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HETEROJEN BiR GERCEKLIKTE COGULCU DUZEN

Burcu Per¢in’in sanati iizerine diisiinceler

Burcu Per¢in son yillarda sanayi sonrasi toplumumuzun igine diistiigii feci ve distopyan durumu
irdeleyen, kavramsal anlamda derin ve estetik agidan gii¢li, bir dizi resim iiretti. Bir yandan da Per¢in, calismalarinda
eserlerinin formal, plastik ve estetik niteliginden otiirii cagdas resmin daha da gelismesi ve kendini yenilemesi igin
yapici katkilarda bulunuyor. Her ne kadar elestirmenler ve uzmanlar kimi zaman resim sanatinin artik 6ld{igiinii ilan

etseler de, bu ¢abasi Pergin'in eserlerini daha da siradisi ve 6nemli bir konuma tasiyor.

Yeni Bir Alan - Resmin Sona Ermesinden Sonra Resim

Gorsel kiiltiirimiizde meydana gelen radikal ve bas dondiriicti degisiklikler karsisinda, dijital imajlarin,
fotograflarin, video ve filmlerin gerceklik algimiz iizerindeki giicli etkisinin nihayet ayirdinda olan sanatgilar ve sanat
izleyicisi, bugiliniin resim diinyasinin kavramsal ve estetik niteliklerini sorgulamaya basladi. Peki, diger medya, sanat
alanlar: ve gorsel kiiltiirle rekabet edebilmek i¢in resim sanati nasil icra edilmelidir? Resmin formal ve kavramsal 6zii
nasil sekillendirilmelidir? Resme has ve onu diger sanat alanlarindan ve kitlesel sanattan ayiran 6zellik nedir? Burada
Noél Carroll'un tanmimladig: kitlesel teknoloji ile kitlesel izleyicilere yonelik olarak tiretilen ve dagitimi yapilan, gorsel
sanatin ve sanatcilarinin her giin ve her yerde huzur bozucu bir sekilde ya da dogrudan maruz kaldigy, ister
istemez etkilendigi bir kitlesel popiiler sanat kastediliyor. Resmi resim yapan sey dissal (estetik) ya da igsel
(anlatimsal) igerikte mi yatiyor?

Toplum metin-bazl bir kiiltiirden imaj-bazli bir kiiltiire dogru evrildigi i¢in, bir resmin yaratilmasi ve ona
olan bakis artik 1980’lerin sonlarinda yasanan dijital devrimden 6nceki giinlerdeki bakistan tamamaiyla farkl bir hal
aldi. Gintimiizde bugiine kadar hi¢ olmadig1 kadar ¢gok gorsel veriyle donanmais bir diinyada yasiyoruz. Dahasi,
insanlik tarihinin hicbir evresinde insanoglu bu kadar cok sayida imaj {iretmedi ve almada. Iste bu nedenle sanatcilar
ve ozellikle de ressamlar, mevcut gorsel bombardimanin yani sira uzun bir resim tarihinin agirhigiyla da miicadele
etmek zorundalar. Yine bu nedenle bir izleyiciye ulagsmak ve seyircide bir etki yaratabilmek igin gorsel endiistrinin
temsilcisi olan bir dizi oyuncuyla rekabet etmek durumundalar.

O halde resmi diger medyadan ve 6rnegin fotograf¢ilik gibi alanlardan, video, yeni medya veya dijital
sanattan farkli kilan 6z nedir? Bana kalirsa, bu farki yaratan, sanatcinin dolaysiz varlig: olsa gerek. Isi, sanatcinin
varliginin izlerini tasir. Farki yaratan tam da budur. Bir sanatg¢inin elinden ¢ikmaktan ¢ok isciler tarafindan iiretilen
minimal tek renkli resimlerde veya sanatgi atolyelerinde yaratilmis pargalarda bile bir insanin varlig: hissedilebilir.
Belki kulaga anakronistik ve hatta biraz konservatif gelebilir ama Walter Benjamin'in resim sanatinda goriip de
teknik olarak reprodiiksiyonu yapilmis imajlarda gormedigi auranin, yapitin yiizeyinde kendi izini birakan insan eli
dokunusunun bir sonucu olduguna inaniyorum.

Bunun yerine insanlar ¢ogu zaman bir resmin anlatisal yoniine odaklanarak boya katmanlarinin ardinda
bir 6ykii, anlam, igerik veya kavram bulmaya c¢alisir. Bazi1 sanat 6gretmenleri bir resmin nasil “okunacagini” anlatarak
buna destek verirler. Oysa ben bir resmin okunamayacagina ve okunmamasi gerektigine inanirim. Okumak metinlere
ozglidiir. Metinde yer alan kat1 ve mantikh entelektiiel dilbilgisi s6zdizimleri okuru manéaya ve anlamaya yoneltir. Farkl
kavramsal ve yapisal yaklagimindan otiirii gorsel sanatlarda lineer bir génderen-alici-ileti modelinden s6z edilemez.

Zaten eger sanatcinin tek amaci dogrudan iletisim kurmak olsa, oturup izleyene hitaben bir mektup yazmaz miydi?
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Resmi farkl kilan bir diger 6zelligi de uzun ve zengin tarihidir. Ozellikle de modern sanatin dogusunu,
doruk noktasini ve sonunu getiren son yiizyil, ayni zamanda ¢agdas konumumuzun baslangicini da imledi. Bu yiizyilda
sanat tarihini akil almaz zenginlikte ve yogunlukta ve bugiin cagdas resmin referans noktasi olarak kabul edilen bir

donem de yasanda.

Burcu Per¢in’in Eserleri

Burcu Percin ¢agdas gorsel kiiltiirin ve resmin durumunun farkinda bir sanatci. Eserleri yukarida bahsi
gecen tartismalara yonelik derin bir kavrayisi yansitiyor. Kendi i¢ ve dis diinyasini disa vurmak ve gézden gegirmek
icin bireysel bir artistik yontem arayisiyla gorsel kiiltiir ve resim sanatinin cesitli stil ve egilimlerini bir arada
kullanan Pergin, resme ¢ogulcu bir bakis agisiyla yaklasiyor. Bu nedenle, heyecan verici bir anlatim giicii ve resimsel
anlamda sanatsal bir tartisma barindiran eserleri form ve igerik, estetik ve idea arasinda miithis bir denge kuruyor.

Sanatginin ¢aligmalarinin formal ve kavramsal 6zelliklerine daha yakindan baktigimizda; Pergin’in
resimlerini incelerken, bu islerde mikro ve makro seviyelerde bir farklilik oldugu goze ¢arpar. Makro seviyede,
izleyici parcgalarin figiiratif ve anlatisal boyutunu goriir. Eser, izleyene bir 6ykii anlatir ve bu 6ykii onu eserin i¢gine
ceker. Sanki bir ekranin veya sahnenin karsisinda durur gibi, izleyici adeta bir sahne yerlesimi izler. Ancak ne bir ¢it
cikar, ne de bir hareket olur. Ustelik sahneye hicbir oyuncu ¢ikmaz. Béylece gozlemci 6ykiiyii kendi kendine
yaratmak durumunda kalir. Tipki olay mahallini
inceleyen bir dedektif gibi, izleyici bu mekanda daha
once yasanmis olan olay: anlayabilmek i¢in ipuglarini
bir araya getirmek zorundadir.

Mikro seviyede ise, dokular, boya damlalar:
ve renk katmanlar: sadece ve sadece resimsel bir kozmosa,
resim sanatinin ta kendisine gonderme yapmaktadir.
Burcu Per¢in, resim yapma siirecini gizlemez.
Galismalarina cilal bir sekilde perdah atmak yerine,
pliriizli ve ¢ig bir hava katar. Bu ham ve disavurumcu
giizellik estetiginin karsisinda, net bir bicimde oturtulmus
endiistriyel objeler ve binalar dikilir. Bu obje ve binalar
kimi zaman bir teknik ¢izim gibi somut, kimi zamansa bir
illiistrasyon gibi kirilgan bir havayla ¢ikar karsimiza ve
resmin soyuta karsilik gelen unsurlarini ve disavurumcu
Ogelerini teskil ederler. Sonunda, sanatginin eserleri harap
olmus binalara yeni bir goriintim ve anlam yiikleyerek
¢irkinligin igindeki glizelligi ortaya koyar.

