is a schema that has been seen for 30 years; the mind has
to unite them.

What about those who are not familiar with Mithat Sen
paintings?

It can be sensed. They can get to know it. You have to know a
painting retrospectively, as well. Since Turkey always moves
forward, it cannot look back!

The process of spoiling and making that schema while you have
been repeating a schema all this time...

| have constantly spoilt and made it, anyway.

Yes, of course but this time it is different; there is no identifiable
schema. How did this composition principle contribute to your
production, did it introduce some sort of relief, freeness to your
process of producing? Or is the problem always the same?

The problem is of course not the same. Man changes, the problem
also changes, it develops. But if you are moving within a whole of
principles, you start pushing those principles. The nature does that,
too; otherwise it couldn’t evolve. | have never believed in
revolutionary painting or a formation that could bring about
revolution in painting. | didn’t do it blatantly.



“lll. istif” Serisinden 2 | 2 From the Series “Istif Ill”, 2017
Sasiye gerilmis natirel keci derisi
Natural goat skin mounted on frame

88,5x230cm
isak Antika Koleksiyonu | Isak Antika Collection

Sasilerin icindeki parcalar bir kalipla tutulurcasing, icine hapso-
lurcasina bir gévdeyle birlestiriliyorlar. Disi tarafindan bir diszen
icerisinde tutuluyorlar.

Evet ama semanin kendiliginin korundugu, parcalanmayan,
bozulmayan bir diizende.

Parcalanmis ve bozulmus vaziyette ama parcalar bitin tarafindan
bitinlenmis halde tutuluyorlar.

Tam tersi oldugunda peki, sasinin bog kullanildigi isler?

Orada da icindeki parcalari ima ediyorsun; géz onu yine bir
bitin olarak algilar. Oradaki bosluk, doluluk olarak algilanir yani.

Isimsiz | Untitled, 2011

Sasiye gerilmis kumas ve natiirel keci derisi
Fabric and natural goat skin mounted on frame
100 x 200 cm

The parts inside the frames are united with a body as if being held
with a mold, as if being imprisoned inside. They are held within an
order by the female.

Yes, but in an unfragmented, unspoiled order in which the
entity of the schema is preserved.

They are fragmented and disturbed but the parts are held as
having been completed by the whole.

What about when it is the complete opposite; the works in
which the frame is empty?

You imply the pieces inside there, as well; the eye will perceive
it as a whole. | mean, the emptiness there will be perceived as
fullness.
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Isimsiz | Untitled, 2006-2007
Sasi ve ahsap izerine natirel deri
Natural skin mounted on frame and wood

88,5x230cm



Simdi hem ii¢ yiikseklik farki var rolyefte hem de bir sekilde
goziin tamamladigr ama formlarin, geometrinin bozdugu bir
biitiin var.

Bu da yine “Mithat Sen‘in yaphgi imge” olarak insanlarin zihnin-
deki géndermeyi hem tamamlayan hem de bozan bir is. Aslinda
bu, kartpostallara cok yakin. Burada cift renkli ve cok katmanlj;
orada da ii¢ katmanlidir, sanal ortamda yaphgim isler. O katman-
lara denk gelen bir katman vardir ama yalnizca imge degil onun
parcalar da katmanlar da kesilir; kesintiye ugrar.

Bu parcalanma ile varsayilan imgenin kesintiye ugratilarak
gosterilmesi, izleyiciye yonelik bir yaklasim mi?

Bir bakima interaktif. Ayni kartlardaki gibi, bu artik ezbere
bakmak yerine zihinde tasarlanan, zamanda tasarlanan ve
izleyici tarafindan bitirilen bir is. Zaten “sanat yapitinin, bir gézle
karsilashginda tamamlandigi” iddiasina yapilan bir génderme
bu. Bu iki iste de parca-bitin iliskisi, izleyiciyi de bir parca
olarak ortaya koyar.

Varsayilan bir semanin olmasi nedeniyle yapitin, herhangi bir
izleyici tarafindan siratle teshis edilmesi, tanimlanmasi ve anlam
yiklenmesi yaklasimini dogurarak eserin ¢éziimlenmesini
erteleyebiliyor. izleyicinin genel tavri hakkinda konusmaya
calisiyorum; izleyici tanimlayabildigi seyle siratle meselesini
kapatiyor.

iste bitmemesini saglamak icin...

Bitmemesini saglamak icin siz, semay da kesintiye ugratarak
meselenin sema ya da gosterilen imge olmadigini, form ve
forma iliskin bir ¢oziimleme, par¢alanma, bir araya gelme
ilkeleri oldugunu mu savunuyorsunuz?

Elbette. Cok iyi bir analiz. Zaten “istif” serisine gecilmesinin de
en bilyik nedenlerinden biri, bdyle bir sey. Yani ezbere Mithat
Sen imgesinin bir siire sonra alimlaniyormus gibi yapiimasi ama
aslinda ¢ok az kisi tarafindan gercekten igsellestiriliyor olmasi...

Now there is both a three height differences in relief as well as
a whole, which the eye somehow complements but the forms,
geometry disrupts.

This, too, is a work that both complements and disrupts the
reference in people’s minds as “an image by Mithat Sen”. This,

in fact, is very close to the postcards. The works | have done are
duo-colored and multilayered here, and three-layered on the
virtual platform there. There is a layer that corresponds to those
layers but it is not just the image but its parts, those layers too that
are cut and interrupted.

This fragmentation and the disturbed exhibition of the
supposed image is this a viewer-oriented approach?

In a way, it is interactive. Just like in the cards; instead of knowing
it by the heart, it is designed in the mind, in time and is concluded
by the viewer... This is a reference to the claim, “the artwork is
complete when it meets an eye”, anyway. In these two works, too,
the meronomy puts also the viewer forward as a part.

Now, that there is a supposed schema, that this is rapidly
recognized by any viewer and that right afterwards it is identified,
that it is given a meaning is an approach that delays the analysis
of the work, and almost closes the case. | am trying to talk about
the common attitude of the viewer; the viewer is rapidly done with
that it can identify.

To ensure it does not end...

To ensure it does not end, you interrupt the schema as well
and defend that it is not about the schema or the image shown,
but form and an analysis related to form, fragmentation,
union principles?

Of course. A spot-on analysis. One of the greatest reasons for
the transition to the “Istif” series is something like that. | mean, that
the memorized Mithat Sen images are pretended to be received
after a while, that it is in fact truly internalized by very few...
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Theodore Sturgeon’un insandan Ote romani farkli bir evrim
anlayisi 6neriyor. Romanda, bes insan bir araya gelip tek bir
organizma olusturuyorlar. Bu organizmay: olusturan insanlarin
her biri farkli yerlerden gelmis; farkli ebeveynlerden dogmus ve
yasantilar olmus insanlar. Mesela biri, evsiz ve kitaptaki
tasviriyle “aklindan tek bir diisince gecmemis” bir adam, digeri
5-6 yaslaninda bir kiz cocugu, bir digeri asla biyimeyen bir
bebek vs... Her biri tek baslarina da hayatta kalabiliyorlar fakat
bir araya geliyorlar ve yasamlarina birlikte, yepyeni ve tek bir
organizma, “homo gestalt” olarak devam etmeyi seciyorlar.
Kitaptaki kurguya gére “homo gestalt”, evrimin bir sonraki
asamasl. Homo Sapiens’in gelecegi.

Burada benim ilgimi ceken, kendileri de hali hazirda birer biitin
olan bu canlilarin bir araya geldiklerinde baska bir bitin
olusturmalari oldu, saninm. Kitap, farkl bir parca anlayisi
dneriyor. Buradaki parcalar, ait olduklan diger parcalari
bulduklarinda bitine varabilecek; tek baslarina eksik, anlamsiz,
calismayan varoluslar degiller. Bu anlamda Frankenstein’in
canavarindan farklilar. Kendi iradeleriyle bir araya gelmelerinin
yani sira, canavarin kolu ve bacagr gibi tek baslarina
yasayamayacak varliklar degiller. Kitap, bdyle bir birlesme
bicimini, parca-bitin iliskisini, pratigim icinde nasil kullanabilirim
diye diisinmeme sebep oldu.

Bununla es zamanli olarak fakat bagimsiz bir bicimde, duvar
imgesi Uzerine disiniyordum. Ayirmanin, disarida birakmanin,
hapsetmenin araci olarak duvari dissiniyordum. Ginimizde ulus
devletlerin iyice radikallesen sinir cizme kaygisini yahstran,
muktedirlerin muktedirliklerini pekistirmenin aracina dénismis
duvarin anlamini dénistirecek bir duvar kurgusunun ihtimalleri
izerinde duruyordum.

Carbon Blues, 2017

Kagit izerine karakalem ve mirekkep
Pencil and ink on paper

65 x 105 cm

Sanatci ve Galerist izniyle

Courtesy of the artist and Galerist

The novel More Than Human by Theodore Sturgeon suggests

a different understanding of evolution. In the novel, 5 different
people come together and form a single organism. All the people
who make up this organism come from different places, were born
to different parents and have led different lives. One of them, for
instance, is homeless and as depicted in the book, is a man ‘who
has not had a single thought’; the other is a little girl of 5-6; yet
another is a baby who never grows up, etc. All of them can also
survive on their own but they come together and choose to
continue their lives as a brand new and single organism; as
homo-gestalt. According to the construal of the book, homo-
gestalt is the next stage in evolution; the future of homo-sapiens.

| guess what drew my attention here was that these living

beings, which were already a whole in and of themselves, formed
a different whole when they came together. The book suggests

a different understanding of part and parthood. The parts in
question are not lacking, meaningless and dysfunctional beings
on their own, i.e. beings that need to attain a whole by finding
the other parts they belong together with. In this sense, they are
different from Frankenstein’s monster. In addition to the fact that
they come together with their own will, they are not beings that
cannot live on their own like the monster’s limbs. The book brought
me to think about how | can use such a means of merging, such
meronomy within my practice.

Simultaneously, yet independently, | was reflecting on the image
of the wall. | was thinking of the wall as a tool of separation,
exclusion and imprisoning. | was dwelling on the possibilities

of a wall construct that would transform the meaning of the wall,
which, in our day, soothes nation-states’ ever-radicalizing concern
of drawing boundaries, and has become a tool of consolidating
the power of the powerful.



Disil, alan yaratan, fallus degil kap olarak duvar. Duvar &rme fiili
de bunlar izerine disiniirken anlam kazandi benim icin. Orme
fillinin anmishrdigi emek ve sabir pratigi, farkli parcalarin, tekrara
dayali bir kurgu icinde birbirleriyle etkilesime gecmeleri, anlam
kazanmalari... Bijtin bunlar, pratigimin ana prensibi olan kolaj
baglaminda ele almaya calisiyorum.

Sonra Ursula Le Guin'in Karanhgin Sol Eli kitabi karsima ilging bir
imge cikardi. Kitabin acilisinda bir gezegendeki bir ilkenin krali,
o ilkenin adetlerinin nerdigi bicimde bir képrinin kilit tasini
halkin da katildigi bir seremoniyle yerlestiriyor. Tasi yerlestirirken
kullandigi harg, pembe. Geleneklere gére kandan ve kemiklerden
yapiliyor, hare. Kilit tasinin béyle bir biyolojik materyalle
yerlestirimedigi képrilerin agirlik tasiyamayacagina inaniliyor.
Kilit tasi, kemerlerin ve képrilerin son yerlestirilen parcasi; bijtin
taslani bir arada tutan, bitin parcalarin agirlik tasimasini
saglayan ama kendisi agirlik tasimayan bir parca. Neredeyse
kacinilmaz sekilde sembolik anlamlari cagristiran bir mimari ége.

