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For my daughter, Leia...

I'm mostly at the workshop. | work alone in this place | always run to, and there’s a
long period of time when I'm with myself. Along with this, there are people with whom
| have shared common ground, who | love very much, and enjoy each and every
moment | have with them. They broaden my world.

How fortunate for me that | had the opportunity to prepare this book with some of
these people. While | savor this, | want to thank each of them individually.

The idea for this book and the realization of it came about by the virtue of my dear
friend and colleague with whom | work at IMOGA, Istanbul Museum of Graphic Arts
and IMOGA Art Gallery, Eda Tekcan. For his written piece and for his support in all
respects, my thanks to Emre Zeytinoglu, for our projects at Milli Reasurans, my thanks
to Elvan Tekcan, to Bahar Susur Akay for the design, and to Zeynep Kabukcu for
assistance with the translation.

In addition, to Ozan Erel, Gizem Unl{i, Stileyman Saim Tekcan, Gazi Sansoy, Sabiha
Kurtulmus, Orhan Cem Cetin, Sera Sade, Fulya Sade, Faruk Sade who we unfortunately
lost in recent months, to the Buylkkusoglu family and to all of my relatives, thank you.

The book was designed in a manner to document and make an association with
my works of the previous period, the series “Places I've Passed” which | started in
2015 and the “Module” series which emerged with it, followed by the “As it Is” series
exhibited at Galeri Merkur in April 2016 and “A Birdseye View” exhibit opened at Siyah
Beyaz in May.

I hope that the emotions we experienced when preparing the book will reflect upon
you as well,

Secil EREL
October 2016 Barbara Evi Ayvalik

Kizm Leia icin...

Cogunlukla atdlyedeyim. Her zaman kosarak gittigim bu yerde yalniz galisiyorum ve
kendimle kaldigim oldukga uzun bir stire var. Bununla birlikte, hayatimda yillardir bir
arada ortak paydada bulusabildigim cok sevdigim insanlar var ve onlarla oldugum
her anin keyfini clkaracak sekilde yasiyorum. Dinyami bayUtUyorlar. ..

Ne sanslyim ki bu kitabi bu bahsettigim kisilerden bazilaryla hazirlama sansim oldu.
Ben bunun tadina varirken, hepsine ayri ayr tesekkur etmek istiyorum.

Kitabin fikri ve hayata gecebilmesi IMOGA, istanbul Grafik Sanatlar Miizesi ve IMOGA
Sanat Galerisi'nde birlikte calistigm degerli arkadasim Eda Tekcan sayesinde oldu.

Yazisi icin oldugu kadar her zaman, her konudaki destedi igin Emre Zeytinoglu'na,
soylesinin yani sira, Milli Reastirans’taki projelerimiz icin Elvan Tekcan’a, tasarimi
icin Bahar Susur Akay’a, cevirisi icin Zeynep Kabukgu'ya gok tesekkir ediyorum.
Aynca  Ozan Erel, Gizem Unli, Stleyman Saim Tekcan, Gazi Sansoy, Sabiha
Kurtulmus, Orhan Cem Cetin, Sera Sade, Fulya Sade, maalesef gectigimiz aylarda
kaybettigimiz Faruk Sade, Blyikkusoglu Ailesi ve tUm yakinlanma tesekkurler...

Kitabl, 2015 yilinda basladigm ‘Gegtigim Yerler’ serisi ve bu seri ile birlikte ¢ikan
‘Modul’ serisi, pesi sira 2016 Nisan'inda Galeri Merkir ‘Oldugu Gibi’ ve Mayis ayinda
Siyah Beyaz'da actigm ‘Kus Bakisi” sergilerimi belgelemek ve bunlar énceki dénem
islerimle de iliskilendirecek sekilde kurguladik.

Umarim bizim kitabi hazirlarkenki duygularimiz size de yansir...

Secil EREL
Ekim 2016 / Barbara Evi Ayvalik






It’s As If We’re Listening to Music

Secil Erel held two personal exhibits in April and May of 2016; these had
content closely tied to one another and belonged to the same track of
thought. Those who observed the works first at Galeri Merkur in Istanbul,
then at Galeri Siyah Beyaz in Ankara, would have immediately been able to
catch the overlap. The exhibit in Istanbul was entitled, “Oldugu Gibi/As 1s”,
while the artist entitled the exhibit in Ankara “Kus Bakisi/Bird’s Eye View”; in
both, canvasses, light boxes and geometrical areas were created with paper
masking tape, and in addition, color codings relayed on several notebooks
were displayed.

Actually, the referenced overlap doesn’t only exist in these two exhibits
of Secil Erel. It's as if in nearly all of the works in her exhibits, she takes
the same fundamental approach: Those compositions of geometric areas
complemented by each other or completed incrementally, created by a
derivation of meticulously controlled sections... And series in which adjacent
horizontal and vertical shapes are adapted after a lengthy preparations...
When we go back a bit, this attitude which we especially witness at the fore as
a distinct character in her 2012 exhibit at Alan-Istanbul, “llk Ev-Leia/The Initial
Home-Leia”, is sustained at the “Alan/Territory” exhibit at Galeri Zilberman,
and finally reaches the artist’s last exhibit in 2016. We can determine the
following from these four exhibits mentioned: In the artist’s other previous
exhibits, (like, “Simdiki Basit Zaman/The Simple Present Tense” and “Yalniz
An/Lonely Moment”) the perspective interpretation, spacing and framing
methods seen are significantly pushed to the back and the paintings are
transformed into a quite pure architectural resolution process.