Son senelerde Per¢in eserlerinde daha ziyade
terk edilmis ve kismen yikilmis binalari, sanayi tesislerini
ve i¢ mekanlari isliyor. Bir zamanlar bir sanayi titopyasinin
tapinaklari olan bu mekanlar artik modern riiyanin

kalintilar: haline dénmiis durumdadir. iclerindeki koca
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koca salonlarin tas ¢iplak duvarlarinda soguk bir sessizlik
yankilaniyor. Ancak bu distopyan boslugun i¢inde, insanin
varlig1 her zaman hissedilebiliyor. Bu da izleyiciyi
modernitenin mezarligina gekip, eserle biitiinlesmeye ve
resmin tamamlanmasina eslik etmeye yoneltiyor. 2009’a
kadar Per¢in resimlerinde sanayi tesislerinin ve objelerinin
¢ok kii¢iik bir rol oynadig1, manzara parcalari veya bombos
otoyollar gibi dig mekanlar: calismasiyla taniniyordu. Daha

sonra, 2010 yilina gelindiginde eserlerinde gesitli terk

edilmis fabrikalarin i¢i goriilmeye baslandi.

Per¢in’in eserleri her zaman iki kutuplu olmustur: Bir yanda, eserlerin anlatisal boyutu garpicidir.
Nitekim, eserlerde ele alinan issizlik, yalnizlik, iiretimin diismesi, kiiresel ekonomik ¢agda toplumun dibe vurmasi,
ekolojik ve siyasi krizler herkesin maruz kaldig1 ve birlikte yasamak zorunda oldugu konulardir.

Kavramsal boyutlarinin yani sira, sanatginin eserlerinin estetik ve sanatsal formu da ayni derecede
onemlidir. Amerikan yol filmlerindeki ¢catismalari, Wim Wenders sekanslarini ve Mad Max gibi mahseri destanlar:
andiran yogun imajlardan feyz alan anlatisal form ¢ok giigliidiir. Ayrica Burcu Per¢in’in (soyut) disavurumculuk,
realizm, fotograf ve foto-kolaj gibi farkli alanlara girip buralarda kendisine 6zgii bir yaklasim arayisi da ¢alismalarina
biiyiik bir sanatsal 6nem kazandirir. Pek ¢ok sanatgi entelektiiel degeri olan ilgi ¢ekici konular bulabilir ama pek az1
bu konudan hareketle miithis goérsel sanat eserleri iiretebilir. Bugiin bir¢cok serginin fen bilgisi 6devlerinden olusuyor
gibi gozitkmesinin sebeplerinden biri de budur. Birgok sanatci giizel hikayeler anlatmak icin bir takim hos sahneler
bulur. Oysa sanatgl, yalnizca dekoratif giizelligi hedeflememelidir. Bana kalirsa, iyi bir sanat eseri form ve igerik
arasinda giiglii bir denge kurandir ve ben Burcu Pergin'in iglerinde bu dengeyi gorebiliyorum. Sanatginin fikirleri ve
duygularini disa vurabilmenin uygun yolunu bulmak i¢in farkl stilleri karistirmasi ¢ok hosuma gidiyor. Deger
tasiyan bir entelektiiel konsept, giiclii ve konu odakli bir anlati ve giizel, ¢arpici bir estetik... Islerini bu denli
gliclii kilan, tiim bunlarin bir arada olusudur. Sonugta, sanat¢inin eserleri gagdas resmin kendini yenileme
potansiyeline kiymetli bir katki sagliyor.

Formal ve kavramsal olarak, Pergin'in isleri, izleyiciye bildigine inandig1 bir gergekligi andiran imajlar
sundugu i¢in realizm sanatina géndermede bulunuyor. Ayni1 zamanda da, kirilma ve bozulmalari entegre ederek
tekrara diisen ve diimdiiz reprodiiksiyon benzeri bir realizm versiyonu olmanin 6tesine gidiyorlar. Eserleri, realiteyi
yeniden iiretmiyor, realitenin bilinmeyen imajlarini insa edip bilinen imajlarini ise yerle bir ediyor.

Simdilerde, Percin’in yaptig1 biitiin eserlerin baslangi¢ noktasini ve temelini foto-kolajlar olusturuyor.
Kolajlarda sanatg1 kendi gektigi fotograflar: kullaniyor. Diger pek ¢ok sanatgidan farkli olarak, Pergin eserlerinde
basili veya dijital medyadan hazir alinmis imajlara yer vermiyor. Ciinkii resmedilen binalarin mekéansal boyutlarini
gormesinin, hissetmesinin, o mekanlarda vakit gegirmesinin 6nemli olduguna inaniyor. Sirf bu nedenle Pergin, kisa
siire 6nce mevcut dizisi i¢in dogru mekanlar: bulmak i¢cin Edirne ve Beyrut’a gitti. Terkedilmis fabrikalarda dolasirken,
binalarin dykiileri ve tarihini de i¢inde hissediyor. Bir zamanlar i¢lerinden enerji tasan, yiizlerce is¢iyle dolup tasan bu
fabrikalarda bugiin kala kala sadece tozlu mobilyalar ve makineler ve elemanlarin sahsi esyalarin kalmis. Per¢in bu
arayis esnasinda bu fabrikalarla kisisel bir iligki kuruyor. Bu iliski de onu son dénem eserlerinde goriilen bireysel

yorumlar olusturmaya itiyor. iste bu nedenle de galismalar her tiir reprodiiktif realizmin ¢ok daha 6tesine erisiyor.
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Istanbul'daki stiiddyosuna déndiigii zaman Percin oturup
cektigi fotograflar: gozden gegiriyor ve bunlardan kolajlar olusturuyor.
Parcgalar bazen ayni binaya ait olmayabiliyor; farkli mekanlarin pargalarini
da bir araya getirmis oluyor. Percin resimleri igerdikleri kavramsal ve
estetik fikirlere gore birlestiriyor. Herhangi bir bilgisayar veya post-
prodiiksiyon programi kullanmayan sanatgi farkli fotograflar arasindaki
catismanin sonucunda olusan fiziksel ve gorsel kesikleri sevdigi i¢cin
kolajlar elle hazirliyor. Bazen farkli imajlarin koseleri ufak ¢ikintilar
yapiyor, boylece hafif yollu bir tig-boyut etkisi meydana geliyor. Foto-kolaj
teknigi araciligiyla, sanatci baslangicta sadece zihninde canlandirdig,
daha sonra kolajin fotograf yapraklar tizerinde somutluk kazanan kendi
mekanlarini yaratiyor.

Burcu Pergin'in resim stili gergekgi ve disavurumcu, soyut ve
figiiratif, grafik ve resimsi, geometrik ve organik ve hatta teknik ve dogal
olmak arasinda gidip geliyor. Eserleri renk alani boyama ve realizm gibi
rasyonel yaklasimlarla; soyut = disavurumculuk gibi duygusal yaklasimlar
arasinda yer alan resmetme olasiliklarini tartisiyor. Bazi pargalarda,
izleyici geometrik sekillerin yani basinda modern soyutlamanin temel

unsurlarindan biri olan “1zgara”y1 bulabiliyor. Izgara, Piet Mondrian gibi

sanatgilarin yaptig sekliyle hayatin karmasikligini evrensel olarak diinyay:
temsil etmesi gereken basit bir formiile indirger ve boylelikle kaosa bir diizen getirmeyi hedefler. Ancak Per¢in'in
resimlerinde 1zgaranin kullanimi farklidir. Resmin kompozisyonunda bir isleve sahiptir ve gerceklige betimsel bir
baglant1 saglar. Modern mimaride, sadelige ve islevsellige dayanan bir mantig1 oldugundan dolayzi, 1zgara temel bir
yap1 elementi olarak kullanilir. Ornegin genis bir geometrik pencere 6nii resmedilirken, tipki renk alani ¢alisilan bir
resimde rengin kompozisyonu organize etmesi gibi, 1zgara binay1 sadece yansitmakla kalmaz ayni zamanda organize
eder. Cogu zaman, eserlerinde bir karsi hareket olarak, sanatci giiglii bir gerilim ve ritim yaratmak adina 1zgaralarin
karsisina disavurumcu renkli alanlar yerlestirir.