Bir yapiyi, -bu bir insan olabilir, bir resim olabilir veya bir

képrii- tim bunlarn ayakta tutan ve son gelen tasin ne olabilecegi
iizerine disinmeye basladim. Kendi kilit tasimin ya da pratigimin
kilit tasinin ne olabilecegi iizerine... Buradan hareketle kilit taginin
tek bir sey olmayabilecegi hatta birden fazla kilit tasina sahip bir
yapinin ayakta durma ihtimalinin daha yiiksek olabilecegi
dissincesine ydneldim. Kilit tasinin degistirilebilir olmasinin
otobiyografik bir karsiligi da olabilir. Farkli dénemlerde, farkl
yaslarda, farkli kilit taslanyla ayakta durma...

A feminine, space-creating wall as not phallus but as a vessel...
The act of building a wall acquired a meaning for me while
thinking about all these issues. The practice of labor and patience
the act of building alludes to, the interaction of different pieces
within a construct based on repetition, then acquiring a meaning...
| am trying to treat these in the context of collage, which is the
main principle of my practice.

Later on, the book The Left Hand of Darkness by Ursula Le Guin
infroduced an interesting image to me. In the beginning of the
book, the king of a country on a planet places the keystone of a
bridge with a ceremony attended by the public as required by the
customs of the country. The color of mortar of the stone is pink.
According to the custom, the mortar is made of blood and bones.
It is believed that if the keystone is not made out of using
biological material, that bridge cannot carry weight. The keystone
is the last piece of arches and bridges to be placed; it is a piece
that holds all the stones together, makes sure all pieces carry
weight but does not carry any weight itself. It is an architectural
component that almost inevitably evokes symbolical meanings.

| started thinking about what could be the last part that holds

a structure together-- this could be a human being, a painting or

a bridge; on what my own keystone or the keystone of my
practice could be... At this point, | steered towards the thought that
the keystone might not be a single thing, or even that a structure
that has more than one keystone has higher chances of standing
tall. That the keystone is modifiable can have an

autobiographical reciprocity, too. Standing with different
keystones at different periods, at different ages...
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“Parca Bitin” sergisi icin desen ve kolajlardan olusan bir kemer
yapiyorum. Kemeri olusturan her bir tas, kendi icinde kiicik bir
resim ve Uzerine binen ya da altinda yer alan imgeyle diyalog
halinde. Iste bu gérsel diyalog, bu kemerin harci. Her bir imge
icin yeni bir diyalog kesfetmem gerekiyor. Mesela yer yer bacak
imgeleri birbirilerine ériintileniyor; bir lahit imgesi, su imgesiyle
bulusuyor. Bu isi, kolaj ve karakalem desenler olusturuyor.
Kolajlarda kullandigim imgeleri dergilerden bulup cikariyorum.
Bu siireg, benim icin bir cesit kazi calismasi gibi. Mesela 1954
tarihli bir Hayat dergisindeki ayakkabi imgesi, 1970 tarihli Life
dergisindeki bir fil imgesiyle &rintilenebiliyor. Bu iste tasimanin
imgelemlerini kullaniyorum. Agirlik, yik, tasima kavramlari,
yizlerce sayfayi tararken imge secim siirecime y&n veren kavram-
lar oluyor. Balon, elektromiknatis, siitun, cenesinde daktilo tasiyan
adam, kicik bir kizla birlikte tim hayvan sémirisinin tarihini
tastyan bir fil gibi... Zamanin popiler kiltir imgeleri, bu iste
tarihin tastyicilan olarak érintileniyor.

Bu parcalari bir panel iizerinde birlestirecegim. Panelin merke-
zinde, kemerin kilit tasinin yerlesecegi alan eksik. Bu ihtimallerin
cogalmasina olanak veren bir eksiklik olarak kurgulanacak iste.

Sen desen ve hazir basuli imgelerin birlestirilmesiyle kolajlar
olusturuyorsun. O parg¢alari bir araya getirmekle, yani buluntu
imajlarla kendi desenlerini, kigisel bakisini ve soyutlamant bir
araya getirmek nasil bir parca-biitiin iliskisi kuruyor?

Pratigimin en temel yapi taslarindan biri desen, digeri kolaj.
Kemerin bir ayagi desenden basliyor, digeri kolajdan ve kemer
bu desen ile kolaj érintilenmesinden insa oluyor. isin bu anlamda
otobiyografik bir tarafi var.

Bazi islerde mesela hazir bir imge olarak aldigin bir imgenin
aynisimin desenini yaptigini da goriiyoruz. Ayni par¢ay tekrar
etmenin nedeni nedir?

“Hayvanlarin Harikalar Kitabi” serisinde bdyle bir yola
basvurdum. Canlilarin cevrelerini taklit etme, onlara benzeme
stratejilerinden yola cikarak kullandigim bir gérsellik oldu bu.
Taklit bir hayatta kalma stratejisi. Fakat ayni zamanda kendini
cevrende kaybetmek anlamina da gelebilir. Taklit hem bir kazanim
hem bir kayip olarak kurgulaniyor islerde. Bu seri, hayvanlarin
insan temelli kaybi izerine, oldukca melankolik bir seri. islerde
kullandigim eglenceli kelime ve imge oyunlarina ragmen serideki
pek cok is, &teki tirlerin geri déniisi olmayan yok oluslar iizerine
odaklaniyor.

| am making an arch composed of drawings and collages for
“Part Whole”. Each and every single stone forming the arch is a
small painting in itself and is engaged in a dialogue with every
image above or below. This visual dialogue is the mortar of this
arch. | have to discover a new dialogue for each image. Leg
images, for instance, sometimes form a pattern with one another;
the image of a sarcophagus meets the image of water... This work
is composed of collages and charcoal drawings. | dig up the
images that | use in collages from magazines. This process is like
some sort of excavation for me. For instance, a shoe image from
a 1954 Hayat magazine can form a dialogue with an elephant
image from a 1970 Life magazine. In this work, | use the imageries
of carrying. The concepts of weight, load and carrying are the
concepts that give direction to my image selection process while
scanning through hundreds of pages. Like a balloon, an electro-
magnet, a column, a man carrying a typewriter on his chin, an
elephant that is carrying the entire history of animal abuse with a
little girl in its lap. Popular cultural images of the time are weaved
together in this work as the carriers of this history.

| will join these parts together on a panel. In the center of the
panel, the place where the keystone of the arch will be placed, is
missing. In the work, it will be constructed as an absence that will
allow for the multiplication of possibilities.

You are creating collages by joining drawings and pre-printed
images. What sort of meronomy does it create to merge those
parts, that is to say found images and your own drawings,
personal perspective and abstraction?

One of the most basic building blocks of my practice is drawing,
and the other collage. One footing of the arch starts with a
drawing, and the other with a collage, and the arch is built
through this drawing-collage patterning. The work, in this sense,
has an autobiographical aspect.

In some works, we see that you draw the exact same image you
have for instance taken as a ready image. Why do you repeat
the same part?

| have turned to this repetition in the “Hayvanlarin Harikalar
Kitabi” (The Wonder Book of Animals) series. This has been a
visuality that | have used departing from animals’ strategy of
mimicking their surroundings, of resembling them. Mimicking is a
survival strategy. But at the same time, it can mean losing yourself
in your surroundings. In the works, mimicking is constructed as
both gain and loss. This series is a quite melancholic one based on
animals’ human-based loss. Despite the funny words and image
plays | have used in the works, many pieces in the series focus on
the irrevocable destruction of the other species.



[simsiz | Untitled, 2018

Kagit izerine kolaj ve karakalem desen
Collage and pencil drawing on paper
175 x 235 cm, Detay | Detail

Sanatci ve Galerist izniyle
Courtesy of the artist and Galerist

Isimsiz | Untitled, 2018

Kagit zerine kolaj ve karakalem desen
Collage and pencil drawing on paper
175 x 235 cm, Detay | Detail

Sanatci ve Galerist izniyle
Courtesy of the artist and Galerist
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Bu baglamda senin 2015 yilinda Sabanci Miizesi’ndeki
“Reunion” sergisinde gosterdigin seriyi hatirlatmak istiyorum.
Balina ve deniz olan is...

Cocukken elimden dijsirmedigim, babamin cocuklugundan kalma
bir hayvanlar ansiklopedisi vardi. Bu kitabin balinalar anlathig
bsliminde, buyik élcide balina avindan séz ediliyor. Uzerimde
cok kuvvetli bir his birakmis imgeler iceren bir bslim bu. Buyiik bir
balinanin karaya cikarilmis bedeni iizerinde insanlar vardir; tarla
sirer gibi balinayi sirerler. Kafa kanstrici imgelerdi. Cok sonralari
Moby Dick'i okudugumda, saninm 56. bslimde, balina avi, bu
imgelerle bir araya geldi benim icin. Moby Dick'in bu béliminde
bir balinanin resmini yapmanin imkénsizligindan bahseder. Uzun
uzun &rnekler verir ve bu resimlerin nasil ve neden balinanin
gercek suretini yakalayamadiklarini ve asla da yakalayamacak-
larini anlatir. Melville’in balinasi, fiziksel olarak avlanabilir ama
imgesi, hakikati yakalanamaz. insan, balinanin bedenini
yakalayabilir; tarla gibi sirebilir, parcalarina ayirabilir ama
suretini anlamaktan ve aktarmaktan yoksundur. Balinanin

bedenini anlayamama meselesi...

“Balinanin resmini yapamazsiniz” noktast ¢ok giizel. Ama
soyutlama da senin herhangi bir seye balina demeni olanakl
kilan bir sey.

Tabi bir de Moby Dick hem bir hayvandir hem de diyabolik bir
tanndir. Bir hayvan-tannyi nasil iki boyuta hapsedebilirsin ki2
Burada Melville, resmedememe meselesini, hayvanin, tanrisalligin
ve yabanciliginin bir tezahiiri olarak veriyor bize.

Bu diptik, Moby Dick’in bu b&limi ve hayvanlar ansiklopedi-
sindeki balinacilik imgeleri izerine temelleniyor. Ansiklopedide
balinalarin parcalanmis bedenlerinin fotograflar var. Mesela
hayvanin gégiss kafesi, kafasi vs. Balinanin bu beden
parcalarini, desenlerle bitin bedenler haline getirdim ve yine
desenden olusan okyanusa geri birakhim.

Balinanin resmini yapmadin yani. Par¢alarint yaptin.

Balinanin resmini yaptim. Bazi parcalarina vurgu yaparak,
biyiterek, eksiklikleri tamamlayarak, alinmis parcalarinin yerine
yenilerini koyarak gétirdiigim bir cesit canlandirma sireciydi bu,
benim icin. O parcalara bir beden verip tekrar hareket
kazandirmakh, amacim. Bir cesit iyilesme sireciydi.

Of Whales in Paint, In Teeth, 2015

Kagit Gzerine kolaj ve karakalem | Collage and pencil on paper
Diptik | Diptych, 121 cm x 152 cm

Sanatci ve Galerist izniyle

Courtesy of the artist and Galerist

Manufactured, 2015

Kagit izerine kalem, mirekkep ve akrilik, ahsap ve mermer cerceve
Pencil, ink and acrylic on paper, wooden and marble frame

139 x 167 cm

Sanatci ve Galerist izniyle

Courtesy of the artist and Galerist

In this context, I would like to remind of the series you have
shown at the Reunion exhibition. The one with the whale and
the sea...