A viewer who has for a certain time been witness to this common attitude

Bir MUzik Dinler Gibiyiz

Secil Erel, 2016 yilinin Nisan ve Mayis aylarinda iki kisisel sergi gerceklestirmisti;
bunlar birbirlerine siki sikiya bagl iceriklere sahipti ve ayni distince slrecine
aitti. Once Istanbul Galeri Merk(r ve sonra da Ankara Siyah Beyaz Sanat
Galerisi'ndeki yapitlari izleyenler, iki sergi arasindaki orttismeleri hemen
yakalayabilirlerdi. Istanbul’daki sergi “Oldugu Gibi” adini tagimaktayd,
Ankara’'da ise sanatgl bu kez sergisine “Kus Bakis” adini vermisti; ikisinde
de tuvaller, 1sikll resimler ve kagit bantlarla geometrik alanlar olusturulmakta
ve bunlara ek olarak birtakim defterlere aktarimis renk kodlamalan
sergilenmekteydi.

Aslinda sozU edilen értlisme, Segil Erel'in yalnizca bu iki sergisinde mevecut
degildir. O, neredeyse tUm sergilerindeki yapitiarda sanki hep ayni temel
yaklasim icinde gibidir: Son derece denetimli bolinmelerden  tdretiimis,
birbirlerine eklenen ya da araliklarla tamamlanan o geometrik alanlarn yarattigi
kompozisyonlar... Ve giderek, uzun 6n calismalarla hazirlanan yatay ve dikey
bicimlerin yan yana gelis hallerinden kurgulanmis seriler... Biraz geriye dogru
gittigimizde, 6zellikle 2012 yiinda Alan-istanbul’daki “ilk Ev-Leia” sergisinde
belirgin bir karakter olarak 6ne ¢iktigina tanik oldugumuz bu tavir, 2014 yiinda
Galeri Zilberman'da acllan “Alan” sergisiyle de strmUs ve iste sanatginin 2016
ylinda actigi son iki sergiye kadar ulasmistir. Konu ettigimiz bu dort sergide
sunu saptayabiliriz: Sanatcinin daha énceki diger sergilerinde (“Simdiki Basit
Zaman” ve “Yalniz An” gibi) gorllen perspektif anlayisi, espas ve kadrajlama
yontemi oldukga arkalara itiimis ve resimler oldukga saf bir mimari ¢ézimleme
strecine donUsturtimdstar.

Secil Erel’in yaprtlarinda bir stiredir bu ortak tavra tanik olmus izleyici, denetimli
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Oldugu Gibi, 2016, Galeri Merktr, Istanbul
As Is, 2016, Merkur Gallery, Istanbul

Ik Ev-Leia, , 2012, Alan, Istanbul
The Initial Home-Leia, 2012, Area, Istanbul

N

Simdiiki Basit Zaman, 2011, CDA Projects, Istanbul
Present Simple Tense,2011, CDA Projects, Istanbul

in Segil Erel's works may think that they can easily perceive the works after
looking at the controlled vertical and horizontal spaces, and comprehending
the logic of the compositions; this is an ordinary situation. Indeed; what is to
be perceived there, are lines which follow
each other, intersect, become sparse or
intense at first glance, and their association
with several colors or their detachment
from them. Further it is possible fort he
viewer to determine immediately the
technique which was used fort his: border
lines drawn between areas previously
designated and the modular integrity of
different paint layers within the borders...
All of this is applicable to nearly all works,
and there is nothing lacking or erroneous in
the first impressions of the viewer.

At this point, one should closely assess
the viewer who reliably perceives and
interprets the works. The artist, by way of the titles she bestows upon her
exhibits, signals to certain “things” which “belong to her” and it's obvious
that some stories are created: about settled spaces, temporarily used
places, time spent and experiences encountered...and about the emotions
which emerge as a result, which can be caught through small clues... Since
the geometrical areas and logic behind their creation, as well as the series of
compositions emerging from this logical framework can be easily perceived
by the viewer, that is, their architecture can be resolved, then what meanings
do the names given by the artist have? To ask the question in a different
manner, while the compositions are subject to such strict control, and since
they contain certain emotions beyond expressing the logic of the works to
the viewer (as we acccept at the outset the presence of emotions as a result
of their names), where are the stories which correspond to these emotions
in these works? Or, with another question: Through which methods are the
stories relayed to us, what is it that we should seek and find, and in this
quest, what means are suggested to us? When the viewer asks themselves
these questions, then embarks on a task to seek and find those stories, it
is highly likely that they will feel as if there is something they’ve missed and
perhaps that they've failed to a certain extent in this endeavor. Because
there is no ostensible story to correspond with the names of the exhibits.
However, has the viewer really failed in this endeavor, or been insufficient in
exposing the stories from where they were hidden?

In “llk Ev-Leia/The Initial Home-Leia”, the artist begins to mention the place
where she was born, and discusses radical changes which entered her
life: Being born, giving birth...both personally experiencing and observing
from the outside, two lives intertwined, and externalizing the emotions of
that observation... And a place which encompasses these points of view, a
place in which reciprocal points of view come into existence because of one
another... In “Alan/Territory” starting from the plan of a house, a definition of

dikey ve yatay alanlara bakip ve bdylece kompozisyonlarin mantigini kavrayip
0 vapitlar kolayca algilayabilecegini distnebilir; bu olagan bir durumdur.
Oyle ya; orada alglanacak olan, ilk bakista birbirlerini izleyen, kesen, seyrelen
ya da yogunlasan cizgier ve bunlarin
birtakim renklerle iliskilendirimesi ya da
kopartimasidir. Ayrica izleyicinin, bunlar igin
kullaniimis bir teknigi de hemen sezebilmesi
mUmkUnddr; Daha 6nceden belirlenmis
alanlar arasina gekilen sinir gizgileri ve
sinirlarin icindeki degisik boya katmanlarinin
modduler butdnligd... Bunlarin tdmi
neredeyse her yapitta gegerlidir ve izleyicinin
ik bakistaki saptamalarinda eksik ya da
yanlis bir sey yoktur.