Burcu Percin modern sanat tarihinin mantik ve duygu arsindaki ¢atigsmasinin farkindadir. Bu ¢atismada
sanatin iki temel nosyonu birbirlerine kars: bir savas igindedir: Mantik toplumsal ve siyasi anlamda ele alinan
rasyonel bir yaklasim dnerir. Kars1 hareket olarak duygularin yiizii suyu hiirmetine irrasyonel bir yaklasim tiiremis ve
ozerk bir sanata alan tanimistir. Bu alan sanatgilari evrensellige ve rasyonalizme inandirmis; bu alanin sanatgilari ise
bireysellige ve duygusal patlamalara inanmistir. Per¢in resimlerinde, resmetmenin farkli durumlarini, asamalarini
reddeder. Bunun sonucu olarak, 6znel bir disavurumun sekillendigi Per¢in’e has bireysel bir versiyon meydana gelir.

Percin’in son serisi, sanat¢inin ¢alisma bigimine yeni bazi unsurlar katiyor. Yine, terk edilmis sanayi
tesisleri goriiyoruz. Ote yandan, daha acik bir renk tonu kullanmasinin yani sira, i¢ mekanlarin duvarlarinda spreyle
yapilmis isaretler, figiirler ve bazi sozciikler goze g¢arpiyor. Bazen kutu spreyi elle serbest bir sekilde kullandigini
gorliyoruz. Kimi zaman da binalarin duvarlarina gesitli elementler ¢izmek i¢in stensil teknigini kullaniyor. Sanatgi,
seyahatleri sirasinda bombos kalan binalarin i¢lerinde ve sokaklarda goziine takilan bazi isaret ve formlar: tekrar

ediyor. Bu elementleri hakim sosyo-politik statiikoya kars: alternatif ve bir zamanlarin alt-kiiltiiriine ait gorsel bir
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dilin anonim ifadeleri olarak algiliyor. Aslinda, Per¢in bu yazilara o kadar 6nem veriyor ki, art ON the Gallery'deki
sergisinin ad1 da buradan geliyor. Sanatci grafitinin, cogu zaman geng olan ‘sprey’ sanatgilar: i¢gin duygu ve
diislincelerini anlatabilmelerinin en iyi yolu olmasi gibi bir isleve sahip olduguna inaniyor. Bu nedenle bu duvar
yazilari siyasi ve kiiltiirel hegemonyalarimizin yani sira sermayenin verdigi ve tutmadig: sozlere ve kliselere bir yanait,
bir kars1 durus olusturma potansiyeli tasiyor.

Buradan hareketle Burcu Per¢in'in sanat tarihi, medya ve gergeklik imajlarinin gesitli formlarinin
olusturdugu gorsel havuzdan, iginde yasadigimiz diinyaya elestirel bir bakis yonelttigi -ve 6zellikle figiiratif resim
sanatina has- bireysel bir yaklasim gelistirdigini anliyoruz. Bu sebeple isleri resmin yenilenmesine katkida bulunma
ve toplumun mevcut halini deneyimleme seklimizi degistirme, tazeleme potansiyelini tasiyor. Her ne kadar, Pergin’in
eserleri realizm ekoliiyle yakin bir iligki icinde olsa da, resimleri belli bir realiteyi temsil etmiyor, yansitmiyor veya
yeniden tiretmiyor. Sanatgi bigim bozarak, genisleterek, keserek, bir araya getirerek, renklendirerek ve diizinelerce
renk katmanini disavurumecu bir sekilde kullanarak kendi gerceklik vizyonunu yaratirken, bir yandan da mevcut
gergeklige elestirel bir dille yorumluyor. Bu nedenle isleri bir taraftan kendisine kars1 miicadele verdigimiz diinyay1
elestiren sosyo-politik 6geler barindirirken 6te taraftan da artistik formalizmin tuzagina diismeksizin resim sanatinin

gelisimine katkida bulunuyor. %

Marcus Graf
Dog Dr. Yeditepe Universitesi, Sanat Yonetimi Boliimii,

Resident Kiirator, Plato Sanat



PLURALISTIC ORDER IN A HETEROGENEOUS REALITY

Thoughts On The Work Of Burcu Pergin

Within the last years, Burcu Percin has created a series of conceptually deep and aesthetically strong
paintings, which review the disastrous and dystopian state of our post-industrial society. At the same time, and this
makes her work outstanding and important in times, when critics and experts every now and then announce the death
of painting, due to the formal, plastic and aesthetic character of her pieces, Per¢in constructively contributes to the

renewal and further development of contemporary painting.

Excurse - Painting after the End of Painting

In the face of overwhelming and radical changes within our visual culture, sooner or later, artists
and art audience, who are aware of the strong impact of digital images, photographs, videos and movies on our
perception of reality, come to the questioning of the conceptual and aesthetical character of painting today.

How should the art of painting be executed in order to be able to compete with other media and fields of art and
visual culture? How should its formal and conceptual cores be formed? What is its definite and certain element that
distinguishes it from other fields of art and mass art? Mass art here refers to popular art produced and distributed by
mass technology to mass audiences (Noel Carroll), which visual art and artists subversively or directly are exposed to
and influenced by every day and everywhere. Does its characteristic matter lay in exterior (narrative) or interior
(aesthetic) contexts?

The current creation and viewing of a painting is, due to society’s change from living with a text based
culture to an image based one, totally different from the times before the digital revolution of the late 1980’s. We live in a
world with more visual data than ever, as never before in mankind’s history has the individual received and produced so
many images. This is the reason why artists, and especially painters, who besides the impact of the current visual
bombardment, have to struggle with the weight of a long painting history as well, compete with a variety of actors from
the visual industry for reaching a spectator and causing an impact on the audience.

So, what is the certain matter of painting that distinguishes it from other media and fields like
photography, video, new media or digital art? I believe it is the immediate presence of the artist, where his craft leaves
traces of his existence, that creates a difference. Even in minimal monochrome paintings, which are rather produced by
workers than by the hand of artists, or pieces that are created in artist workshops, a human presence is always
sensible. It might sound anachronistic or even conservative, but I guess that the aura that Walter Benjamin saw in the
art of painting, and not in technical reproduced images, results from the touch of the human hand, which lefts its
imprint on the work’s surface.

In spite of this, people mostly focus on the narrative site of a painting, where they try to find meaning,
content, concept or a story behind the layers of paint. Some art teachers support this by explaining how to “read” a
painting. Though, I believe that you cannot and should not read a painting. Reading is for texts, where strict and logical
intellectual grammar syntaxes lead the reader to meaning und understanding. A linear sender-receiver-message model
is not given in visual arts due to its different conceptual and structural attitude. Anyway, if the artist’s sole aim would
be a direct communication, would he then not write a letter to the spectator?

Another characteristic matter of painting is its long and rich history. Especially the last century,



which brought the birth, peak and end of modern art, marked the beginning of our contemporary state and
brought up an incredible rich and intensive phase in art history, which functions as reference point for

contemporary painting today.