There was this animal encyclopedia dating from my father’s
childhood, which | could just never put down. The part of this book
on whales mostly talks about whale hunting. This part containing
images have left a powerful feeling within me. There are, for
instance, people on the body of a big whale put ashore; they

are riding the whale as if plowing a field. These were confusing
images. Much later, when | read Moby Dick, a chapter — | think
it was chapter 56 — reminded me of these images. In this chapter
of Moby Dick, the impossibility of drawing a whale is mentioned.
Lengthy examples are given and it is recounted why and how
these pictures do not and can never capture the true
representation of a whale. Melville’s whale can be physically
hunted but its image, its reality cannot be captured. Man can
catch a whale’s body, ride it like plowing a field, cut it into pieces
but is devoid of understanding and relaying its representation.
The issue of not being able to understand the whale’s body...

The point that you make by saying “You cannot picture the
whale” is striking. But abstraction is something that allows
you to call anything a whale.

And then of course Moby Dick is both an animal and a diabolical
deity. How can you imprison an animal-deity in two dimensions?2
Here, Melville presents the issue of not being able to paint

as an epiphany of the divinity and the alienage of the animal.

This diptych is based on this chapter of Moby Dick and the
whaling images in the animal encyclopedia. There are pictures
of the disjoined body of the animal there. The animal’s rib cage,
head, etc... With drawings, | made complete bodies out of these
body pieces of the whale and set it back to the ocean, which is
also composed of drawings.

So you did not draw the whale. You drew its parts.

| did draw the whale. For me, this was some sort of resuscitation
process | carried out by highlighting, magnifying, completing
certain parts, and by replacing taken parts with new ones.

My aim was to give a body to those parts and render them
mobile again. It was a sort of a healing process.
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Par¢a-biitiiniin kompozisyon ilkesine dénmek istiyorum. Bazi
kolajlarda parg¢alar bir kompozisyonun biitiiniinii olusturmak
tizere bir araya geliyorlar ya da bir anlam iiretmeye
calistyorlar. Senin islerinde béyle bir oriintii yok; daha ¢ok
yiizeye yerlestirme var. Bu yerlestirme bi¢imin bir biitiine
gidiyor mu? Islerindeki parcalar, zaten dekupe oldugu ve
desenler de ayni mantikla yerlestirildigi icin parcalar,

kendi baslarmna bir sey ifade ediyorlar. Bu par¢alari bir araya
getirme ilken, bir biitiine ulagmak, bir anlatyyr tamamlamak mi
yoksa fragmental bir kompozisyon yaratmak mi?

imgeler, iki boyutlu yiizeyde bir araya konuldugu zaman ister
istemez bir iliskiye geciyorlar. Dile dékillemeyen bir anlat
olusuyor aslinda. Ben lineer bir hikayecilik ya da gercekeilik
kaygisiyla kullanmiyorum imgeleri. imgeler, kendi iclerinde harfler
ya da kelimeler gibi kurgulaniyorlar. Mesela kaplan, alev ve
cember imgeleri birbirleriyle konusuyordu... Benim cikis noktam,
ates cemberlerinden atlayan sirk kaplanlariydi mesela.

Bosluga birakilmis gibiler biraz da. Kagidin boslugunu bize
muhakkak hissettiren, kdgidin kagit oldugunu bize gosteren
bir bosluk var.

Bence kagidin bos alanlarini kurucu, birincil bir 8ge olarak ele
almak, isleri daha heykelsi bir héle getiriyor. Kagidin
maddeselligini 6n plana cikariyor.

Imgeler, o bosluga birakilmis gibiler. Aralarinda organik bir
baglayicilik yok gibi geliyor. Pargalar, bir yiizeyde bir araya
geliyorlar. Onlary kaynastirmak, yanastirmak, ormek gibi bir
gaye giitmiiyorsun.

Ben, bir sekilde iliskiye gectiklerini distiniyorum. Ayni yiizeyde
olduklar middetce bir iliskileri olacakhr. Dekupeler. Desenlerimi
de kolaj yapar gibi yapiyorum. Disiince sistemimin kendisi, bir
kolaj pratigi aslinda. Kolaj, sanat pratigimin temel prensibini
olusturuyor. Nasil ki kolajda birbiriyle hali hazirda bir iliskisi
olmayan, farkli yerlerden gelmis iki imge bir araya gelir ve ikisi
de baska bir anlam kazanir; desenlerimde de benzer bir siirec
yasaniyor. imgeler, koordinatlarini terk edip birbirleriyle iliskiye
gectikleri yeni bir anlam sisteminin icinde tekrar kurgulaniyorlar.

I would like to go back to the composition principle of part
and whole. In some collages, the parts come together to form
the whole of a composition or they try to produce a meaning.
There is no such pattern in your works, they are rather about
placing parts on the surface. Does this placement way of yours
lead to a whole? Since the parts in your works are already
cropped and the drawings are placed in the same logic, the
parts do mean something on their own. Does the principle that
underlies your bringing these pieces together have anything

to with the aim to reach a whole, complete a narrative or
create a fragmental composition?

When placed together on a two-dimensional surface, images
inevitably interact with each other. In fact, a narrative that cannot
be put into words is formed. | do not use images with a linear
storytelling or realism in mind. The images are constructed as
letters or words within themselves. For instance, the images of

a tiger, flame and hoop are in dialogue with each other...

My point of departure, for instance, was circus tigers that leap
through loops of fire.

They are also a little like they have been released into space.
There is that empty space that definitely makes us feel the
blankness of the paper, that shows us the paper quality

of a paper.

| think treating the empty spaces of paper as the founding,
primary component makes things more sculpturesque. It brings
out the material quality of the paper.

Images are like they have been released into that emptiness.

1t feels as if there is no organic dialogue between them.

The parts come together on a surface. You do not aim to merge
them, bring them closer or weave them together.

| think that they do interact somehow. As long as they are on the
same surface, they are going to have a relationship. They are
cropped parts. | draw as | am making collages. My thought
systematic itself is in fact a collage practice. It forms the basic
principle of the collage art practice. Just as two images that are
not already in relation with another, that are coming from different
places are merged in a collage and they both take on a different
meaning, a similar process takes place in my drawings, as well.
Images are reconstructed in a new meaning system in which they
abandon their coordinates and begin to interact with one another.



I'm Worse at What | Do Best, 2017

Kagit zerine kalem ve beyaz akrilik, beton dékiim cerceve
Pencil and white acrylic on paper, concrete cast frames
149 x 179 cm

Sanatci ve Galerist izniyle

Courtesy of the artist and Galerist
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Dekupe onemli. Ciinkii dekupe edilen de baska bir seyin
par¢asiydi. Biitiin oldugu yerden alip kendi resmine éylece
aktarryorsun. O kendi baglamindan kopuyor ve yeni bir
baglamin pargast oluyor. Peki nihayetinde senin igin
biitiinlenmig bir yapit gibi mi, biitiinlenmis bir anlati gibi mi
yoksa zihinsel olarak zemininde vermeye ¢alistigin seyin bir
toplami gibi mi goriiniiyor?

Frankestein’in yarahg@r gibi gériiniyor aslinda. Nasil alirsan 8yle.
Eger reddedersen canavar da olabilir ama sevip kollayabilirsin
de. O anlamda imgelerin koparilarak bir araya gelisinin biraz
grotesk bir yani olabilir. Farkh gercekliklerden, farkli yasantlardan
gelip bambaska bir bijtinsellik olusturmalari... Belki bir yandan

o imgelerin ayri ayn nereden geldiklerini akla getiriyordur. Bir
arada bir bitin olarak gérildiginde de grotesk bir anlat
olusturuyor olabilirler.

Pargalarin bir araya gelmesi, biitiin olusturuyor mu yoksa
yine parca olmaya, bir arada par¢ali bir bicimde durmaya
devam mi ediyorlar?

Frankestein &rnegi, pek cok sanatcinin isine uyabilir ama benim
icin gercekten cok yerinde. Kitabinda yoktur ama bazi filmlerinde
genc doktor, hayatinin yatinmi olan o meshur beden kolajina
elektrik verir ve birkac saniye siiren gergin bekleyisin ardindan
kolaj, kimildar ve doktor “Yasiyor” diye bagirir.

Decoupage (Cropped images are) important, for what has been
cropped was once a part of something else. You remove it from
where it was part of a whole and relay it in your own drawing
as such. It is disconnected from its own context and becomes
part of a new one. Well, does it look like an integrated piece,
an integrated narrative or the whole of something you are
trying to mentally convey on your surface?

It in fact looks like Frankenstein’s creature. It is however you
perceive it. If you reject it, it can turn into a monster but you can
also love and protect it. In this sense, there can be something
grotesque about images breaking away and then uniting. Coming
from different redlities, different lives and forming a completely
different unity... Perhaps in one hand it makes one think of where
each individual image is coming from. It is possible that they form
a grotesque narrative when they are seen together as a whole.

Does the coming together of parts form a whole or do they
continue being parts, staying together as parts?

The Frankenstein example can be compatible with the works

of many artists but it is truly very spot-on for me. This isn't in the
book of Frankestein, but in some films the young doctor electrifies
that renowned body collage, the investment of his life, and after
a tense waiting of a few seconds the collage moves and

the doctor screams, “It's alivel” All collages are in fact like that;



Otekini Heyecanlandir | Excite the Other, 2013

Kagit izerinde kalem ve kolaj | Pencil and collage on paper
53.5cmx34.5cm

Sanatci ve Galerist izniyle

Courtesy of the artist and Galerist

Under a Pure White, 2015

Kagit izerinde kalem ve kolaj | Pencil and collage on paper
32x20cm

Sanatci ve Galerist izniyle

Courtesy of the artist and Galerist

Aslinda bitiin kolajlar béyledir, bir araya geldiklerinde isleye-
cekler mi, bir anlam ifade edecekler mi, yasayacaklar mi bastan
bilmenin imkani yoktur. Yaparken de umarim canlanir; umarim

bu kafa icin dogru kolu bulmusumdur; umarim hareket eder diye
disiinirsiin. Bazen olur bazen olmaz, bazen hemen olur, bazen
aylar sirer. Olmadiginda, dogru parcalar bulana kadar arama-
ya, ekleyip cikarmaya devam edersin. Kolajin kendi dinamiginde
olan bir sey bu.

Yaparken olusuyor degil mi? Siire¢ icinde o gereklilikleri fark
ediyorsun. Onceden tamamlanmigs ve planlanmis bir seyin
tizerinden gitmiyorsun.

Oyle bir sey olamiyor ciinkii karsina ne cikacagini da bilemiyor-
sun. O giin elinin hangi dergiye gidecegi, sahaftan veya internet-
ten karsina neyin cikacagy, bilebilecegin bir sey degil. Dolayisiyla
daha ¢ok inatla ve sezgiyle ilerlenen bir siirec oluyor.

.

there is no way of knowing beforehand whether they will work,
mean something, and live when they come together. When you
are making them you think, “I hope it comes alive, | hope | have
found the right arm for this head, | hope it moves.” Sometimes

it happens, sometimes it doesn’t; sometimes it is instant, sometimes
it takes months. When it does not happen, you keep searching,
adding and removing until you find the right parts. This is
something that is embedded in the dynamics of collage.

This also takes shape for you as you are making it, doesn t it?
You realize those requirements within the process. You do not

follow something that has been completed and planned

beforehand.

That cannot be the case because you also don’t know what you
will encounter. You cannot know which magazine you will reach
for, what you will see at the second-hand bookshop or on the
Internet that day. So it is a process that progresses rather with
obstinacy and intuition.

TIONM 14Yd NOINA ¥Ou4d



PARCA BUTON  PART WHOLE

12

Mesela ben ne zaman seni ziyaret etsem, sen bir bilimsel
gercek veya kurgusal bir tasari, bir yapt ama hep yeni bir seyi
kesfetmenin heyecanini yastyorsun. Benim ilk hatirladiklarim-
dan biri de taklit eden gen.