Bu noktada, yapitlari glivenle algilayan o .

ve yorumlayan izleyicinin durumuna | -'.' "4

yakindan bakmaldr. Sanatgl, sergilerine =

verdigi adlar aracilgiile “kendine ait” bazi “sey’lere isaret etmekte ve belli ki bazi
Oykuler olusturmaktadir: Yerlesilmis mekanlar, gecici olarak kullanimis yerler,
harcanmis zamanlar ve buralar hakkinda edinilmis deneyimler tzerine... Ve
kigUk ipuglarindan yakalanabilecek, bunlarin olusturdugu duygular tzerine...
Mademki yapitlardaki geometrik alanlar, o alanlann olusturuima mantigr ve
o mantkk ¢ercevesinde kurgulanmis kompozisyon serileri izleyici tarafindan
kolayca algilanabilmektedir, yani mimari gozimlenebilmektedir, bu durumda
sanatcinin verdigi bu adlar ne anlama gelmektedir? Baska tirli bir soruyla, bu
kadar siki bir denetime tabi tutulmus kompozisyonlar, izleyiciye o kurgularin
mantigini anlatmaktan ¢tede bazi duygular igeriyorsa (ki duygularin varlgini,
pesinen yapitlann adlar sayesinde kabulleniyoruz), o duygularin karsiigi olan
dykller bu yaprtlarda nerelerde bulunabilecektir? Ya da baska bir soru ile:
Oyktler hangi yéntemlerle bize aktanimakta, bizim neyi arayp bulmamiz
istenmekte ve o arayis sirasinda nasil bir yola bagvurmamiz ¢nerilmektedir?
Izleyici bu sorular kendine sordugunda, sonra da o Sykiileri arayip bulmak
gibi bir ise giristiginde, blyuk olasilikla gbzden kagirdigi bazi seylerin oldugunu
dustinecek ve bir basansizliga ugradigini sanacakti. Ginki sergilerin adlar
le uyusabilecek belirgin bir 6ykl ortallkta gorinmemektedir. Ama izleyici
gercekten basansiziga mi ugramistir, Gykuleri gizlendigi yerlerden bulup
clkartmakta yetersiz mi kalmistir?

Sanatg, “llk Ev-Leia’da dogdugu mekandan sbz etmeye baslyor ve
yasamina giren radikal degisikliklerden konu aciyordu: Dogmak, dogurmak...
Ic ige gegen iki yasami hem bizzat deneyimlemek hem de onlan disandan
seyretmek, seyir sirasindaki duygulan disa vurmak... Ve bu bakis agilarini
icinde barindiran, Kargilikli bakis acilannin birbirlerini var ettigi bir mekan...
“Alan’da ise (Onceki sergiye gdndermelerde bulunarak) bir evin plani
Uzerinden hareketle, bir ailenin yasadigi “genis cevre’sinin ve tasinmalarin
getirdigi ruh durumlarinin tanimi yapilyor ve bir icselligin analizine dogru yol
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Kus Bakigl, 2016, Galeri Siyah Beyaz, Ankara
Bird’s Eye View, 2016, Siyah Beyaz Gallery, Ankara

Alan, 2014, Galeri Zilberman, Istanbul
Territory, 2014, Zilberman Gallery, Istanbul

Yalniz An, 2009, TC Ziraat Bankasi Galerisi, Ankara
Lonely Moment, 2009, TC Ziraat Bank Gallery, Ankara



Ik Ev-Leia, Isikli Resim, 2012, Alan, Istanbul
The Initial Home-Leia, Light Box, 2012, Territory, Istanbul

Kus Bakisl, 2016,Galeri Siyah Beyaz, Ankara
Bird'’s Eye View, 2016, Siyah Beyz Gallery, Ankara

the emotional state of a family who has moved, and the “broad environment”
in which they live is offered, and a progression toward an analysis of
internalization took place; finding or not finding peace, tumning glances
to a distance, a feeling belonging, or not...Two exhibits which emerged
afterwards, “Oldugu Gibi/As Is” and “Kus Bakisi/Bird’s Eye View” couldn’t
be considered as very different from the previous two, as the emotiones
triggered by long journies and changes to settings were discussed there
as well. In an interview for her “Kus Bakisi/Bird’s Eye View” exhibit at the
Galeri Siyah Beyaz, the artist offered the following: “In terms of visual and
content in my paintings which have begun
to change, what | find important is the
diversification of thoughts and emotions of
those which remain with oneself from these
places. Rather than being cramped in
one’s own space, | realized that in journeys
which allowed me to discover the beauty of
flowing within time in an experimental way,
that when I'm outside of my own space, |
am free and | look upon myself and my life
from different perspectives.”