The Work of Burcu Pergin

Burcu Percin is aware of the state of contemporary visual culture and painting. Her works reflect a deep
understanding of the discussions mentioned above. The artist’s approach to painting is pluralistic, as she combines
various styles and tendencies of visual culture and the art of painting in order to find an individual artistic way of
expressing and reviewing her inner and outer worlds. That is why her work contains an exciting narrative and painterly
artistic discussion, and shows a great balance between form and content, aesthetic and idea.

Let us have a closer look at the formal and conceptual characteristics of her work. Observing her
paintings, a difference between their macro and micro level occurs. On the macro level, the spectator views the
figurative and narrative dimension of the pieces. It tells him a story, which pulls him into the work. Like standing
before a screen, or a stage, he watches the set up of a scene. Though, no sound, no movement, and no actor
appear, so that the observer has to create the story by himself. Like a detective at a crime scene, he then has to
connect hints in order to understand the event that has taken place in the location.

On the micro level, the textures, drippings,
and colour-layers refer to nothing else but a painterly
cosmos, the art of painting itself. Burcu Pergin is not hiding
the process of painting. Instead of giving her works a
polished finish, she provides them with a touch of
roughness and crudeness. Against this aesthetic of a raw
and expressive beauty stand the clearly formulated
industrial objects and buildings, which sometimes appear
concrete like a technical drawing, other times fragile like
an illustration. They formulate counterparts to the abstract
and expressive sections of the painting. In the end, her
works reveal beauty in ugliness, as they give the
devastated buildings a new look and meaning.

For the last years, her paintings mainly deal
with abandoned and partly demolished industrial locations,
buildings and interiors. Once temples of an industrial
utopia, now, they became ruins of a modern dream, in
which the screams of a cold silence echo against the naked
stonewalls of the huge halls. In this dystopian emptiness,
the presence of man is always sensible. It leads the
spectator on the graveyards of modernity to integrate him

in the work, and to participate in the completion of the

painting. Until 2009, Burcu Per¢in became known for her

paintings of exterior areas like empty highways or parts of
landscapes, in which industrial buildings and objects played
a minor role. Later, around the year 2010 her works started
showing interiors of various desolated factories.

Percin’s works are always bipolar: On the one
hand, the narrative dimension of the pieces is striking, as the
topics of unemployment, loneliness, decline of production,
and downfall of society in the age of global economic,

ecologic and political crisis are issues that everybody is

exposed to and has to live with.

Besides the conceptual dimensions, the aesthetic and artistic form of her work is equally important. The form
of the narration, which is based on intensive images that look like clashes between classic American road movies, Wim
Wenders sequences and apocalyptic eposes like Mad Max, is powerful. Also the way Burcu Per¢in merges various fields like
(abstract) expressionism, realism, photography and photo-collage into an individual approach gives her work a great
artistic significance. Many artists find topics of interesting intellectual value, but not many are able to formulate a great
work of visual art out of it. This is one reason, why many exhibitions today resemble a display of social science home-works.
Many artists find nice scenes for telling beautiful stories. Still, an artist should not only aim at decorative beauty. I believe
that a great work of art has a strong balance between form and content, and I see this equilibrium in the work of Burcu
Pergin. I love the way the artist is mixing styles in order to find the suitable form of expression for her ideas and feelings. All
together, the combination of a valuable intellectual concept, a strong and focused narration, as well as a beautiful and
striking aesthetic is the reason for the power of her work, which, in the end, also means a valuable contribution to the
renewal potential of contemporary painting.

Formally and conceptually, her paintings refer to the art of realism, as they present the spectator images that
resemble the reality he think to know. At the same time, obviously, they go beyond a repetitive or flat reproduction-like
version of realism by integrating breaks and distortions. Her works are not reproducing reality; they construct unknown
and deconstruct known images of reality.

Photo collages serve as the base and starting point for every current painting. These collages consists of
images that she takes herself. Different from many other artists, she does not use ready-made images from printed or
digital media, because it is important for her to visit, see and feel the spatial dimensions of the depicted buildings.
Therefore, recently, she travelled to Edirne and Beirut for finding the right spaces for her current series. Also, while walking
through the abandoned factories, she gets a feeling for the stories and histories of the buildings. Once filled with hundreds
of workers being involved in a stream of energy, now, nothing remains but dusty furniture and machines as well as some
personal belongings of the employees. Through her research, she gets a personal relationship with the factories, which
leads her to the formulation of individual comments in the later paintings. This is one of the reasons why her works reach
beyond any reproductive realism.

Back in her Istanbul studio, she reviews the photos, and constructs collages out of them. The parts do not
necessarily belong to the same building, and can come from different spaces. Burcu Percin composes them according to
conceptual and aesthetical ideas. Not using any computer devices or postproduction programs, the artist creates the

collages by hand, as she likes the physical and visual cuts that result from the clash of different photos. Sometimes, the
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edges of the different images stick out a bit, so that a slightly three-dimensional
effect occurs. Through her photo-collage techniques, the artist creates her own
spaces, which initially only existed in her mind and later gain concrete shape on
the photo-papers of the collage.

Burucu Pergin’s painting style varies between being realistic and
expressive, abstract and figurative, graphic and painterly, geometric and organic
as well as technical and natural. Her works discuss the possibilities of painting,
varying between rational approaches like colour field painting or realism to
emotional ones like (abstract) expressionism. In some pieces, next to geometrical
shapes, the spectator can find the grid, one of modern abstractions basic element.
The grid aims at bringing order into chaos, as artists like Piet Mondrian were
reducing life’s complexity to a simple formula, which should universally represent
the world. In Pergin’s paintings though, the use of the grid is different, as it has a
function within the composition of the painting and a descriptive connection to
reality. In modern architecture, due to its grounding on simplicity and functionality,
the grid is a basic structural element. During the painting e.g. of a large
geometrical window-front, the grid becomes an element, which not only reflects
the building but also organizes, like in a colour field painting, colour within the

composition. Often, as a countermovement in the works, she sets expressive

painted fields against them in order to create a strong tension and rhythm.

Burcu Percin is aware of modern art history’s conflict between logic and emotion, in which two major notions of
art were fighting against each other: The first one proclaimed a rational approach which is socially and politically engaged.
Its’ artists believed in universalism and rationalism. As a countermovement, an irrational approach exposed an autonomous
art for the sake of it, in which artists believed in individualism and emotional outburst. In Pergin’s paintings, she declines the
various states of painting, so that in the end her individual version, in which a subjective expression takes shape, occurs.

Burcu Pergin’s current series introduces some new matters to her work. Still, we see deserted industrial
buildings. Nevertheless, next to using a brighter scale of tones, sprayed signs, figures, and words appear on the walls of the
interiors. Sometimes she sprays freehand with a can. Other times the artist uses the stencil technique for painting elements
onto the walls of the buildings. The artist repeats forms and sign that she finds during her research trips on the streets and
inside of deserted buildings. She understands these elements of an alternative, once sub-cultural visual language as
anonymous statements against the leading socio-political status quo. In fact, Burcu Pergin gives these writings so
much importance that the name of the current exhibition at Gallery Art On results from it, as she believes that graffiti
functions for the mostly young sprayers as the only suitable way of expressing their thoughts and feelings. In a way, these
wall writings inhabit therefore a potential for forming a counter expression against the clichés and false promises of the
capital as well as our political and cultural hegemonies.