Taklit eden, bir hiicre aslinda. insan daha fetiis evresindeyken
hiicrelerden birinde bir seyler ters gidiyor ve sanki déllenmis

bir yumurta hiicresiymis gibi, cogunlukla yumurtaliklarda ya da
testislerde kendilerini cogaltmaya basliyorlar. Viicuttaki herhangi
bir seyi taklit ediyor. Dolayistyla yumurtaliklardan uzun saglar ya
da disler cikabiliyor. Bu “teratom” denen bir kist. Antik
Yunanca’da canavar timér demek. Ben, bunu heteroseksiel
Uremeye ve cekirdek aile romansina karsi duran bir kuvvet
olarak gérdim.

Iiging bir par¢a. Viicudun bir par¢ast ama ashinda degil.
Bir biitiinii taklit etmeye ¢alistyor ama biitiin olamuyor.

istedigi sey aslinda bir biitin olmak ama déllenme olmadigr icin
bunu beceremiyor. Kendisini bir bitine gétirmeye calisiyor ama
en fazla yapabildigi, ki bu da cok nadir durumlarda, kendisini
kiicik insan benzeri, oyuncak bebek gibi bir tim&re dénistirmek.

Burada baktigimiz sey, batily anlamda bir bilim dalinin
yaklasimi; hep parcalamaya ve parcaya bakmaya yénelik.
Ama Cin tibbina baktigimizda hi¢bir zaman parga tizerinden
ilerlememis bir yol goriiyoruz. Hint de Cin de parcaya
bakmuyor; bedeni parcalama yok, biitiinciil bir bakim var. Par-
¢a-biitiine yaklasimda boyle temel bir fark var. Par¢anin

bir biitiine referans vermesinden bahsediyor aslinda. Fraktal
diizen de biitiine referans veriyor. Par¢a-biitiin iliskisinin
cografyaya ve kiiltiire dair olan referans noktalar

seni ilgilendiriyor mu?

isa’nin ayni anda hem tanri olmasi hem de ogul olmasi meselesi,
ilging bu anlamda. Bunun aslinda o dénemde dinin demokra-
tiklestirilmesine olanak saglamasi, tannyr géklerden indirip g6z
hizasina getirmesi, cok devrimci bir yaklasim. Bir dénem
kiltirlerde yiyecek olarak kan Gzerinde calismishm. Pek cok kltir,
kani yiyecek olarak tiketsin tiketmesin, bu konuda incelikli
inanclar sistemi gelistirmis. Musevilikte ve islam’da kani herhangi
bir sekilde kullanmak yasaktir mesela. Bunun temelinde, canin
kanda ikamet ettigi inanci yatyor. Eger can kandaysa, kani
tiketmek cani tiketmekle es gérilmis. Can da Allah’a ait
oldugundan, kani tiketmek ona ait olana géz dikmek sayilmis.
Dolayisiyla kurban pratiginde kan ve tasidigi can yaraticiya
sunuluyor. Karsihginda da eti alabiliyorsun. Fakat bu kadim
mekanizma, Hiristiyanlikta alt ist olmus. isa kendisini kurban ede-
rek, kanini ve etini insanlara vererek, insanlar bitin bu

kurban kesme, kanini sunma vs. yikinden azat etmis.

For instance, whenever I visit you, you always experience the
excitement of discovering something new - whether a scientific

fact or a fictional design, a structure, but always something

new. One of the first things I recall is the mimicking gene.

What mimics is in fact a cell. When man is only at the fetus stage,
something goes wrong in one of the cells and the cells start
reproducing themselves in mostly ovaries or testicles as if it

is a fertilized egg cell. They can mimic anything in the body.
Thus, long hair or teeth can grow out of ovaries. This is a cyst
called teratoma. It means monster tumor in ancient Greek. | saw
this as a force taking a stand against heterosexual reproduction
and the nuclear family romance.

It is an interesting part. It is a part of the body but not actually.
1t is trying to mimic a whole but cannot be one.

What it actually wants is to become a whole but since there is no
fertilization it cannot achieve that. It tries to direct itself to a whole
but the most it can achieve — and very rarely, too - is to
transform itself into a small human-like, doll-like tumor.

What we are looking at here is the approach of a scientific
discipline in the Western sense; it always concerns

fragmentation and looking at the parts. When we look at

Chinese medicine, on the other hand, we see a path that has
never progressed through the part. Neither India nor China
look at the part; there is no fragmentation of the body, there
is a holistic perspective. This is a fundamentally different way
of approaching the part and the whole. It is in fact talking
about the part giving reference to the whole. The fractal order
also gives reference to the whole. Are you interested in the
geographical and cultural reference points of the relationship
between part and whole?

Jesus simultaneously being god and son is interesting in this sense.
That this actually allowed for the democratization of religion in
that period; brought God down from the skies to the eye level is

a very revolutionary approach. | had worked on blood as food in
cultures for a period. Many cultures — regardless of whether they
consume blood as food or not — have developed sophisticated
belief systems in this sense. In Judaism and Islam, for instance,
using blood in any sort of way is prohibited. At the foundation

of that is the belief that life resides in blood. If life was in blood
indeed, consuming blood was seen synonymous with consuming
life. And since life belongs to Allah, consuming blood was
deemed setting eyes on what is His. Thus, in the practice of
sacrificing, blood and the life it carries are offered to the Creator.
You can get the meat in return. But this ancient mechanism was
turned upside down in Christianity. By sacrificing himself and
giving his flesh and blood to people, Jesus relieved them

of all this burden of making sacrifices, offering its blood, etc.



Isimsiz | Untitled, 2015

Mermer, cam, balmumu, yag, teratom kistleri, servo motor
Marble, glass, wax, oil, teratoma cysts, servo motor

102 x53 x35cm

Sanatci ve Galerist izniyle
Courtesy of the artist and Galerist
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Senin resminde parca biitiin iligkisi nasil ifade buluyor?

Fikir olarak parcalama hikéyesi dnemli. Cok uzun zamandir
izerinde disindigim bir sey. Ben resmimi anlahrken deseni,
motifi, rengi, formu, kompozisyonu, mekéani, sireci, rengi,
malzemeyi, eli, fircayr ayinyorum. Bunlarin birlesmesinden resim
olusuyor. Dolayisiyla bir siri parca var ve hepsi birleserek
yizeyde yer aliyor. Hatta Opelvillen Risselsheim’daki

sergide bunu serginin isminde de ayirmistim: “About Color, Na-
ture, Ornament and Other Things” (“Renk, Doga, Motif ve Diger
Seyler Hakkinda”). Napoli‘deki Nitsch Miizesi'nde yaptigim
serginin bashgini “Diversity of Languages” (“Dillerin Coklugu”)
koymustum. Frankfurt'ta Kai Middendorff Galerie’deki sergime
“Construction of Elements” (Elementlerin insasi) adini verdim.
Parcalamalarin tekrar bir tuval izerinde birlesmesi. Hep resmin
maddi yénine déndiim acikcasi; resmin izerinde yer alan
elemanlar, serginin ismine de dénisti. Konusmak istedigim bir
seye aracilik eden bir yiizey ya da yizeyler biting.

Senin resminde parca, biitiiniin tamamlayicisi, bir oriintiiniin
elemani gibi. Resmin biitiinii haline gelince de belki daha
biiyiik bir biitiiniin parcasi. Par¢anin bir kompozisyona
doniigme prensipleri, teknik de olabilir; diisiinsel ilkeler de
olabilir.

Red-Blue, 2018
Tuval izerine yagliboya | Oil on canvas

70 x50 cm

Red-Magenta, 2018
Tuval zerine yagliboya | Oil on canvas

70 x50 cm

How is the relationship between part and whole expressed in
your paintings?

The story of fragmentation matters a lot as an idea. It is something
that | have been thinking on for a long time. When | am recounting
my painting, | separate the drawing, motif, color, form,
composition, as well as the place, process, material, the hands
and the brush. When they come together, a painting is formed.
So, there are a lot of parts and they all come together to be
featured on the surface. | had even separated these elements

in the name of my exhibition at Opelvillen Risselsheim: “About
Color, Nature, Ornament and Other Things”. | had named the
exhibition that | held at the Nitsch Museum in Naples “Diversity of
Languages”. | called my exhibition at the Kai Middendorf Galerie
in Frankfurt “Construction of Elements”. The re-uniting

of fragmentation on a canvas... | have in fact always turned
towards the material aspect of painting; and the elements featured
on the surface of my paintings also turned out to be the names

of my exhibitions. It is the surface or the whole of surfaces that
mediate that | want to talk about.

In your paintings, the part is like the complement to the whole,
like the element of a structure. When it becomes the whole of
the painting, on the other hand, it is perhaps part of a bigger
whole. The principles of a part turning into a composition
might be technical as well as intellectual.



Bir kompozisyonun elemani olarak o parcalar nasil
islevieniyor?

Rengin referanslari énemli. Rengin, boyanin malzeme olarak
varligi énemli. Fircanin form veren bir yapisinin olmasi dolayisiy-
la “0" numaranin benim acimdan kesfi &nemli. El kavramy, elin
dissinceyi gerceklestiren alet olarak varligi dnemli. El bir anlamda
alete dénijyor. El isciligi kavrami 8nem kazaniyor. Bu parcalarin
temelinde desen var. Motifler, bir desen iizerinden olusuyor.

Bir motif var, par¢a olarak ve biitiin olarak. Ciinkii bu resim,
konturlarla ya da tuvalin gergevesiyle bitmiyor. Resmin sonsuz
devamliligi mi s6z konusu?

All-over resim. Her yénden genisletilebilir, devam edebilir.
Birbirine eklenerek her yéne dogru cogalan bir resim.
Kompozisyondan, renginden ve iceriginden &tiiri her bir resim,
bir bslim olusturuyor. Ornegin kirmizi resimlerin kendisini ifade
edebilmesi icin bir parcada kalmamasi, devam etmesi gerekiyor.

Peki desen, tamamlanmug bir biitiin mii yoksa her seferinde
yeniden insa edilen, yenilenen parcalar mi?

Her seferinde yeniden yapilan bir sey. Ciinki elle yazilan metinler
gibi. “A” harfini bir paragraf icinde 50 kere kullanirsin ama elle
yazildiginda her seferinde farklidir. Benzeridir ama aynisi degildir.
Benim motiflerim de &yle. 30-35 motif kendi icerisinde sijrekli
tekrarlaniyor ama benzer bir bicimde, ayni sekilde degil.
Dolaysiyla sablon yoktur.

How do those parts acquire a function as the elements
of a composition?

The references of colors are important. The existence of color,
paint as material is important. Since the brush has a structure that
gives form, the discovery of brush no:0 is important to me.

The concept of the hand, the existence of the hand as the tool that
realizes the thought is important. The hand, in a sense, transforms
into a tool. The concept of manual labor acquires importance.
There is drawing in the foundation of these parts. Motifs are
composed through drawing.

There is a motif, as a part and as a whole, for the painting
is not finished with contours or the framing of the canvas.
Is painting an endless continuity?

All-over painting. It can be developed, continued in all sorts
of ways. It is a painting that multiplies in all directions by being
incorporated to one another. Because of its composition, color
and content, each painting constitutes a part. For red paintings
to express themselves, for instance, they must not be limited to
a single part, they must continue.

Well, is the drawing a complete whole or is it parts that are
reconstructed and renewed each time?

It is something that is remade each time, for it is like handwritten
texts. You can use the letter “A” 50 times in a paragraph but when
it is handwritten, it is different each time. It is similar but not the
same. My motifs are like that, too. 30-35 motifs are constantly
repeated within themselves but in a similar, not the same, way.
Thus there is no template.
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Sablon yok ama bir alfabe var. Ve oradan segilenlerle yapilan
varyasyonlar diyebilir miyiz?