An eye-catching painting measuring
140x180 in dimension, displayed on the
largest wall of Galeri Siyah Beyaz, in which
maps of places visited were designed as nested with one another, was
perhaps the best expression of this statement: An eye which opens to the
outside, to the distance, and to an even further distance, the broad angle
of each new experience and emotion which are tied together. Actually what
the artist stated indeed makes reference to her “Oldugu Gibi/As Is” exhibit
at Galeri Merkur as well; because there too, the traces of this long journey
could be easily seen through materials collected from the experiences of
those places (small plants placed on a large table, touristic city plans, other
small items, etc). But at this point, there was an interesting situation: The
works of the artist which appeared as if they were not telling a story, and
therefore not accommodating any emotions, were speaking from within the
emotions created by those experiences. And perhaps a situation to which
the viewer was not able to respond to, emerged at that point: How will we
comprehend what the artist is teling us, and the emotions she is relaying,
within this rigid geometry? Where in these works have the stories which will
carry the emotions to us, seeped? And why is it difficult for us to find and
expose them?

Perhaps there is only one to sense the experiences and emotions hidden
in Secil Erel's works: Looking at them without seeking signals representing
something or another, without pursuing the stories which are derived from
those signals, without consideration for the world of indications and by
turning our backs to jests that have become cliché...Where and how a
geometry is applied by the artist, under what conditions the changes among
them deteriorate and a new architectural system is undertaken, under what

alinyordu; huzur bulmak ya da bulamamak, bakislarn uzaklara cevirmek,
aidiyet iginde olmak ya da olamamak... Sonradan ortaya ¢ikan “Oldugu Gibi”
ve “Kus Bakisl” sergileri de onceki iki sergiden gok farkll saylmazdi, onlarda
da isin icine uzun yolculuklar girmekte ve ortam degisikliklerinin tetikledigi
duygulardan s6z aglimaktaydi. Sanatci, Siyah Beyaz Sanat Galerisi'ndeki
“Kus Bakisl” sergisi icin, kendisi ile yapilan bir séyleside sunlari sOylemisti:
Gorsel ve icerik olarak degismeye baslayan resimlerimde dnemsedigim, bu
gidilen yerlerden insanin kendine kalanlarla cesitlenen distince ve duygular
oldu. Kendi alaninda sikismaktansa, ¢kip, deneysel bir sekilde, zamanin
icersinde akmanin gtzelligini kesfetmemi sadlayan seyahatlerde fark ettim ki
kendi alanmin disina ¢iktigimda 6zguriim ve
kendime, kendi hayatima baska acillardan
bakiyorum.”

Siyah Beyaz Sanat Galerisi'nin en buyUk
duvarlarindan birine yerlestiriimis 140x840
cm boyutunda, gidilen yerlerin haritalarinin
i¢ ice gecirimesiyle tasarlanmis géz alici bir
resim, belki de bu séylenenlerin en iyi karsilig
idi: Disanya, uzaklara ve daha uzaklara
acllan bir gézn, birbirlerine bagdladig her
yeni deneyim ve duygunun genis agisl...
Aslinda sanatginin bu  soyledikleri, Galeri
Merkir'deki “Oldugu Gibi” sergisine de
bir géndermede bulunuyor elbette; ¢lnku
orada da bu uzun vyolculuklarin izleri, gidilen yerlerdeki deneyimlerden
toparlanmis malzemeler araciligi ile (blyUk bir masa Uzerine yerlestiriimis
kUcUk bitkiler, turistik kent planlari, ufak tefek birkac esya daha vb.) kolayca
gorulebiliyordu. Ama bu noktada ilging bir durum vardi: Sanatcinin, sanki
highir yku anlatmiyormus, dolayisiyla highbir duyguya yer vermiyormus gibi
duran yapitlari, tam da her tir deneyimin ve o deneyimlerin yarattigi duygularin
icinden konusuyordu. Iste belki de izleyicinin bir tlrll yanitlayamadigi bir
durum, o sirada dogmaktaydi: Bu yapitlarda, sanatcinin anlattiklarini ve bize
aktardigi duygulan, bu kati geometri icinde nasil kavrayabilecegiz? Duygular
bize aktarabilecek Gykuler acaba yapitlarin nerelerine sizmis? Ve bunlar bulup
¢lkartmakta nigin zorlaniyoruz?

Secil Erel'in yapitlarni, onlarn icine gizlenmis deneyimleri ve duygular
sezebilmenin belki de tek yolu vardir: Bir seyleri temsil edecek isaretleri, o
isaretlerden tuUretiimis Gykuleri hic aramadan, gdstergeler dinyasina itibar
etmeden ve Kliselesmis jestlere sirtimizi dénerek bakmak... Sanatc tarafindan
bir geometrinin nerelerde ve nasil uygulandidi, bunlar arasindaki degisikliklerin
hangi kosullarda bozuldugu ve yeni bir mimari sisteme gegildigi, o mimari
sistemin esnekliklerinin ya da katiliklarnin hangi kosullar altinda saptandigi...
Tum bunlan gérebilmek ve 0 mantigin iginden, “merkez”’inden baska bir sey
aramamak... Demek ki bir izleyicinin, bu yaprtlar karsisinda yalnizca o kati
geometriyi kavrayabilmis olmasini yeterli buimallyiz.
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Oldugu Gibi, 2016, Galeri Merk(r, Istanbul
As Is, 2016, Merkur Gallery, Istanbul

Oldugu Gibi, 2016, Galeri Merkir, Istanbul
As Is, 2016, Merkur Gallery, Istanbul

conditions the flexibilities or rigidities of that new system are determined...
being able to see all of this and from within that logic, not seeking anything
aside from the “center”... Thus, we must find it sufficient for a viewer in
consideration of these works, having comprehended only that rigid geometry.