So, we understand that Burcu Per¢in develops out of the visual pools of art history, media and various forms of
reality images an individual approach especially to the art of figurative painting, where she critically reviews the world we
live in. That is why her work contains a potential to contribute to the renewal of painting and refresh the way we experience

the current state of society. Although Per¢in’s work draws a close relation to the school of realism, her paintings do not

represent, reflect or reproduce a given reality. Through distortion, enlarging, cutting, composing, colouring and the
expressive use of dozens of layers of colours, she creates her own vision of reality, which at the same time
critically comments on the existing one. That is why her work, without falling into the trap of artistic formalism,
contributes to the development of painting, while at the same consists of socio-politically engaged pieces that

criticize the world we struggle with. ¥

Marcus Graf
Assist. Prof. Dr.,, Yeditepe University, Arts Management Department,

Resident Curator, Plato Sanat



Marcus Graf

Burcu Per¢in

Sevgili Burcu; art ON the Gallery deki sergin i¢in yeni bir seri hazirliyorsun. Resimlerini estetigi ve icerigi
gozoniine alarak kisaca agiklar misin?
Bu seride yer alan resimlerin daha 6nceki resimlerimden temel farki, kurguladigim mekanlarin
duvarlarinda graffitilerin yer almaya baglamasi. Resimlerime, sokakta veya i¢ mekanlarda rastladigim
graffitilerden imgeler, figiirler, yazilar ve bunlardan esinlendigim yeni yorumlar eklendi. Bir zamanlar
belki yiizlerce insanin biiyiik bir umutla gelip isbasi yaptig: tesislerin gliniimiiziin degisen kiiresel
sartlarina uyum saglayamamalar: yiiziinden terk edilmeleri, islevlerini yitirmeleri sahipsiz kalmalar:
sonucunda bu tesislerin simdiki durumu insanda bosluk, yokluk ve yalnizlik duygular yaratir. Yok
olmaya yiiz tutmus, terk edilmis dylece birakilmis bu 1ssiz yerlerdeki graffitilerin varligi, bende heyecan
ve ilgi uyandirdi. “Duvar fktidar1” adini verdigim bu dizide, resimde kimligini bilmedigim insanlarin
duvarlara resimler yaparak, yazilar yazarak bir bakima bu yerleri sahiplenislerini ve kendi iktidarlarini
sergileme gabalarini ele almak istedim. Bu duvarlar ¢ogunlukla, kendini baski altinda hisseden, gelecek
kaygisi/korkusu yasayan genclerin sesini duyurabildigi; siyasi goriisiinii, toplum i¢inde agikca ifade
edemedigi duygu ve diisiincelerini aktardig: bir 6zgiirliik alanina déniismekte ve bir yandan da bir iz, bir
isaret birakarak goriislerini, hislerini, ideolojilerini paylasma ve duyurma ihtiyaclarini karsilamaktadir.
Islerin cesitli mekan ve objelerin farkli parcalarindan olusan fotokolajlardan yola ¢iksa da gercekten
varolan mekanlari temel aliyor. Su anki seride terkedilmis endiistriel i¢ mekan imajlar: ile ugrasiyorsun.
Mekanlarini nasil se¢iyorsun? Seni bu i¢ mekanlardaki belli odaklara (noktalara) iten nedir?
Oncelikle bigimlerin, renklerin, dokularin, gérsel zenginliginin pesine diisityorum ve tiim bunlar1 bu
mekanlarda bir arada bulabildigime inaniyorum. Daha sonra resimlerime koymay1 diistindiigiim tiim
unsurlarin benim kararimla belirlenmesi ve biitiint kontrol altina alma ihtiyaci, kolaj siirecini baslatiyor.

Kolajlari, rastlantisalliga izin vermeden yalnizca kendi ¢gektigim fotograflardan kurguluyorum. Boylece

tasarim siireci, cekim asamasinda bashiyor. Farkl iilke, bolge ve sehirlere yaptigim seyahatlerden elde
ettigim, dis ve agirlikli olarak i¢ mekanlarin fotograflarindan vardigim bir sentezle yepyeni bir mekan
tanimi yapiyorum. Béylece ayni zamanda her seyin degisebilirligini, yorumlanabilirligini vurguluyorum.
Mekanin tarihi ve hikayesi seni resim yapma siirecinde nasil etkiliyor?
Bu mekanlarin ortak tarihi bir zamanlar kalabaliklar barindiran, dinamik endiistriyel yapilar olmalar:.
Ortak hikayeleri ise su an ki terk edilmislikleri, 1ssizliklari ve yalnizliklari... Resimlerimde kullandigim
mekanlardan biri Beyrut'ta savastan tahrip gérmiis, yanmis bir fabrika, bir baskasi yine savasta tahrip
olmus, enkaz haliyle dahi ilging bir mimariye sahip olan bir tiyatro binasi. Diger bir mekan Edirne'de
Osmanli'dan kalma 550 yillik, terkedilmis endiistriyel bir yapu... Tiim bu yapilar, mekanlar resmimde bir
arada yer alabiliyor. Boylelikle bu terkedilmis, unutulmus, kimsenin umursamadig1 benim agimdan
carpict mekanlar: 6liimsiiz kilmaya ¢alistigimi sdyleyebilirim.
Bu endiistriyel kalintilarin nostaljik giizelliklerinden ve kalici olmayislarindan kaynaklanan giiglii bir
estetik etkisi olsa da senin bu binalarin sosyo-politik agilimlarini (soylemlerini) da g6z oniine aldigini

biliyorum. Bu binalarla ilgili estetik ve iceriksel ilgini agiklayabilir misin?



Mekanlardaki hapsolmusluk, yalnizlik duygusu yapitlarimda tekrar tekrar yer alan bir temadir. Yan tema
olarak issizlik, yokluk gibi kavramlara gonderme yaptigimi séyleyebilirim. Dogrudan politik bir olaya atifta
bulunmayan ama ideolojik elestiriyi iceren resimler yapmay: amacgliyorum. Sanatla politikay: birbirinden
tamamen ayirmak benim icin biiyiik él¢iide miimkiin degil. Yine de resmi propaganda amach yaptigimi
sOyleyemeyiz. Sanatimda sosyo-politik olarak daha ¢ok iiretimin sonu, dolayisiyla issizlik ve gevre sorun-
larindan yola ¢ikarak kiiresellesme olgusunu sorgulamaya c¢alisiyorum. Resimlerimde i¢ mekanlarin
agirlik kazanmasi ve zaman i¢inde biitiine hakim olmasi beni yeni bir bicimsel arayisa gotiirmiistiir.
Maskeleme bantlarini keserek desen gizer gibi tuvale yapistirdigim, boyadiktan sonra sokiildiigiinde
ortaya ¢ikan konturlar, formlar, motifler, konstiiriktif alt yapiy:1 kurmami saglayarak, resmimin ana
unsuru haline gelmistir. Kendi i¢inde siirekli degisime ugrayan bu teknikle yarattigim konturlarin, kimi
zaman mekandaki tiikenmisligi ve yok olusu, kimi zaman da dogus ve varolus ¢abasini simgelemektedir.

2005 teki ilk kisisel serginde ve eski sergilerinde, endiistriyel binalar ve digs mekanlarin yaninda

olaylar1 ve durumlari da belirtiyordun. Bu olaylarda insan figiirleri bas roldeydi. Ancak gecen senelerdeki

calismalarinda insan figiirlerini goremiyoruz ve izleyiciler sadece onlar haricindekileri gorebildiler.

Neden figiirler kayboldu?
Bir siiredir nesnelerin ve mekanlarin yalnizligini konu edindigim i¢in insan figiiriine ihtiya¢ duymadim.
Son donem resimlerimde fabrikalar, depolar ve tersanelerinin terkedilmisligini ve bu tesislerde iiretimin
artik bittigini vurgulamak istedim. Dolayisiyla artik insana gerek yoktu. Bu resimlerimde dogal hayat ile
insan eliyle sekillenen hayat, kiiltiir ile teknoloji arasinda bag kuruyorum. ilk kisisel sergimde (2005
Ocak), dogal mekanlar -ormanlar- i¢inde insan figiirleri ve insan yapimi nesneleri resmettim. Kentin
icinden disariya, endiistriyel olmayana bakisim beni tekrar endiistrinin merkezine getirdi. Ayn1 dénem
kisisel deneyimlerimden yola ¢ikarak yaptigim bir dizi porte resmi vardi. Bunlardan bazilar: kataloga
girdi ama sergiye dahil degildi. O dénem ayni zamanda otoportreler, ailem ve yakin ¢cevremdeki
insanlarin portrelerini yapma ihtiyaci duymustum. Baz: seyleri neden yapmak istedigimi, bazi imgeleri
neden secgtigimi izah etmek zor. Sanirim bunun en 6nemli nedeni o imgelerin, kendi i¢ diinyamin sentezi
olarak o an segilmis en iyi 6rnekler olmasidir.