Versiyonlar, olur ve biter. Benimkileri daha acik gériyorum. Benim
acimdan bu isler belirlenmis bitmis degil konusmak istedigim
seylere aracilik eden bir sey. Ben ciinki bu alfabe olmadan resim
fikrimi olusturamam.

Resimlerde bir parcalilik var, planl bir kompozisyon olarak.
Senin planladigin bir resim var. Nasil baslayip nasil bitecegini
ongoriiyorsun,; spontane gelisen bir siire¢ degil bu.

Spontane degil. Planlanmis, kavramsal bir yapisi, kurgusu var.
Nasil kurgulanacagi degismiyor; resim, spontane ilerlemiyor.

Peki burada da bir geometri ve motifler var. Zeminde bir
matematik ilkesi, bir sistem mi var? Parcalar bir araya gelerek
bir biitiinii mii olusturuyorlar? Yoksa senin belirledigin simirlar
cercgevesinde bir kompozisyonu mu bitiriyorlar?

Sinirlar cercevesinde kompozisyonu bitiriyorlar. Ornamentteki

o cok kesin matematiksel kurallar benim islerimde yoktur. Ama
ornamentle benim arkadaslhgim séyle dogdu. Benim 2000’e
kadar geometrik form ve organik motifin birlikte kullanilabilecegi
konusunda fikrim yoktu. Geometrik ornamentle organik
ornamentin i¢ ice gecebilecegini 2000'lerde fark ettim. Ve
2001'de bunun ornament tarafini arashrmaya basladim ve bilerek
ic ice gecirdim.Daha 6ncesinde reddediyordum ciinkis. Ornament
disnyanin her yerinde var, her zaman da olacak. Ama benim
konum ornament dedigim tarih, 2001 dir. Alois Riegl'in 1893'te
yazilan Stilfragen diye bir kitabini kesfettim. “Ornamentin imza
oldugunu, yani kisisel sanatci imzasi oldugunu” séyler. Dolayisiyla
Riegl, “ornament”te kisisel Uslup bulur. Ornamentin sanatsal bir
slup olduguna dair ilk degerlendirmedir bu.

Ornament konusundaki temel metinlerden bir digeri, Markus
Briiderlin’in 90’larda “modernin ornamentlestiriimesi” iizerine
yazdigi makaledir. Briiderlin’in o dénem direktérligini

yUrittigi Beyeler Foundation’da, 2001 yilinda yaphgi “Ornament
und Abstraktion” isimli kapsamli bir sergi var. Hatta Briiderlin,
kitaptaki sunus yazisina epigraf olarak Niklas Luhmann’in
“Toplumun gelismesi icin dilin 8nemi ne ise sanat sisteminin
evrilmesi icin ornamentin anlami da odur” s6zini alir. Bu sergi
iizerine, Schloss Balmoral'dayken kendisini davet etmistim ve bir
konusma yapmisti. 10 bélimden olusan bu serginin b&limlerinden
biri “Ornament Olmak isteyen Resim: Frank Stella ve Ornament”,
bir digeri “Once Ornament Vardi: Arabeskten Modernin Soyut
Cizgisine Dogru”. Sergi kitabindaki makalelerden biri de “Orna-
ment ve Hatrlama” bashgr altinda Matisse, Kandinsky ve
Mondrian’dan 8rnekler veriyordu. Ornamentin bir sanatsal dil
olmasi, sanatin gelismesindeki nemi ve serilik kavramlari...

There is no template but there is an alphabet indeed. And
variations created with what has been selected from it. Could
we say that?

Versions happen and end. | see mine as more open. To me, they
mediate not something that has been determined and has ended,
but something that | want to talk about, for | cannot construct the
idea of the painting in the absence of this alphabet.

There is a fragmentation as a planned composition in the
paintings. We are talking about a painting that you have
planned in advance. You foresee how it will begin and how it
will end; this is not a process that unfolds spontaneously.

It is not spontaneous. It has a planned, conceptual structure and
construct. The way it will be constructed does not change; the
painting does not progress spontaneously.

Well, there is geometry and motifs here, as well. Is there a
mathematically principled system in the backdrop? Do the
parts form a whole by coming together or do they end a
composition within the limits that you have determined?

They end the composition within the limits. Those very precise
mathematical rules in ornament are not to be found in my works.
Here is how my friendship with ornament began. Until 2000,

| had no idea that geometric forms and organic motifs could be
used together. It was in the 2000s that | noticed geometric
ornaments and organic ornaments could be intertwined. And in
2001, | started researching the ornamental aspect of this
combination and knowingly, | intertwined these forms. | used to
refuse it before. Ornament is all over the world, and it always will
be. But it was in 2001 that | said, “My theme is ornament.”

| discovered a book called Stilfragen by Alois Riegl written in
1893. It says “Ornament is a signature, meaning the personal
signature of the artist.” Thus, Riegl finds a personal style in
ornament. This is the first statement in the history of art that
considers ornament to be an artistic style.

Yet another principal text on ornament is the article written on “the
ornamentation of the modern” by Markus Brijderlin in the 90s. An
extensive exhibition entitled “Ornament und Abstraktion” was held
by Briderlin at the Beyeler Foundation, of which he was the
director back then, in 2001. Briiderlin even includes as epigraph
the quote “What importance language holds for the development
of the society, ornament holds the same meaning for the evolution
of the system of art” by Niklas Luhmann. Upon this exhibition,

| had invited him when | was at Schloss Balmoral and he had
delivered a speech. One of the parts of this exhibition consisting
of ten parts was called “Painting that Wants to Become
Ornament: Frank Stella and Ornament” and yet another was
called “First There was Ornament: From Arabesque to the Abstract
Line of the Modern”. One of the articles in the exhibition book
provided examples from Matisse, Kandinsky and Mondrian under
the heading of “Ornament and Remembering”. Ornament as an
artistic language, its importance in terms of the development

of art, and the concepts of being a series...



Villa Waldberta Colorful, 2015

Tuval Gzerine yagliboya | Oil on canvas

200 x 180 cm
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Mesela kitapta bir “acanthus” motifinin Antik Yunan'da sitin
basindan nasil yapildigi ve zaman icerisinde cografyaya gére
nasil bir degisiklik gésterdigi anlatliyor. Tirkiye'de biyik bir
gelenek var ama teorik bir kitap yok. Ornamentle olan iliskim,
Alois Rieglin metni ve Markus Brijderlin’le kurdugum yakin
diyalogla benim acimdan daha sorunsuz bir alana girdi.
“Benim konum ornamenttir” dedigim zaman, budur.

Ornament, kendi basina biiyiik bir konu ayrica bir sergi
yapmamiz sart. Ama bizi bu baglamda daha ¢ok ilgilendiren,
Ekrem Yal¢indag resminde ornament, nasil bir parca biitiin
iliskisinin prensiplerini olusturuyor? Ya da par¢a olarak motif
birimleri neyi ifade ediyor? Bir seyi simgeliyor mu? Tarih

ve cografyaya gore pek ¢cok motifi tamimlayabiliyoruz. Hem
cografyaya isaret edebiliyor hem de birtakim simgelere isaret
edebiliyor. Mesela emperyal simgelere, halkin inanglarina
dair simgelere, iktidara ya da daha basit cemiyetlere,
cemaatlere isaret edebiliyor. Sendekilerin bir simgesi,
referans diinyast var mi?

Yoktur. Kesin yoktur.

For instance, in the book it is recounted how the “acanthus” motif
was made of column heads in the Ancient Greece and how it
changed in time and across different lands. There is a great
tradition of ornament in Turkey but no theoretical book concerning
that tradition. My relation with ornament entered a less
problematic phase thanks the text by Alois Riegl and the close
dialogue that | have established with Markus Briderlin. This is
when | said, “My theme is ornament.”

Ornament is a massive subject in and of itself. So we must hold
a separate exhibition focusing on that. But what concerns us

in this context is the question of how the ornament forms the
principles of the relationship between part and whole, in the
paintings by Ekrem Yal¢indag. Or what do motif units mean

as parts? Do they symbolize something? We can define many
motifs with respect to history and geography. Motifs can point
out to both geography and certain symbols. They can point out
to imperial symbols, symbols related to the faith of the people,
power or simpler societies and communities. Do yours have

a symbol, a realm of reference?

They don't. They definitely don't.



Colored Blacks, 2016
Tuval Gzerine yagliboya | Oil on canvas

150 x 150 cm

581 Times Red, 2018
Tuval Gzerine yagliboya | Oil on canvas
100 x 100 cm

Peki bir seye benzemesi, bir yerin desenine benzemesi
durumu da yok. Senin tarafindan insa edilmis bir dil...

Kesinlikle yle. Yoktur derken cok net séyliyorum. Kendim
gelistirdim ve referans almadim. Bir cografyaya referans vermiyor.
Onun &tesi, yorum. Baska insanlarin yorumu. Bu halidir, fayanstr,
seramiktir. Obir yandan “bu dil icerisinde Gretilmis olan bitin
gérsel Uriinler de benim arsivimdir, kijtiphanemdir” diyorum. Bu
arsiv her yerde olabilir. O, diinyanin tamaminin benim ilgi alanim
dahilinde oldugunu da séyliyor. Uretilmis olan bitin o gérsel dili
de kendi arsivim olarak gérijyorum. Ama benim islerimin
dogrudan referansla hic ilgisi yok.

Peki par¢anin ingasi nasil? Demin baktigimiz islerde cesitli
kompozisyonlar gordiik. Daha geometrik kompozisyonlar da
var daha oriintii gibi tamamlanan kompozisyonlar da var.

Parca, tek basina anlamli degil. Bir bitin oldugunda anlam
olusturuyor.

Biitiin oldugunda m1 bir araya geldiginde mi?

Bir araya gelip bir kompozisyon olusturdugunda. Bazen
geometrik motifler de olabilir bazen de iki rengin yan yana
gelmesiyle olabilir. Bazen monokrom, tek bir renkle olabilir. Benim
bazi resimlerimde monokroma yaklasimim da farkli. Kendi icinde
tonlarla cesitleniyorlar. Monokromlar ama monoton degiller.

They also do not resemble something, the motifs of
a certain geography, for instance. It is a language you
have constructed...

It definitely is. | am absolutely clear when | say that they don't.

| have developed it myself and used no references in the process.
It does not make a reference to any geographical region. That
which is beyond, is interpretation. Other people’s interpretations.
This can be a carpet, tile, ceramics. On the other hand, | say that
all the visual products that have been produced within this
language are my archive, my library. This archive could be
anywhere. It also says that the entire world is included within my
sphere of interest. | see the whole of that created visual language
as my own archive, as well. But my works have nothing to do
with direct references.

So then, how is the part constructed? We have seen certain
compositions in the works that we have just looked at. There
are also more geometrical compositions as well as
compositions that are completed as a pattern.

The part is not meaningful by itself. It creates meaning when
itis a whole.

When it forms a whole or when it comes together with
other parts?

When it comes together with other parts and thus forms

a composition. Sometimes it is geometrical motifs that make up

a composition, sometimes it is just two colors that come together.
Sometimes the composition can be monochromatic, sometimes it
can consist in a single color. My approach to monochrome is also
different in some of my paintings. They are diversified with tones
within themselves. They are monochromatic but not monotonous.
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Impressions From The Streets, 2017
Tuval izerine yagliboya | Oil on canvas

@200 cm

Peki daire formuna gelmek istiyorum. Senin resminde biiyiik
bir yeri var. Daire formunun kendisinin de sonsuzluga dair
bir temsiliyeti var. Daire formundaki iglerinde halka halka
renklerle ayrilan ve porsiyonun esitlendigi par¢a-biitiin
devamliligi var. Parg¢alar arasinda zaten bir hiyerarsi yok.
Ayni genislikte devam ediyor. Bir nokta ve biiyiik bir cembere
doniigmiiyor, leke.