Then, is it as if we are listening to music? It is such that, for instance, which
sounds of nature do the “Pastoral Symphonies” of Ludwig van Beethoven
or Ralph Vaughan Williams directly relay to us? None...Is what is to be heard
there the sound of flowing water or raindrops, the humming of the wind,
sounds of small animals, or chirping of birds? And what of Vivaldi? We
know well that his “Four Seasons” speaks
volumes beyond four different conditions
of weather and the reflection of this upon
objects. While listening to Mozart’s “A Little
Night Music” we don’t have the need to
darken the space in which we are listening
to it. When Richard Wagner was inspired
by German mythology, he wasn't obliged
to undertake a task such as reciting those
stories one by one. We don’t attain any
information pertaining to Faust in Franz
Liszt's “Faust Symphony”, etc. ... In those
works, only one thing is heard aside from
these: a rigid geometrical structure, that is,
a language and the flawless composition
constructed by blocks of sound and their length.

Ulus Baker presents a highly striking reference on this matter: “While
Schopenhauer once denied the mimetic characteristic of music, he sumitted
that it was not the imitation of a woman crying, on the contrary, it was the
woman crying with the violin.” This determination of Ulus Baker's in support
of his reference is even more striking, “Music is always a story of “something
existing./...Or more and more nature itself; there is a sunny day; there is a
rough sea.” There is no need to be in doubt, as the situation which Ulus Baker
indicates has long detached from the imagery or mimetic characteristics of
“a sunny day” or a “rough sea”, and that piece of music no longer carries
the smallest trace of their tangibility. Just as we can’t discuss the similarities
between a “violin” and a “crying woman’s voice” so it can be said that where
music exists is not a place of senses, but an area of pure emotions. The
violin doesn't imitate the sound of a woman crying, it calls for a “feeling of
crying” in a new language.

According to Arthur Schopenhauer a peice of music can be easily
comprhended, because melodies, with his description, “say many things
for the heart”, but carry no representation. If we want music to express
something directly through representation or mimesis, this would go against
the nature of music: “For this reason, music such as that should be absolutely
rejected, as regardless of how much Haydn and Beethoven even erred and
intended to use this, as far as | know, Mozart and Rossini never resorted

O halde bir mizik dinler gibi miyiz? Oyle ya, sézgelimi Ludwig van
Beethoven'un ya da Ralph Vaughan Wiliams'in “Pastoral Senfoni”leri, bize
dogaya dair hangi sesleri dogrudan aktarir? Hicbirini... Orada duyulacak olan,
akan bir suyun ya da yagmur damlalarinin sesi, bir rizgérnn ugultusu, kictk
hayvanlarnn baginslar, kuslarin étiisleri midir? Ya Vivaldi? lyi biliriz ki onun “Dort
Mevsim”i yine dort ayr hava kosulunun ve bunun nesnelere yansimasinin
cok Otesinden konusur. Mozart'in “Kiclk Bir Gece MUzigi"ni dinlerken, ille
de bulundugumuz mekanin karartimasi gibi bir gereksinim icinde olmayiz.
Richard Wagner, Alman mitolojisinden

esinlendiginde, ayn ayr o dykuleri anlatmak W -

gibi bir yikimldlik Ustlenmemistir. Franz W’/

Liszt'in ~ “Faust  Senfonisi’nde,  Faust
hakkinda bir enformasyona ulasamayiz
vb... O yapitlarda bunlarn disinda tek bir
sey duyulur: Kati bir geometrik yapi, yani
ses bloklarinin ve sirelerinin insa ettigi bir dil
ve onun Kusursuz bir kompozisyonu...

Ulus Baker bu konuda hayli garpici bir
referans sunar: “Schopenhauer bir zamanlar
muzigin - mimetik 6zelligini - yadsirken, bir
kadinin aglamasinin taklidinin s6z konusu

T mm

omadigini,  aksine  kemanla  kadinin k .

agladigini sdylemisti.” Ve Ulus Baker'in bu

referansi destekleyen su saptamasi ise daha da carpicidir: “MUzik her zaman
bir “bir sey var” hikayesidir. /...Ya da giderek doganin kendisi; gtinesli bir giin
var, kudurgan bir deniz var.” Tereddit etmeye gerek yoktur ki Ulus Baker'in
isaret ettigi durum, “glnesli bir glin"tin ve “kudurgan bir deniz”in betiminden
ya da mimetik &zelliklerinden coktan kopmus, o mlzik parcasi bunlarin
somutluklarinin en kiictk bir izini bile tasimaz olmustur. Nasil ki “kemanin
sesi” ile “aglamakta olan bir kadinin sesi” arasinda bir benzerlikten s6z
edilememektedir, Oyleyse muzigin gezindigi yer duyularin degil, salt duygularin
alanidir: Keman, kadinin aglarken cikardigi sesi degil, yeni bir dil ile “adlama
duygusu’nu cagirmaktadir.