Yeni calismalarinda, izleyiciler insan figiileri de iceren graffitiler gorebilirler. Bu durum ile figiiriin islerine

geri dondiigiinii soyleyebilir miyiz?
Direkt olarak insan figiirti kullanmasam da resimlerimde her zaman insanin dogasina ve yasayisina dair
tanimlar, izler biitiine dahil oluyor. Son dénem resimlerime figiir imgesinin girmesinin sebebi graffiti
imajlarini kullanmaya baslamamdandir. Sokak resimlerinde rastladigim bir takim figiirleri, yaptigim
mekanlarin duvarlarina kendimce yorumlayarak yerlestirmeye basladim. Figiirlerin buradan nereye
varacagini, resmi nasil yonlendirecegini ben de merak ediyorum dogrusu.

Calismalarim teknik agidan inceler ve uygulama metod ve stratejilerine bakarsak, resimlerinle cagdas

gercekci resim arasinda yakin bir bag kurulabilir. Son yillarda, bir dalga genc¢ sanatg¢1 data projektorleri,

fotokopileri ve fotolari resimlerinde ana unsur olarak kullaniyorlar. Sanatgcilar siklikla bu gercgekei

sunumlari kullaniyor ¢iinkii bu sunumlar goriilmeye deger, etkileyici ve izleyiciye bir hikaye anlatiyor.

insanlar da bilindigi iizere hikayelere seviyor ve boylece bu ¢alismalarin icinde kendilerini bulabiliyorlar.

Bu yeni gelismeyi nasil buluyor, kendi islerini bu yeni anlayis igcinde nasil goriiyorsun?
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Elbette cagdas resim sanati anlayisi iginde tiretiyorum. Gagdas/giincel bir dil kullanirken kendimi
moda yani giincel trendlerden ve tabii hizli-seri tiretimden uzak tutmaya dikkat ediyorum. Bana gore
modadan uzak kalmasini bilen kisi, zaman1 asmaya yakindir. Kendime 6zgii degisken ve deneysel bir
teknik kullanmayi tercih ediyorum. Kolajlarda gergekgi bir tislup benimsiyorum. Bununla beraber
tuvallerimde betimledigim nesnelerin planimetrik gériintiisiiyle biitiinlesen disavurumcu bir tutumum
var. Resmimde fotografik keskinliklerin yani sira soyutlamalara rastlayabiliyoruz. Tuval yiizeyinde kalin
boya tabakalari, kabartilar olustururken yer yer saldirgan, yer yer de kontrollii bir boya kullanimim séz
konusu. Dolayisiyla resmimi tam anlamiyla gorsel olarak “gergekg¢i resim” adi altinda sinirlamakta
zorlaniyorum. Fakat temalarin toplumsal gergekgilikten beslenmekte. Bu anlamda 60’li ve 70’1

yillarin toplumsal gercekei Tiirk sanatcgilariyla iliski kurdugumu diisiiniiyorum. Onlarin i¢ diinyasinin
kendime yakin buluyorum. Ozellikle Nedim Giinsur'un “Maden Iscileri” yapit1 beni ¢ok etkilemistir.
Neset Giinal, Cihat Burak ve Nuri Iyem bu anlamda kendime yakin buldugum diger isimler arasindadir.
Sanatin amac, iginde yasadigimiz diinyayla ve kendimizle alakali goriis, diisiince ve duygularimizi
ifade etmektir. Metodlar, yontemler degisebilir... Su an tizerinde ¢alistigim mekanlar: tanimlarken
gercekci resmin elementlerinden de yararlaniyorum. Bunun nedenini igsel arayisimin disavurumu
olarak degerlendirebiliriz.

inaniyorum ki, kavramsal boyutlar ve senaryosu yaninda, form ve yapilar resimlerindeki giiclii ve kesin

karakterler 6nem teskil ediyor. Bu serinde, ¢calismalarinin estetigi, resimlerin éncesinde iirettigin foto-

kolajlardan geliyor. Nasil ve neden resimlerinde foto-kolaj1 baz olarak kullanmaya basladin?
Resim yaparken bir sekilde bir yere bakma ihtiyaci duyuyorsun. Mimar Sinan Giizel Sanatlar
Universitesi'nde 6grenciyken aynaya bakarak pek ¢ok otoportreler ve onu cevreleyen i¢ mekanlar
resmediyordum. Daha sonra resimlerime bir kaynak, bir araci olusturmak istedigimde nesne, mekan
ve durumlarin fotograflarini gekmeye basladim. Fotograflar tek basina, tasavvur ettigim kurgu ve
kompozisyon i¢in yeterli olmayinca da kolaja yoneldim. Farkli mekanlardan elde ettigim fotograflarla
kolaj yaparken yeni bir mekan tanimi olusturarak her seyin degisebilirligini vurguluyorum.

Neden kendi ¢ektigin resimleri kullaniyorsun? Neden baska sanatgilar gibi hazir imajlar1 kullanmiyorsun?
Resmini yapmak istedigim mekanlari bizzat kendim gérme arzusu duyuyorum. O mekanlarda vakit
gecirmek, ordaki havay1 solumak benim i¢in énemli. Boylece mekanlardaki yasanmishigin duygusunu,
o yerlerin, nesnelerin ruhunu daha iyi aktarabilecegime inaniyorum. Bunun yam sira fotograf ¢ekerken,
tuval resmi disinda farkl bir disiplin alaninda {iretiyor olmaktan besleniyor ve keyif aliyorum.

Su an photoshop ve diger bilgisayar programlar: varken, sen neden hala kolajlar:1 kendi elinle hazirliyorsun?

Bunun 6zel bir sebebi var m1?

Elle hazirlanan kolajla photoshop ile elde edilen kolaj arasinda ¢ok fark var. Hem gorsel etkisi
hem de aktardig1 duygu bence bambaska. Bu fark: gézlemlemek i¢in zaman zaman photoshopla da
kolajlar deniyorum.

Kolajin kendi i¢cinde bile 6zerk bir deger ve estetige sahip bagimsiz birer eser goriiniimiinde. Neden

bunlar:1 data projector ya da kopya tekniklerini kullanmadan biiyiik bir tuvale transferini ve resim

olusturma ihtiyacini hissediyorsun?

Kolajlarin resimlerle genel anlamda parallellik gésterdigini sdyleyebiliriz. Ama eskizi/kolaji, bire bir
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aktarma kaygis1 duymuyorum. Tuvalin karsina gectigimde her zaman komposizyonda, bigimlerde bir
takim degisiklikler yaparim; sonradan bir seyler dahil olur, ¢ikar ya da kadrajlar degisebilir... Dolayisiyla
tuvale transferini yapmak benim tuval karsisindaki 6zgiirlitk alanimi kisitlayacaktir. Bir taraftan boyle bir
transferin ve kopya tekniginin pentiir anlayisimla su an i¢in értiismedigini diistiniiyorum.

Resimlerini yaratma siirecini, isleyisi nasil tarif edersin?
Son yillarda resme, tasarladigim eskizin renk ve ton biitiinliiglinii saglayan saydam alt katlar atarak
basliyorum. Akrilikle daha hizli ilerledigim bu stiregte kagit bantlarla formlar olusturup, tuvale
yapistirirken resmin alt zeminini hazirliyorum. Boyarken bedenin biitiiniiyle hareket etmesiyle birlikte,
tuvale farkl yonlerden miidahale ediyorum. Kompozisyonun biitiiniine hakim olmak, bir bedensel gii¢ ve
performans gerektiriyor. Genellikle biiyiik ebattaki resimlere sol iist koseden baslayip, sag alt kdseye
dogru ilerlerim. Tabii pek ¢ok kez boyanan alanlara geri dontisler oluyor.Eskiden resmin ¢ogunlugunu
yerde tamamliyordum. Halen resmi sik sik yerde izleme ve miidahale etme aliskanligim var. Resim yerde
dururken onu daha iyi takip edip, daha ¢ok hakim oldugumu diistiniiyorum.