Dénismiyor. Oyle yapan sanatcilar var. Motif birlikteligi dnemli.

Kendi icerisinde soru sormamali. Niye ince, niye kalin. O tiir
farkhlasmalardan olusan sorular olmamal.

Okay, I want to get to the circle form. It occupies a prominent
place in your paintings. The circle form itself has a
representation related to infinity. In your works that are in the
form of a circle, there is a continuity of part and whole that is
separated through rings of colors and in which the portion is
evened out. There is no hierarchy between the parts, anyway.
It continues at the same width. The stain does not turn into

a spot and a big circle.

It doesn't. There are artists who do that. The union of the motifs is
important. It must not ask questions in itself. Why thin, why thick?
There should not be questions regarding such differentiations.



Daire resimlerde iki motifim var: diiz ve dalgali. O tiir sorular
olusmasin diye renklerin arasinda hiyerarsi yoktur. Daire,
geometrik bir form benim icin. Orada, karede, iicgende orijinal
olamazsiniz. Teknik ve konseptte farkli olabilirsiniz. 1997'de
Frankfurt'ta Stéedelschule’de &grenciyken o dénemki Rektsr
Kaspar Kénig, atélyeye geldi; bu daireleri ilk gérdiginde bakti,
cikh ve gitti. 3-4 dakika sonra gézligint alarak geri geldi.
“llgingtir, her dénemde yuvarlak resimler ortaya cikar ama hep
yeni bir sekilde ortaya cikar”, dedi. Bu benim icin bir onaydh.

O konusmayla onayi almistim. Bu resimler dylece devam etti.

Impressions From The Streets, 2017
Tuval zerine yaglboya | Oil on canvas

@200 cm

| use two kinds of motifs in circle paintings: straight and wavy.
There is no hierarchy between the colors so that no such questions
emerge. To me, the circle is a geometrical form. There, in the
square, in the triangle, you cannot be original. You can be
different in terms of technique and concept. When | was a student
at the Staedelschule in Frankfurt in 1997, the then-rector Kaspar
Kénig came to the studio; when he first saw these circles, the took
a look and left. Grabbing his glasses, he came back in some

3-4 minutes. “It is interesting, round paintings emerge in every
period but always in different ways,” he said. This was an
approval for me. | had gained approval with that talk.

These paintings continued like that.
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Boyut ve ayniliklar iizerinden dikkati renkte ve formda
tutuyorsun. Onlarin hiyerarsisi gibi noktalarla konu
dagilmiyor. Konsantrasyonu bir yerde toplamak gibi.

Kendi icerisinde zaten anlami olan bir sey. Bunu baska sorularla
dagitmak istemedim. islerimde minimalize eden, azaltan,
indirgemeci bir tavir var. Eski dénemlerden bu yana bu tavr
sirdiriyorum. Yesilse yemyesil degil, yesilin 3 tonu;
sinirlandinlmis. Yesil kirmizi mavi, Gcer ton. Baska tirli sorulara
acik olmasin diye.

Bizim burada eski dénem islerinden baktigimiz dortlii
kompozisyonda oradaki par¢a da senin bir tusen, bir dokusun,
bir hareketinle, o ana dair bir kaligrafiyle ortaya ¢ikiyor.

Her firca darbesi, bir par¢a; kompozisyon onlarin tuval
tizerinde birbirine karigmadan dolugmastyla olusuyor. Bugiine
gore daha esnek bunlar, simdi daha planlt ve programii.

Ama yine bir tuge s6z konusu.

Orada tuse form veriyor; yeni islerde formun sinirini ciziyor. Onlar
biraz daha serbest fakat ayni sistemle calisilmis isler. Oradaki firca
dokunuslari yaprak formundan alinmis. Her firca vurusu, o yaprak
formunu versin ama ayni zamanda resmin bitinini olustursun
istiyordum. Orada da bir sistem vardi. Serbest degildi. Parcalarda
esitlik vard.

Buradaki par¢alar da tek basina bir sey ifade etmiyor,
kompozisyonun par¢asi. Ama bir araya geldiklerinde bir biitiin
olduklarini iddia etmiyoruz. Ciinkii biitiin, aslinda sonsuza
acilyor; kompozisyonlarda bitis konturunu gostermedigi

ve tuvalin stmirindan sonra da devam edebilecegi icin. Bir
biitiinliik ya da bitis karari zaten en basinda veriliyor boyutlar
secilirken.

Evet. Isler, birbirinden kopmuyor. Konu olarak kendi icerisinde
boélimler var tabi. O bélim icerisinde cogalarak, nicelik olarak
cogalarak bir anlam olusturacaklar. Ben, zaten “tekil resimler
yapmiyorum” diye sdyliyorum.

Yani biitiin kiilliyatin birbirini tamamliyor.
Buradan Gesamtkunstwerk’e gelecegiz anlam olarak. Ama emin

degilim 6yle miyim diye. Ciinkil 6nimde Hermann Nitsch 6rnegi
var. Ben cesaret edemiyorum; kendim icin bdyle bir sey demeye.

Garden-View, 1991
Tuval zerine yagliboya | Oil on canvas

Her biri | Each, 120 x 100 cm

Through dimension and sameness, you keep the attention

on the color and form. There is no distraction with issues such
as their hierarchy. It is like gathering the concentration at one
spot.

It is something that already has a meaning in and of itself. | didn’t
want to ramble with other questions. There is a minimalizing,
decreasing, reducing attitude in my works. | have been pursuing
that attitude since the olden days. If its green, it is not completely
green, itis 3 shades of green; it has been limited. Green, red,
blue; three shades each. So that the painting is not open to other
sorts of questions.

The piece in the quadruplet composition from your old works
that we have looked at emerges with a brushstroke, a touch,
a movement of yours, with a calligraphy related to that
moment. Every brush stroke is a part; the composition is

formed when they are piled on the canvas without merging into

each other. These are more flexible in comparison to today,
they are now more planned and systematical. But there still
is a brush stroke.

At that point a brush stroke gives form; in the new works, it draws
the boundaries of the form. They are a little looser works that have
still been created from within the same system. The brushstrokes
there have been taken from the leaf form. | wanted each
brushstroke to give the leaf form but at the same time establish the
whole of the painting. There was a system there, as well. It was not
free. There was equality among the parts.

The parts here do not mean anything on their own, they are
part of the composition. But we do not claim that they make

a whole when they come together. Because, the whole actually
opens to infinity, since it does not point out to the finishing
contour in the compositions and can also continue beyond

the border of the canvas. When the dimensions are chosen,

a wholeness or finishing decision is made in the beginning,
anyway.

Yes. The works are not disconnected from one another. Of course
it has parts within itself as a theme. They will form a meaning

by multiplying, multiplying in quantity within that part. | say that
because | don't make singular paintings, anyway.

So your entire corpus complements one another.

I mean we will arrive at Gesamtkunstwerk from here in terms
of meaning. But | am not sure if I'm like that, for | have the
example of Hermann Nitsch before me. | don't dare say
something like that for myself.
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Peki sergide yer alan Otoportre-1?

Devam edecek. Anlam buldugum renk gruplari icerisinde devam
edecek. Kendimle ilgili disinecegim bir alan. Kirmizi cizgi, kan
damarlari... Anlam olarak sicak bakryorum. Beni ifade ettigini
disindigim ikili renk gruplan cikaracagim.

90’larda yaptigin otoportrede yiiziinii segebiliyoruz. Ama bu
otoportrede senin yapitina doniistiigiine dair bir anlam ¢ikiyor.
“Kimdir Madam Bovary?” diye soruldugunda, “Benim!” diyen
Flaubert gibi... I;slerim, tekil degil dedin. Birbirilerinin onciilii,
ardili ve tamamlayicist midir?

Daha énce yaptgim portrelerde, vesikalik fotograftan yola
cikarak bir duyguyu ifade etmemesi iizerine bir disinceyle
hareket ettim. Bana sempatik gelen yani, 6znel bir alan olusmasi.
Ozel bir alan olusturuyor diger islerin arasinda. Burada ilk kez
6zel bir alana kaydim ve by, bir otoportre; dolayisiyla beni temsil
ediyor. Benim portrem. Birbirlerinin 6ncili ve ardili degil
tamamlayicisidir. Anlamli olmasi icin onun tekil kalmamasi lazim.
Onun bir bslim héline gelmesi lazim.

Sen mi resme doniistiin resim mi sana dontistii?

Uc nokta...

Self-Portrait-l, 2018
Tuval izerine yagliboya | Oil on canvas

140 x 120 cm

What about ““Self-Portrait I” featured in the exhibition?

It will continue. It will continue within the color groups in which

| find meaning. It is a space where | can think about myself. Red
line, blood vessels... | am inclined to it in terms of meaning. | will
come up with color groups of two that | think express me.

We can make out your face in the self-portrait that you have
painted in the 90s. But in this one, there is the meaning that you
have transformed yourself into your work. Just like Flaubert
who says, “It is I” when asked who Madame Bovary is. You
said your works are not singular. Are they precursor, successive
and complementary to one another?

In the portraits that | have previously made, | set out with the
headshot, thinking it does not express an emotion. What is
appealing to me is that a subjective space is created. It forms
a personal place amongst the other works. | inclined towards
a private space for the first time here and this represents me by
way of a self-portrait. To be meaningful, it should not remain
singular. It has to transform into a part.

Did you transform into the painting or did the painting
transform into you?

Three dots...
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Séyle bir yerden basladim aslinda. Urettigim videolarda da
fotograflarda da parcalar yeniden birlestirip gézle
goéremedigimiz, dogrudan deneyimleyemedigimiz ancak
sezebildigimiz dogaya ve kiltire dair déngilere bakmaya
calisiyorum. Bu da hem zamansal olarak hem de mekéansal olarak
baktgim, bakabildigim noktadan uzaklasmayi, yer degistirmeyi
ve bitini kavramayi calismayi barindinyor. ilk cikis noktas,

biraz daha insani bir gidij olarak cocukluktan itibaren elimize
aldigimiz bir objeyi evirip gevirip anlamaya, bijtinini kavramaya
calismaktan gelen bir arzu. Bitini anlama arzusu. Bir de her
zaman bir biitin olma arzusu, ideali var fakat bu tatmin edilmesi
hep geciken imkansiz bir arzu tabi.

Fakat bu, bir biling diizeyi gerektiriyor. Ne zamandan itibaren
oyle bir biitiin olma arzusunu fark ediyorsun?

Aslinda her zaman. Bir sey Uretirken, bir iliskiye baslarken, bir ise
baslarken, hep bir bitinlesme ihtiyaciyla hareket etmek var.
Hep bir sey eksik gibi hissetme hali.

Eksik par¢ayr arama ihtiyaci, biitiin olma isteginden mi
kaynaklaniyor?

Eksik parcanin ne oldugunu sirekli arryorsun fakat birtakim
parcalarin yerine oturdugunu hissettikce baska eksik parcalar
hissetmeye basliyorsun. En azindan ben, bir siri durumda béyle
hissediyorum. Ulash@ini sandigin kisa evreyse, onun arhk degeri
olarak kaliyor. Arzunun varligini sirdisrmesi icin hep eksik

bir parcanin olmasi gerekiyor.