Arthur Schopenhauer’in distincesine gére bir mizik parcasi gok kolay
kavranabilir; ¢lnkU ezgiler, onun tabiriyle “kalp icin ¢ok sey sdyler”, ama
buna karsin hicbir betimleme tasimaz. Eger mizikten bir seyleri dogrudan
betimlemeler ya da mimesis yoluyla anlatmasini istersek, bu, muzigin
dogasina uymayan bir istek olur: “Bu ylzden bdyle bir mizik kesin olarak
reddedilmelidir, her ne kadar Haydn ve Beethoven bile yanilip bunu kullanmaya
niyetlenmisseler de Mozart ve Rossini bildigim kadariyla hicbir zaman buna
tevessul etmedi. CUnki duygulan ifade etmek baska, nesneleri resmetmek
baska bir seydir.” Schopenhauer, mizigin mimarisine ya da kati geometrik
yapisinin mantigina génderme yapiyor ve bunlarin 6zel bir “ilgi” ile alglanisini
duygu adina yeterli gériyordu. Ancak su var: Her ne kadar mizik yalnizca
duygulara (“kalbe”) yénelikse de yukaridaki satirlarda da belirttigimiz gibi, o
duygular yaratabilecek bir dile, mimari bir yénteme sahip olmalidi. Gilles
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to this. Because expressing emotions is one thing, portraying objects is
something different.” Schopenhauer made reference to the architectural or
rigid geometric structure of music and found it sufficient insofar as emotion,
for these to be perceived with particular “interest”. However: regardless of
how much music is directed towards emotions (the “heart”), as mentioned in
the statements above, it should have a language and architectural method
able to create those emotions. Gilles Deleuze said, “Everything has a story.
Philosophy also tells stories. It tells stories with concepts. Cinema uses
motion-time blocks to tell stories. Paintings invent very different blocks.
These are neither concept blocks not motion-time blocks, these are line-
color blocks. Muisc is very different, too, and invents very special types
of blocks.” Philosophy, cinema, painting, music and in fact, science...
These are creative disciplines and each of them cannot reach the essence
of any “thing” without inventing geometries and architectural methods,
and establishing some integrity from those inventions. If that is the case,
reaching emotions, comprehending the logic of that integrity as an effort in
an of itself, means understanding a language.

If the emotions emanating from Secil Erel's works can exist in a rigid
geometry which is meticulously controlled by her mind, we will say this: Just
as Deleuze said, when creating “line-color blocks” she hasn’t made them
the content of a portrayal or used them toward the mimetic characteristics,
that is, with the words of Schopenhauer, “[she] hasn't resorted to this” and
rather has presented the architectural method she has applied to her works
in a state of “the pure language itself.” Thus that which produces the emotion
is the logic of the language and architectural method. In order to reach the
artist’s nature and the emotions related to that nature, it is sufficient for us to
reach the geometry and architectural logic of the integrity before us.

Therefore we can once again assert the following: What we feel when we
look at Secil Erel’s works is this: More than observing a painting, it is as if
we are listening to music...Or, stated differently: In order to comprehend
the emotions in her works and to catch their provisions, we should observe
them as if we are listening to a piece of music. If the objects, people, sounds,
places, colors and many other things will leap towards another place and
meet with an “emotional integrity”, and if the relay of this emotion is going to
be the goal, this will be attainable through “line-color” blocks, a leop in the
same manner as the success achieved through music’s “sound and length
blocks.”

When we observe these works closely, a deep horizon containing all of
the clues related to the emotion with slight changes in their composition,
different impacts and force of emphasis or dispersements is created for us.
Secil Erel’s rigid geometry is always a story “of something there.”

Emre Zeytinoglu
September, 2016

Deleuze soyle diyordu: “Her seyin bir hikayesi vardrr. Felsefe de hikayeler
anlatir. Kavramlarla anlatir hikayeleri. Sinema hareket-sure bloklari kullanarak
hikéyeler anlatir. Resim ise ¢ok farkli bloklar icat eder. Bunlar ne kavram
bloklaridir ne de hareket-stre bloklari, bunlar ¢izgi-renk bloklaridir. Mizik de
cok farkll, cok ¢zel tirden bloklar icat eder.” Felsefe, sinema, resim, mizik
ve hatta bilim... Bunlar yaratici disiplinlerdir, her biri birtakim geometriler
ve mimari yontemler icat etmeden ve o icatlardan da birtakim buatdnltkler
kurmadan, herhangi bir “sey”in 6zUne ulasamazlar. Bu boyleyse, duygulara
ulasmak demek, basl basina bir caba olarak o bUtinligin mantigini
kavramak, bir dili anlamak demektir.

Secil Erel'in yapitlarindan yayilan duygular, onun zihninin sikica denetledidi kati
bir geometri icinde var olabiliyorsa, sunu sdyleyecegiz: O, tam da Deleuze’in
deyisi ile “gizgi-renk bloklan” yaratirken,
yapitlanna uyguladigi  mimari  yéntemi,
bir betimlemenin malzemesi yapmamis
ya da mimetik 6zelliklerine yonelik olarak
kullanmamis, yani Schopenhauer’in deyisi
le “buna tevessul etmemis” ve “salt dilin
kendisi” halinde sunmustur. iste duyguyu
Ureten sey, diin ve mimari yontemin
mantigidi. ~ Sanatcinin - dogasina ve o
dogaya bagl duygularina ulasmak icin,
dnumUzde duran bitinligin geometrisine,
mimari mantigina ulasmamiz yeter.

Artik sunu ¢ok daha net bigimde bir kez
daha 6ne surebiliriz: Secil Erel'in yaprtlarina
bakarken sunu hissederiz: Bir resim seyretmekten cok, bir muzik dinler
gibiyiz... Ya da sdyle diyelim: Onun yapitlarindaki duygular kavrayabilmemiz
ve “kalbe” iliskin verileri yakalayabilmemiz icin, onlart bir mizik pargasini dinler
gibi seyretmeliyiz. Sanatcinin duygu dinyasinda yer alan nesneler, Kisiler,
sesler, mekanlar, renkler ve daha pek cok sey eder o yapitlarda kendilerinden
baska bir yere dogru sigrayacak, bir “duygu butinligi’ne kavusacaksa ve
izleyiciye de bu duygunun aktariimasi hedeflenecekse, bunlar o “cizgi-renk
bloklar” ile basarilabilecektir; ayni, mizigin “ses ve stre bloklan”nin basardig
tlrden bir sigrama. ..