Resimlerindeki renklerin roliinii nasil tarif edersin?
Resimlerimde renk sec¢imi / kullanimi, secgtigim imgeler ve mekanlarin bende biraktig: izlere, duygulara
gore sekillenebiliyor. Kurguladigim kompozisyona ve mekani algilama ve izleyiciye aktarmak istedigim
imgeye bagl olarak bir renk paleti hazirliyorum. Resmime yeni eklenen graffitilerin parlak, kontras ve
kendine 6zgii bir renk dili var, bu imgenin siirece dahil olmasi kullandigim renkleri gesitlendirdi. Renkli
kontras graffiti imajlarinin resme dahil olmasiyla birlikte renk kullanimindaki artis1 gdzlemleyebiliriz.
Mekanda agik-koyu, 1s1k-golge ve perspektif iliskisinin yanisira zit renklerin yan yana gelisiyle olusan
espas son donem ¢alismalarimda varligini daha ¢ok hissettirmekte. Cok renkli alanlarin yaninda
biitlinliige yardimci renkli griller kullanarak daha suskun alanlar da olusturmaktayim.

2008 den beri, nesneleri ortaya ¢ikarma ve olusturmak iizere bant kullaniyorsun. Kalem ve fir¢a kullanima

karsi bant kullanma metodunun avantajlari nedir?
2008'de resimde diiz - keskin gizgiler belirlemek istedigimde bant1 bir arag olarak kullanmaya
baslamistim. 2009 sonu ve 2010’da bu kagit bantlarla olusturdugum c¢izgiler, formlar artik resmin ana
unsuru haline gelmisti. Bu bir anda alinmais bir kararla gergeklesmedi. Siireg i¢ginde ve 6zellikle mimari
ogelerin alt yapisini kurarken maskeleme bantlarini daha sik kullanma ihtiyaci duydum. Bantin, malzeme
olarak resim yapma siirecime dahil olmas1 benim resim komposizyonumda sectigim imgelere bagh olarak
gelisti ve degisti. Ote yandan bantin yarattig1 bosluklar, yiizeyde yeni katmanlar ve dokular yaratmama
yardimeci oldu. Tamamen benim kontroliimde gelisen siirecte, bant sayesinde yiizyedeki bosluk- doluluk
dengesi resme yeni bir ritm kazandirirken bir yandan da keskinlik- yumusaklik ikilemini kazandirdi.

Son donem resimlerinde yeni bir element olarak, sprey boya ve stencil teknigi goriiliiyor. Bu tekniklerin

resmine katkisi nedir sence?
Yeni malzeme arayislarina hep acgik oldum. Belli bir boya kullanimini, belli bir siiriisii, teknigi benimseyip
onu siirekli tekrar etmek bana gore degil. Sprey boya belki son 6-7 resimde yer yer mevcut, stencili ise
sadece son {i¢ resmin bazi detaylarinda uyguladim. Yakin zamanda devreye giren bu malzemelerin
tizerinde ¢alistigim temanin anlatim dilini gliglendirdigini diisiiniiyorum. Ayrica gorsel olarak yeni bir

dinamizm ekleyerek resmi zenginlestirdigine inaniyorum. %



Marcus Graf

Burcu Pergin

Marcus Graf: Dear Burcu, for your upcoming exhibition at Gallery ON, you are preparing a new series of

paintings. Could you shortly describe the series regarding its aesthetic and content?
Compared to my previous paintings, the basic difference of the works in this series is that there are now
graffiti on the walls of the spaces I create. In addition to my paintings, there are now images, figures,
inscriptions, texts -and new forms of interpretations inspired from them- from the graffiti I run across on the
streets or indoors. There are many desolated plants and facilities, where maybe hundreds of people came to
work with great hopes in their hearts. Unable to adapt themselves to the ever-changing global circumstances
of our times, these plants are now deserted. Having lost their function, they are abandoned and forlorn. The
present forsaken state of these plants create a sense of emptiness, loneliness and void in one’s heart. The
presence of graffiti on these deserted, abandoned, inhabited and fading places somehow wet my curiosity and
excited me. In this series I called “Wall Power”, I wanted to tackle with how anonymous figures draw and
write on walls in an attempt to claim rights on these places. I tried to question how they try to express their
power on the walls. In most cases these walls are turning into realms of freedom, where young people
overwhelmed under pressure (due to their concerns/fears for the future) express their feelings, ideas and
political views, which they cannot communicate in the society. In a way, through these walls, these people
are meeting their need to share and voice their feelings, ideologies by leaving a mark or trace.

Your works, although originating from photo-collages of different parts of various spaces and objects,

are always based on real existing locations. In this current series, you are dealing with images of

abandoned industrial interiors. How do you select the spaces? What draws you to the certain focuses

that you select inside the locations?
First of all, I pursue forms, colors, textures and visual richness. And I believe that I can find all of these
together in these places. Then I decide which of these items should be a part of my paintings. My need for
taking the entire work under control leads to the formulation of the collage. Without allowing any
randomness, I piece the collages together, only from the photos I shot. So, the design process in fact starts
during the photo-shooting. I make a brand new space definition based on a synthesis I come up with from the
photos of the outdoor and mainly indoor spaces taken during my visits to different countries, regions and
cities. This way I underline the changeability and interpretability of everything.

How does the story and history of the chosen building influence you during the painting process?
All these places share a history. They were all hosting crowds once upon a time. They used to be dynamic
industrial plants and buildings. The common denominator is their present desertedness. Currently, they are
all lonely, abandoned places... One of the places I used in my paintings is a factory in Beirut. It was war-
ravaged and burnt down. Another place I used is a theatre building. Despite its war-ravaged state this
theatre has an interesting architecture even as a ruin. Another example is a 550-year-old industrial facility.
Now abandoned, this plant had served during the Ottoman reign... Together, all these buildings and places
can be a part of my paintings. I can safely say that, this way I am trying to give immortality to these

abandoned, forgotten, forsaken places, which I personally find very impressive and striking.



Although these industrial ruins have a strong aesthetic impact, which results from their beauty of nostalgia Let us come to the technical side of your work and let us discuss your painting methods and strategies. Your
and impermanence, I know that you consider the socio-political context of these builds important as well. paintings draw a close connection to contemporary realistic painting. Currently, there is a wave of young

Could you describe your aesthetic and contextual interest in these buildings? artists using data projectors, photocopies and photos as the base for their work. Often, artists use realistic

The sense of imprisonment and loneliness in these places is a theme, repeatedly dealt with in my works.
I can say that as sub-themes I am alluding to concepts like unemployment and privation. I am aiming at
making paintings which do not refer to directly a political incident but imply an ideological criticism.
For me, a complete separation of art from politics is basically impossible. Then again, we cannot conclude
that I am painting with propaganda purposes. In my art, I am rather trying to question the globalization
notion with reference to certain socio-political issues including the termination of production, and thus,
unemployment and environmental problems. Interior spaces gained importance in my paintings.

During the course of time, they became the predominant element of my works. This evolution has been
the driving force for my quest for a new style. I cut masking tapes and stick them on the canvas in
certain patterns. After the completion of the painting I remove the tapes. The contours, forms, motifs

I come up with, after the removal of the tapes, generate the constructive underlying structure of my
works. And eventually they became the main element of my paintings. The contours, I create with this
ever-changing technique, symbolize the sense of effeteness and fade out of the place and sometimes

the effort of naissance and survival.