Sahne | The Scene, 2018
Video enstalasyonu | Video installation

ed. 5+1 ap, 6'08"

| actually started out from this: In the videos as well

as photographs | create, | reunite parts and try to look at natural
and cultural cycles we cannot see with our eyes, cannot directly
experience but sense. This includes moving away from the point
I look, in terms of space and time, changing places and trying to
make sense of the whole. The initial point of departure is a desire
stemming from playing around with an object we have been
handling ever since childhood and trying to understand it, from
trying to make sense of the whole. The desire to grasp the whole.
And then always the desire, the ideal to become whole but this is
an impossible desire, the fulfillment of which is always delayed.

But this requires a level of consciousness. Since when has one
been aware of this desire to become whole?

Always, in fact. When creating something, when starting out a
relationship, when initiating a work, there is always the case

of moving with a need of being complete.

Does the need for looking for the missing part originate

from the wish to become whole?

You are always looking for what the missing part is but as you
feel certain pieces connect, you start to feel other missing parts.
At least this is how | feel in many instances. The short-lived period
you think you have reached remains its surplus value. For desire
to maintain its existence, there always needs to be a missing
piece.



Bu yiizden mi senin islerinde hep bir eksikligin tamamlanma
stirecini izliyoruz ve tam tamamlanirken basa doniip loop ta
bu dongiiyii fark ediyoruz. Yeniden tamamlanma siirecinde
basa doniiyoruz.

Evet. O bitinli k her zaman olusum halinde, evrelerin kendisi

gibi.

Herhangi bir kompozisyonda, hareketli olmayan bir
goriintiide, o par¢alar, bir kompozisyon olusturur ve hemen
olusturur ¢tinkii konu orada kapanir. Senin islerinde ise
devreye “siire” girdigi i¢cin sen o stireyi de kullanarak,

o parcaliligi gériintiilerle oriiyorsun ve biitiine ulasiyorsun.
Ulastigin sey, bir biitiin mii? Biitiin, o par¢alarin toplami mi?
Yoksa senin yapitinin bir béliimii mii?

Aslinda o parcalarin arasindaki devamli ve karsilikli olan
dénisim, degisim ve birbirini sirekli evriltme héli, bijtin olan.

Bitin, bitini kavramak, bir tir anlam arayisini cagristiriyor bana.

O da ancak sabit olmayan, belirli bir zaman ve mekéna
konumlandirilmis olmayan, sirekli akis hélinde olan her sey ve
aralarindaki degisken iliskinin kendisi gibi geliyor.

Is this the reason we always see something missing in your
works and then watch its completion process and right when
it is about to be completed we go back to square one and see
this phenomenon in a loop? We start the completion process
all over again.

Yes. That wholeness is always in a state of formation, like the
stages themselves.

In any composition, in an immobile image, those pieces form
a whole composition. And this is instant because the case is
closed right there. In your works, on the other hand, since
there is time involved, you cover that partness with that time
and reach the whole one by one and over and over again with
images. Is it a whole that you reach? Is it the totality of all
those pieces? Or is it a part of your work?

In fact, the continuous and reciprocal transformation and change
between those parts, the state of constantly making one another
evolve is what's whole. The whole, grasping the whole evokes

a sort of meaning quest in me. And that only seems like everything

that is not stable, what is not placed within a certain time and
place, constantly on the flow and the changeable relation itself
between them.
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Ada | Island, 2015
Video enstalasyonu | Video installation

7'21"




Parc¢aya nasil ulasiyorsun, siire¢ nerede bagsliyor?

Pratik olarak bahsetmek gerekirse, cogunlukla bir fotografla
basliyor. Ada’da &nce bir manzara fotografiyla basladi. Sonra
onun icine yavas yavas baska fotograflardan, baska
zamanlardan birtakim parcalar yerlestirmeye basladim.

Ve gercege birebir referansi olmayan, haydli bir doga imgesine
déndii. Aradan uzun bir siire gecti. O fotograf, 1,5 yil bir késede
kaldi. Sonra tekrar kurcalamaya basladim ve bu sefer iizerinde
ufak oynamalar, degisiklikler yapip her degisikligi videonun
kareleri olarak kaydetmeye basladim. Fakat orada da ¢ok
didaktik bir sekilde doga, bir duvara déniisiyordu. Dogayla
arana bir set cekilmis gibi bitiyordu. “Dogal olanla kiltirel olan
arasinda tek tarafl;, lineer, basi sonu belli bir degisim var”
demekten &teye gecmiyordu. Bu da gene tek tarafli bir bakis
demek, nihayetinde. Aradan yine bir zaman gecti; tekrar, plansiz
bir sekilde her bir karesi kolajlardan olusan videoya parcalar
ekleyip cikarmaya basladim. Dijital olarak kolaj yaparken
parcalar yan yana, Ust Uste getirildiginde birbirlerine ne tepki
verecegini cok da 8ngéremedigim, tesadifi sonuclar da
doguruyor; her ne kadar parcalar bilincli bir sekilde secilmis olsa
da. Bu da benim icin en heyecanli ve yaratici olan kisim.
Sonunda Ada, bir yeryiizi-gékyizi, gece-giindiz, doga-kiltir
gibi ikiliklerin, birbirini déngisel olarak tamamladigr genis bir
sirece bakan, baslangici-bitisi olmayan, gézlemcinin durdugu

pozisyonun sirekli degistigi bir videoya dénisti.

Ik gektigin fotograf ve o gériintiiyii bozma arzun par¢alamak
ve yeni bir biitiine ulasmak iizere miydi?

Fotograf da video da yapilar geregi, gézin gérdigini,

fiziksel dinyayr taklit ya da temsil etmeye calisiyor. Benim

derdim de tam tersi, sezdigim, anlamaya calishgim ama dogrudan
deneyimleyemedigim insan &lceginin dtesindeki olaylar,
degisimler ve onlari yeniden kurgulamaya, soyutlamaya calishgim
evrede de onlara dair fark etmedigim bir seyler yakalayabilmek.
Bu da gérintiniin yapisini bozup, parcalayip, sinirlarini
zorlamaktan geciyor benim icin. Bir de daha &nemlisi herhangi
bir doga parcasinin kendisinden &nce zaten “manzara” héline
gelmis resmiyle ya da fotografiyla coktan karsilasmis oluyoruz.
Ya da benzeriyle... Neresinden hangi aciyla en etkileyici halini
gérebilecegimiz dahi zaten gériintiler izerinden coktan
zihnimizde kurgulanmis oluyor. Gérsel olarak hafizada yerini
bulmus, dogrudan deneyimin yerini coktan almis oluyor.

Bu dinyayi gérintiiler zerinden anlama, kurgulama haéli, su an
iyice artmis olsa da aslinda resmin ve fotografin demokratik-
lesmeye basladigi dénemlere kadar dayaniyor. 1800'lerin
ortalarinda Nathaniel Hawthorne’un, Margaret Fuller’in Niagara
Selalesi’'ne dogru yaptigi yolculuklarinda ya da Henry David
Thoreau’nun cesitli hikéyelerinde benzer bir kérlesmeden
bahsediliyor. Bu belki de giindelik olana yakin olmayan

gérme teknikleri, cesitleri arama arzusuna sebep oluyor.

How do you reach the part; where does the process begin?

To talk in the practical sense, it mostly starts with a photograph.
In The Island it first started with a landscape photograph.

Then | slowly started adding pieces from different photographs
and different times to it. And it turned into an imaginary nature
image that does not have direct reference to reality. A long time
passed. That photograph just sat waiting for 1.5 years. Then |
started tackling it again and making minor arrangements and
changes on it; this time, | started recording each modification

as video frames. But there, the nature was very didactically
being transformed into a wall. It ended as if an obstacle was set
between you and the nature. It did not go beyond stating there
is a one-sided, linear change between what is natural and what
is cultural, the end and beginning of which can be determined.
Some more time passed; | once again, in an unplanned manner,
started adding and removing parts to the video, each frame

of which was composed of collages. While making collages
digitally — even though the parts were consciously chosen — the
parts, when they stand next to one another or overlap, also
produce incidental results which | cannot quite foresee the
reactions of. This is the exciting and creative aspect for me. At the
end, “Ada” transformed into a video that looks at a long process
in which dualities such as earth-sky, day-night, nature-culture
complement each other in terms of cycles, that has no end or
beginning; a video in which the viewer's position constantly
changes.

The first photograph you took and that will of yours to distort
that image -- was it about fragmentation and reaching a new
whole?

In terms of their structure, both photograph and video try to mimic
or represent what the eye sees, the physical world. My concern is
the complete opposite: Happenings, changes beyond the human
scale that | sense, try to understand but cannot directly
experience, and at the stage when | try to construct and abstract
them, grasping something related to them | have not realized
before. And for me, the way to that goes through distorting the
structure of the image, fragmenting it and pushing boundaries.
And then more importantly, we encounter any natural piece
beforehand with its painting that has been transformed into

a “landscape” or with its photograph, anyway. Even how we
can see it in the most impressive way and from where and at
which angle have already been constructed in our minds through
images. What has already been constructed visually and found

a place for itself in the memory replaces the direct experience.
Although this state of understanding and constructing the world
through images has now substantially increased, it actually goes
back to the time when painting and photography started to be
democratized. A similar state of going blind is mentioned in trips
to the Niagara Falls by Nathaniel Hawthorne and Margaret Fuller
in the mid-1800s or in various stories by Henry David Thoreau.
This perhaps creates the desire to seek seeing techniques,
variations not similar to what is daily.
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Peki izleyiciyi, tamamlanmig béyle bir peyzajla bir anda
karsilastirmiyorsun da bunu, sekanslarla bir siire¢ olarak
adim adim sunuyorsun. Par¢alarla sonucu mu arzulatiyorsun?
Neredeyse, biitiinlenememe halini, yonteme doniistiirtiyorsun.
Beklenti tamamlandigi anda, o tatmini vermeden loop, basa
dondiiriiyor.

Zaten “bitin” dedigimiz seye, akisin, dénisimin kendisi olarak
bakinca nihai bir baslangic ya da bitis noktasi da olamiyor.
Videolar da &yle, basladigi kareye déndiginde bitiyor; yani
bitemiyor, ufak degisiklikler olsa da sarmal olarak hep devam
ediyor kendi icinde.

Buradaki par¢alar: birlestirme prensibiyle yola ¢ikarsak,
Toprak isi i¢in ne diyebiliriz?

Cok daha lineer giden bir is, Toprak. Dogal bir alan, tamamen
gridlere bdlinms; insan tarafindan sekillendirilip taarruz edilmis
kiltirel bir alana dénisiyor. Burada da zamansal ve mekansal
olarak biyik bir dénisim var fakat basi-sonu daha belirli. Bes
sene dnce bakhgim noktanin da degistigini gésteriyor bu tabi.

Toprak | Territory, 2013
Video enstalasyonu | Video installation

320"

Well, you don't make the viewer meet such a landscape sud-
denly through a photograph, but the process comes step by

step through these sequences. Do you thus make one desire the
result through the parts? You almost transform your state of not
completing into a method. When the expectation is complete,
the loop makes one go back to the beginning without providing
that satisfaction.

When we look at what we call the whole as the flow and transfor-
mation itself, there cannot be an ultimate starting or ending point,
anyway. The videos are like that, too; they end when they go back
to the beginning frame, that is to say they cannot end; despite
minor changes, it always continues within itself as a helix.

Starting out with the principle of recomposition/reuniting the
parts here, what can we say about Land?

Land is a work that progresses much more linearly. A natural
space transforms into a cultural space that has completely been
divided to grids, shaped and assaulted by man. There is great
transformation in the spatial and temporal sense here, as well,
but its beginning and end are more determined. Of course, this
also shows that my viewpoint from five years ago has changed.