Bu yapitlara dikkatle baktigimizda, onlarin kompozisyonlar arasindaki hafif
degisimler, farkli etkiler, vurgu siddetleri ya da dagilip gitmeler, duyguya dair
tim ipuclarnni iginde barindiran derin bir ufuk yaratacaktir bize. Segil Erel'in o
kat geometrisi, her zaman “bir sey var” dykusuddr.

Emre Zeytinoglu

Eyliil, 2016
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A Conversation with Secil Erel

Elvan Tekcan
August 13, 2016

ET: In this interview, | don’t find it very meaningful to discuss topics such as
the plastic and technical characteristics and series of your works, because
we want this to be a discussion beyond the confines of time. Fort this
reason, | think it would be more meaningful to have a discussion about your
perspective on art. Since this won't be a periodic piece, I'd like us to have
a timeless discussion.

When we consider art, we are actually talking about something which is a
subjective act. In your interview with Emre Zeytinoglu at Galeri Merkur, there
was an expression used; | liked that opening very much, it says, what really
is an artist concerned about, first of all, living, artists are those who have a
‘thing’ about living. Their outlook on life is different than others, thus they
can produce a work of art from this material. We can also look at art this way;
perhaps it is a form of birth, insofar as its meaning to me. With labor pains,
with the process, in fact even with the processes of becoming pregnant
and the entire term of pregnancy and birth. Perhaps for this reason, this will
be very personal, but that’s why | can’t associate the word, ‘creation’ with
art, in reality | see the process of producing art as a pure birthing process.
Indeed there are things beyond the typical process of physical fertility here,
and perhaps that is at the metaphysical dimension and is deeper. There is
a motivation of wanting to bring something tangible into this world at the
outset. That is the reason why it is highly subjective.

When we say Secil Erel, Secil gives birth to something which belongs to
Secil Erel and is representative of herself. Therefore, | don’t know if you'll
agree, for me a work of art is somewhat the metaphor of a mirror. Because
each work of art is a mirror that the artist holds up from their own physical
place, to the world. When we say mirror, it has two directions. One is the
side which the artist holds to themselves internally and externally, and this is
an angle belonging to their own subjective perspective, outlook, experience
and lifestyle. If we consider the universe as infinite angles and refractions,
and | find it appropriate to initiate the conversation from this point because,
in your production of art, you have a concern with regard to the surface in
this respect, it is for that reason that | wanted to use this metaphor to create
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Secil Erel’le Soylesi

Elvan Tekcan
13 Agustos, 2016

ET: Bu sdylesimizde senin eserlerinin plastik ve teknik Ozellikleri, eser
serileri gibi konular ile ilgili konugsmayr ¢ok anlamli bulmuyorum ¢unku
bunun zamanin baglayiciigi disinda bir sohbet olmasini istiyoruz. Bu
sebeple de aslinda senin sanata bakisina dair bir konusma daha anlamli
olacak diye dustiniyorum. Bu dénemsel bir yazi olmayacagi igin zamansiz
bir sohbet yapalim istiyorum.

Sanata dair disindigimizde aslinda &znel bir eylem alanindan
bahsediyoruz. Emre Zeytinoglu ile Galeri Merkiir'de yapmis oldugunuz
sdyleside de gecen bir ifade var; ¢ok sevdim o aglligl, sanat¢inin asil
derdi nedir diyor, bir kere yasamak, yasamakla derdi olan insanlardir
sanatcilar. Yasama bakislar diger insanlardan farklidir ki bir eser viicuda
getirebiliyorlar bu malzemeden. Aslinda sdyle de dustlinebiliriz sanati; bir
cesit dogumdur sanat bendeki karsiligi ile. Sancisiyla, slreciyle hatta gebe
kalma ve tlim gebelik ve dogum strecleriyle. Belki bu sebeple de bu ¢ok
kisisel olacak ama o ylizden yaratma kelimesini sanatla bagdastirmiyorum,
aslinda salt bir dogum streci olarak gériiyorum sanatsal Uretim slrecini.
Tabii ki bildigimiz bigimi ile fiziki dogurganligin disinda bir seyler var burada,
iste belki 0 da metafizik boyutta ve daha derin. Bu diinyaya somut bir sey
getirmeliyim gibi bir motivasyondan hareket var. O nedenle de son derece
oznel. Secil Erel dedigimizde Secil Erel kendine ait, Secil’in varligini temsil
eden bir sey doguruyor. Dolayisiyla da aslinda bilmiyorum katilir misin sanat
eseri demek benim igin bir ¢esit ayna metaforu. Cunki her sanat eseri,
sanatcinin diinyaya kendi durdugu fiziki konumdan tuttugu bir ayna. Ayna
deyince de 2 yon( var bunun. Bir sanat¢inin kendi igine ve disina tuttugu
ayna ki bu kendi 6znel bakisi, gérlst, deneyimi ve yasamina ait bir agl. Eger
biz evreni sonsuz agilar ve kirlmalar olarak distndrsek ki, buradan séze
girmeyi sunun igin uygun buluyorum, senin sanat Uretiminde ytzeyle ilgili
bdyle bir derdin var, o ylizden bir mekan ve algi yaratmak icin bu metaforu
kullanmak istedim. Bunun dider tarafi da izleyici. O konusmada da ilgimi
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a space and perception. The other side of this is the viewer. It occupied
my mind because it caught my attention in that discussion as well. The
artist is actually the one who holds the mirror at different angles and guides
the viewer to “see” from some respects, from where they are holding it, the
artist has such a concern as to instrumentalize that angle which catches
the artist’'s own perspective. Because the viewer is an individual who is
similarly fertile, and they experience their own process at the moment they
encounter the piece.