In early exhibitions of yours like in 2005, next to paintings of landscape and industrial buildings, you painted
situations, in which human figures were the protagonists. In the last years though, the human figure is absent,

and the spectator only sees remains of his existence. Why did the figure vanish?

For I have been dealing with the loneliness of objects and spaces for a while now, I did not feel the need for
human figure. In my late works, I wanted to put emphasis on the desolation of factories, warehouses and
dockyards and highlight the terminated production in these plants, buildings. Therefore, there was no need
for a human body anymore. In these works, I am building a connection between the natural life vs. life
shaped by man, culture and technology. In my first solo exhibition (Jan 2005), I depicted human figures and
manmade objects in natural spaces (the woods). The way I view the outskirts of the city from very heart of
urban life, the way I look at the periphery, at the non-industrial, from the center, brought me back to the
epicenter of the industry. During the same period based on some personal experiences I produced a series of
portraits. Some of these works were not a part of the exhibition but were included in the catalogue. On those
days, I felt the need to draw self-portraits and the portraits of family members and my entourage. It is really
difficult to explain why I wanted to do certain things or why I choose certain images. I suppose, the best

explanation would be that these images are the best examples representing the synthesis of my inner world.

In your current series, the spectator can see graffiti showing human figures? Is this a return of

the figure in your work?

In my works, even when I do not use the human figure directly, there are always definitions and traces
referring to human nature and lifestyle. The reason why the figure image is included in my late works is my
use of graffiti images. I started to place some of the figures I keep seeing in the street paintings on the walls
of the spaces I design. Clearly, I reinterpret these figures while placing them in my productions. Frankly,

I also wonder how these figures will evolve after this point and how they will shape my painting.

representations because they are spectacular, impressive and tell the spectator a story. As people like
stories, they get drawn easily to the work. How do you see the current development, and how do you
see your work in the current environment?
Obviously, I am producing with a contemporary art conception. However, while using a contemporary/current
language, I keep my distance with the up-to-date (i.e. current, daily) trends and of course with the fast-mass
production. To me, those who manages to stay away from what’s fashionable are closer overrun the time.
I prefer to use an idiosyncratic, distinctive and experimental technique. In the collages, I go for a rather
realistic style. On the other hand, I have an expressive attitude, complementing the planimetrical look of the
objects I depict on canvas. In addition to the photographic acutance, we may also find abstractions in my
productions. Generating thick paint smudges and blisters on the canvas, we see sometimes very aggressive
paint use. However, now and then, my paint use becomes quite controlled. Therefore, visually speaking,
I find it quite difficult to categorize my works as “realistic art” in the strict sense. Then again, my themes take
root from social realism. In this context, I believe that I am building a bond with the social realist Turkish
artists of 1960s and ‘70s. I find their inner worlds close to mine. Especially, Nedim Giinsur’s work titled
“Maden Iscileri” (Mine Workers) influenced me deeply. Some of the other painters I feel close to in this sense
are Neset Giinal, Cihat Burak and Nuri fyem. The objective of art is to express or views, thought and
feelings about ourselves and the world we live in. Its methods and techniques may vary... When I define the
spaces I am currently working on, I benefit from certain elements of realistic painting. We may say that
this is the expression of my inner quest.
I believe that next to their narrative and conceptual dimensions, an important reason for the certain and
outstanding character of your paintings is the structure and form of your paintings. In this series, the work’s
aesthetics results from photo-collages that you produce before every painting. How and why did you start using
photo-collages as that the base of your paintings?
While drawing you somehouw feel the need to look at a direction...When I was a student at Mimar Sinan,
T used to look at the mirror and draw countless self-portraits and interior spaces surrounding them. After a
while, when I needed to create a source, a mediator for my works, I started to shoot photos of spaces and
states. However, after a point photographs alone did not suffice to generate the fiction and composition
I'imagined. SoIdecided to produce collages. When I am making collages with the photos I shot in different
places, I am highlighting the changeability of everything through a new space definition I make.
Why do you take the pictures yourself and not use ready-made images like many other artists today?
T'want to personally see the places I draw. It is important for me to spend time in these places and feel the
atmosphere. I believe this way I can better convey the spirit of these places and objects and better reflect how
these places were lived in, in the past. In addition, while taking photos, I really enjoy and benefit from
producing art in a discipline other than painting.
In times of photoshop and other computer programs, you still create your collages by hand. What is the

reason for this?
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There is a great difference between a handmade collage and photoshopped one. I think, they inspire
completely different visual effects and feelings. In order to observe this disparity every now and then
I try collages with photoshop.

The collages themselves look like independent works with an autonomous aesthetic and value. Why do you

feel the need to transfer (without using data projector or other “copy” techniques) to bigger canvases and

create a painting out of them?
We can argue that in general there is a similarity between the paintings and collages. Yet, I do not feel that
I should transfer the sketch/collage mot-a-mot. When I stand before the canvas I always play with the
composition and forms. I add, omit things or I may change the frame itself... Therefore, making a transfer
on canvas would limit my freedom area. Moreover, for the moment, I believe that such a transfer and copy
technique would not be consistent with my painting understanding.

How would you describe the painting process?
In recent years, I have been starting to produce my works by making a transparent prime coat, which
maintains the color and ton coherence of the sketch. In this technique, I work faster using acrylic. Then,
I design various forms with paper tapes. Sticking these forms on the canvas I prepare the background of the
painting. As I start painting, the body starts to move as a whole. This way, I can interfere in the canvas from
different angles. Holding sway over the entire composition requires physical power and performance.
In general, with large-scale paintings, I start from the upper left corner and continue working towards the
bottom right. Certainly, most of the time, I go back to previously painted spots, for retouching. In the past,
Iused to complete a greater portion of the painting on the floor. Still, I frequently lay the painting on the floor
and observe and work on it. For some reason, I believe that when it lies on the ground I can examine my
works more easily. This way, I feel that I have a better control over it.

How do you see the role of color in your paintings?
In my paintings, the choice/use of colors may vary depending on the feelings, impressions the images and
places I pick leave on me. I prepare a color palette according to the composition I picture in my mind, to my
perception about the space involved and to the image I wish to convey to the viewer. The graffiti, a recent
adjunct of my paintings, have a peculiar color language, involving brightness and contrast. Adding this image
to the process diversified the colors I use. We can manifestly see how the colors I used started to vary after
the colored contrast graffiti images started to be an evident part of my works. The espace, generated through
the use of contrasting colors along with the presence of dark/light, illuminated/shadowy and perspective
relationships, has recently become a more evident element in my latest works. Along the multi-colored areas,
I am using colorful grills, elements supporting the coherence, which help me create more silent areas.

Since 2008, more and more you are using tape strips for outlining the objects and buildings in your paintings.

What is the advantage of this tape-method against the use of a pen or brush?
I started to use tapes as a tool in 2008, when I first felt the need to delineate straight and clear-cut lines in
my works. By the end of 2009 and all through 2010, these lines and forms I make with these paper tapes have
already become the basic element of my productions. It was not a decision made overnight. Through the
course of time, I felt the need to use these masking tapes more often, especially when building the skeleton of

the architectural structures. How and to what extent the tapes became a material of my painting process

evolved and varied depending on the images I picked for my compositions. Furthermore, the blanks created
by the tapes helped me design new layers and textures on the surface. This process developed under my total
control. Thanks to the tape use, the blankness-fullness balance on the surface constructed a new rhythm as

well as the rigidity vs. smoothness contradiction.

As a new element, you introduced spray color and stencil techniques in your latest paintings. What do

you gain from it?

I have been always open to the quest for new materials. I am not the kind of artist who would adopt a
certain paint use, technique or brushing method and repeat it over and over again. I used spray paints in
my last 6 or maybe 7 works. I applied stencil in only some details of my last 3 paintings. I think that these
materials, which I employed very recently, are indeed strengthening the narrative aspect of the theme

I am working on. Plus, I believe that they enrich the painting by bringing in some sort of dynamism. %
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