Benzer bir déniigiim Tahribat ta da var.

Evet, burada da cok yavas yavas dénistirilen, yikilan, tahrip
edilen, yeniden insa edilen sehir hafizasinin evreleri var. Fakat bu
sefer bunun izlerini cok daha yakin yerlerde, daha mikro 6lcekler-
de aryorum. Once sehrin derisi sayilabilecek bir duvar
parcasinda, sonra kendi viicudumun bir parcasinda. Sehir
hafizasi, bedensel bir duyumsama zerinden nasil anlatlabilir?
Anlatilabilir mi2

Tahrip olan, yara agilan, duvarin bir par¢ast degil, senin derin.

Duvarin iizerindeki bir yarikla baslyor; o yavas yavas deri
iizerinde kapanmaya calisan bir yaraya dénisiyor; kapandig
noktada tekrar acilmaya baslayacaginin sinyalini veriyor. Bedeni
insanin icinde yasadigi ev ve mekén olarak gérilyorsak, bir son-
raki katmanda, icinde yasadigin ev, icinde yasadigin sehir olarak
bakhginda, biitin bunlarin hepsi bir bitine ait parcalar gibi hatta
birbirinin makrokozmosu, mikrokozmosu olarak da okunabilir.

Senin kompozisyon ilkelerine baktigimizda par¢a, kompozisyo-
nu tamamlayict bir 6ge olarak beliriyor. Biitiinii par¢alamak
gibi bir amacn yok. Peki parcaliltk mi biitiinliik mii senin
islerinin yapi tasi?

isleri daha parcali gériyorum. Bistin olarak gérdigimiz seyler
de aslinda hep daha biyik bir bitiniin parcasiysa, bitin olarak
goérdigimiz doga da sehir de hepsi, aslinda yasayan, déniisen
ve siirekli olarak biyiiyen varliklarsa; hichir zaman bizim
algimizin icinde olmayacak, bitini gérmek. Isler icin de ayni
sey gecerli. Hep kacirilan seyler olacak; hep belli parcalarini
gérebiliyor olacagiz.

There is a similar transformation in Damage, as well.

Yes. There, too, there are stages of an urban memory that is very
slowly being transformed, demolished, depredated, rebuilt. But
this time, where I'm looking for the traces is much closer, in more
micro scales. First in part of a wall that can be considered the skin
of the city, then in one part of my own body. How can you recount
urban memory through bodily sensation2 Can you at all2

What is depredated, wounded is not part of the wall
but your skin.

It begins with a crack on the wall; it slowly transforms into a
wound on the skin that is trying to heal; when it starts to close,

it signals that it is going to open all over again. If we view the
body as the house and the place man lives in, when you look at

it as the house you live in, the city you live in in the next layer,

all of these can also be interpreted as parts belonging to a whole,
or even the macrocosmos, the microcosmos of one another.

When we look at your composition principles, the part
appears before us as an element that is complementary to the
composition. You don 't aim to fragment the whole. Well, is it
the part or the whole that is the building block of your works?

| rather see the works as fragmented. If what we see as wholes
are in fact always part of a greater whole, if the nature and

the city — all of it — we see as wholes are in fact living,
transforming and constantly growing beings, then seeing the
whole can never happen within our perception. The same thing
goes for the works. We will always miss things, we will always
be seeing certain parts.

Tahribat | Damage, 2013

Video enstalasyonu | Video installation

ed. 4+1 ap, 3'04"
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Peki siireg ile insa edilen iglerden farkli olarak hareketli
goriintii tabakalarinin iist iiste yerlestirilmesiyle olusan Geri
Kazanilmis Zaman isi var. Parcanin kullantlma bicimi
bakimindan buradaki iglev nasil ¢aligiyor?

Orada altta kalan ve gérinmeyen katmanlar, parcalar var.
Gérdigin sey, aslinda ayni anda var olan ¢oklu bakis agilari,
hareket hélleri ve zaman akislarinin bir arada, st Uste, yan yana
akiyor oldugu. Ust iste binen sehir seslerinin ugultuya dénismesi
de o kavramasi giic coklugun, katmanliligin bir parcas.

Ust iiste binmis parcalarin bir araya gelis sekilleri
hesaplanmg bir sey mi?

Hesaplanmis evet. Bir araya gelisleri tesadifi degil.

Peki biitiindeki gorsellik mi seni daha ¢ok ilgilendiriyor
yoksa hareket mi?

ikisi de.

Geri Kazanilmis Zaman | Time Regained, 2011
Aydinlatmali saydam baski, video enstalasyonu
Backlit durable transparency print, video installation
ed. 5+1ap, Cesitli boyutlar | Variable sizes

Sehrin Bittigi Yerde-1| Where The City Ends-1, 2016
Dijital | Digital C-print
60 x 90 cm

Well, as opposed to works created through a process, there

is the work Time Regained, which has been created by placing
visual layers on top of each other. How does the functionality
here work in terms of the use of the part?

There are underlying and invisible layers, parts there. What you
see is actually multiple perspectives, states of movement that exist
simultaneously and that time flows move together, on top of each
other, next to one another. That the overlapping urban sounds
transform into howling is part of that multiplicity that is different

to grasp, of that layeredness.

Is the union of overlapping parts calculated?
It is calculated, yes. Their union is not incidental.

Well, are you more interested in the visuality or
the movement in the whole?

Both.



Fotograf serilerindeki par¢a-biitiin iliskisi nasil kuruluyor?

Onlar da agirlikli olarak fotokolaj. Kolaj oldugu middetce
parca-bitin iliskisi, her zaman temelde duruyor. Toprak isini
yaparken basini ve sonunu biliyordum. iki fotograf vards; birinde
doganin oldugu héliyle kaldigi, digerinde araziye dénistigu,
yani dogal ve kiltirel olarak okuyabilecegimiz toprak
parcalari. Montaj sirasinda bu iki ayri yere ait fotograf, tek bir
arazinin dénsiminin basi ve sonu olacak sekilde yeniden
kurgulaniyor. Fiziksel gerceklikle fotograf arasindaki bag da

bu noktada birbirinden uzaklasiyor. Sehrin Bittigi Yerde'deki
fotograflarda da benzer bir durum var. ilk bakista tek bir mekan
gibi gérsek de o fotograflarda gece-giindiiz, ic-ds,
vzaklik-yakinlik gibi ikilikler, birbirini tamamlayan parcalar
olarak bir arada duruyor.

What about the relationship between part and whole in
your photograph series?

They are mostly photocollages. As long as there are collages,

the meronomy is always present in the foundation. While creating
the work Territory, | knew its beginning and its end. There were
two photographs; one of land pieces in which the nature
remained as it is, and the other in which it transformed into terrain,
meaning pieces of land we could interpret as naturally and
culturally. During the montage, these two photographs of separate
places are reconstructed in a manner in which a single terrain

is the beginning and end of the transformation. It is at this point
that the bond between physical reality and the photograph move
away from each other. There is something similar in the
photographs at Where the City Ends. Although we see them

as a single place at the first glance, dudlities such as day-night,
inside-outside, distance-proximity stand together as parts that
complement one another.
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Hem dogaya baktigin icin dogu felsefesine yakin bir yerden
parca-biitiin iliskisine bakiyorsun. Gece-giindiiz dongiisiinden
mevsimlere, dogayt ele alma ve dogadaki par¢aliliga bakma
sekilleri, her seyin icinde bulabilecegin dongiisel bir
pargalilik hali. Ozellikle Ada’da daha gegerli bir durum bu.
Hem de fotografla videoyu birlestirme bigiminde var bu.

Parcalar ayinp, tekrar birlestirip bitine gitme istegi, her
katmanda yapisal olarak da kavramsal olarak da var. Parcalara
ayirdigim fotograflarin yeniden birlesip birer fotograf, sonra da

o fotograflarin birlesip video olusturmasinda, yapisal olarak bir
parcalanma ve tekrar bitinlenme var. Bir taraftan ¢oklu
perspekiifi olan fotograflarla calismakta, gézin gérdiginiin
dtesinde, icinde gecmisin, simdinin, gelecegin ic ice olusunu daha
cok sezdiren bir biitin arama hali var. En temelinde de gene kendi
bitinligini kavrama, olusturma, konumlandirma ihtiyaci yatiyor,
sanirm.

Sentetik bir birlestirme degil daha homojen bir ériintii halinde
kaynastirma soz konusu. Aradaki sinirlart ve parg¢aliligi
kaldirmaya dayalr bir sey. Par¢alilik okunmuyor aslinda.

Yine kendi sekansinda bir biitiin olarak okunuyor. Sendeki
parcalilik, gostere gostere “bunlar birer parcadir” demiyor.
Art arda geldiginde biz, hep bir biitiinii izliyor gibiyiz.

Mesele ettigim tam da o. Biitinin parcalardan olustugunu, ilk
anda gérmek degil de &niinde vakit gecirdiginde anlayabilecegin
kadar yakina saklanmis olan parcalihgr hatirlamak.

Sergide gosterdigimiz Sahne isi i¢in nasil bir par¢alilik
gecerli?

Yine parca parca fotografik gérintilerden olusturulmus bu video,
sembolik bir mekénin kurgusal oldugu kadar tarihsel dénisiming
de ele aliyor. icerisinde tirl sergilerin, konserlerin, oyunlarin,
gésterimlerin yapildigi bu mekanin katman katman degiserek
gecirdigi evreler, gecmis, simdi ve gelecegine ait parcalarla
yeniden kurgulaniyor. ic-dis, yikim-olusum, kurgu-gercek,
parca-bitin gibi ikiliklerin arasindaki hareketli, dénisen ve
gecirgen iliskilerin sirekliligi, hem tarihinin hem de sahnelenen
gésterinin kendisi oluyor.

Sahne | The Scene, 2018
Video Enstalasyonu | Video installation

ed. 5+1 ap, 6'08"

You look at part and whole both because you look at the nature
and also from a point that is close to the Eastern philosophy.
From the day-night cycle to the seasons, ways of treating the
nature and looking at the fragmentariness in the nature are
cyclical states of fragmentariness you can find in everything.
This applies even more to The Island. It is also present in the
state of merging the photograph and the video.

The will to separate the parts, then reunite them and reach the
whole is present in the both structural and conceptual sense in
every layer. When the photographs | have fragmented reunite
and form photographs and then those photographs reunite and
form a video, there is a structural fragmentation and recompletion
involved. On the other hand, in working photographs with multiple
perspectives, there is a state of searching for a whole which makes
one sense the intertwinedness of the past, now and future beyond
what the eye sees. In the very foundation, on the other hand, there
is need to grasp, form and position your own wholeness, | guess.

1t is not a synthetic merging but rather fusing as a more
homogenous pattern that is in question. It is something that is
based on removing the boundaries and the fragmentariness
in between. The fragmentariness, in fact, is not interpreted.

1t is interpreted as a whole once again in its own sequence.
You don t point out to parts and say, “These are all parts
each.” When they follow one another; it is as if we are always
watching a whole.

That is exactly what my issue is. Not seeing that the whole is
composed of parts at the very first instant but remembering the
fragmentariness that is concealed close enough for you to
understand when you spend time before it.

What kind of fragmentariness is it that characterizes the work
The Scene put on display in the exhibition?

This video, made up of photographic image fragments just like
the other videos, treats the fictional transformation, as well as the
historical transformation of a symbolic space. The phases of the
layer-by-layer transformation of this space hosting a variety of
exhibitions, concerts, and plays, is reconstructed using parts of
its past, present, and future. The continuity of the active, changing
and permeable relationships between binary oppositions such
as inside-outside, destruction-construction, part-whole becomes
both its history and the performance itself.
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