And in my mind, when we say Secil Erel, whether it’s the discussions that
we’ve had up until now, the continuity in our observation of your art, or
your interviews which I've heard, two fundamental components emerge.
I'd like to start from there, that is, I'd like you to start your comments from
that point.

In that conversation, one sentence was very striking to me, you say, “all
living things create a space for themselves and in that space, establish a life
for themselves.” This is actually something which overlaps with what we’ve
touched upon to this point. We find the two fundamental components with
regard to your art here. One is space, the other is time. These are your
areas of interaction, or angles. So let’s start from there. You actually come
before the observer by extracting and exposing these from within life, and
present them with an awareness and point of view. Let’s start from the
issues of space, time and establishing an area from within a position in life.
For example, space makes you very enthusiastic, because birth, entering
into an area of existence, is somewhat similar. If you don’t feel love and if
something doesn’t excite you, you can’t produce anything.

SE: Really, fundamentally, in the beginning the issue of time was always
interesting to me. Although space by definition may appear to be a place
representing a particular area, when it enters into a relationship with time, it gains
a completely different dimension. Further, it transforms into something more
abstract with the ability to represent history, memory, existence, everyone’s
perception. It goes beyond four walls or areas with distinct borders. On one
hand, it is something such that, as you mentioned, everyone establishes
their own area, and by trying to maintain an existence within time and space
through what they know and what they've experienced, as experiencing is very
important, they live their time within those areas.

For me, from the outset, painting an image of things didn’t always catch my
interest. During the period before | entered school, my perception was in
this manner. Being able to make images of things is an incredibly beautiful
thing; having learned, experienced, knowing and being able to do this in my
academic education is wonderful but insufficient insofar as what excites me.
Because beyond an image of things, the cause, effect, reason for its existence,
its position in its time, its situation was more attractive to me. Everyone has a
different way of perceiving, and this is mine; what is behind that which is visible
is interesting to me.

So among all of these things which attract my attention, my interest in time
became more distinct along the way, immediately followed by space, of course.
Previously, while space appeared as architectural details in my works, in reality
the work where | gave complete thought to space and placed it more in the
center was my piece, “ilk ev/first home”. With my becoming pregnant and the
formation of a space within my body, the issue of space attracted my attention
from a different angle. This was the time when | experienced a breaking point
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cektigi icin zihnimi kurcaladi. Sanatgi aslinda o aynayi cesitli acilarla tutan ve
onun tuttugu yerden de izleyiciyi bir gesit “gérmeye” ydnlendiren kisi, orada
kendi bakis noktasindan yakaladigi o aclyr aracsallastirmak gibi bir derdi
var sanat¢inin. Glinkd izleyici de ayni sekilde kendi dogurganligina sahip bir
birey, o da kendi slrecini eserle karsilastigi andan itibaren deneyimliyor. Ve
Secil Erel dedigimizde zihnimde, bugiine kadar yaptigimiz sohbetler olsun,
sanatini izleme surekliligimiz olsun, dinledigim sohbetleriniz olsun burada
iki tane temel etken (component) cikiyor. Oradan baslamak istiyorum, daha
dogrusu senin oradan konusmana giris yapmani rica ediyorum.

O konusmada bir climle beni ¢ok uyandirdi, diyorsun ki “ tim canlilar
kendilerine bir alan yaratir ve o alan icerisinde kendilerine bir yasam
olusturur.” Aslinda su ana kadar degindiklerimizle &rtusen bir sey bu.
Burada senin sanatinla ilgili olan o iki temel etkeni buluyoruz. Bir tanesi
mekan digeri zaman. Senin bu dlinyadaki yasaminin mekan ve zamanla
cok derdi var; bunu islerinde de goriiyoruz. Senin etkilesim alanlarin ya da
acilarin bunlar. Biraz oradan baslayalim. Sen aslinda izleyicinin karsisina
hayatin igerisinden bu ikisini ¢ekip cikarip, farkindallk ve bakis acisi
sunuyorsun. Mekan, zaman ve yasamin igindeki durus ve alan olusturma
meselelerinden baglayalim. Mesela seni mekan cok heyecanlandiryor,
clnkl dogum, varlk alanina gelis biraz da &yle bir sey. Bir seye ask
duymuyorsan ve heyecanlandirmiyorsa seni, higbir sey ortaya koyamazsin.

SE: Aslinda temelde ilk basta hep zaman konusu ilgimi cekiyordu. Mekan
kelime anlamiyla belli bir alani temsil eden yermis gibi goérlinse de zamanla
iliskiye girince bambaska bir boyut kazaniyor. Yani sira tarihi, hafizayi, varolusu,
herkesin algisini temsil edebilen daha soyut bir seye dénustyor. Dort duvarin
ya da sinirlan belirlenmis alanlarin étesine gidiyor. Bir yandan da oyle bir sey
ki biraz dnce senin de sdyledigin herkes kendi alanini kurguluyor ve bildigi
ve deneyimledigi ki deneyimlemek ¢ok énemli, zaman ve mekan iginde varlik
gostermeye calisarak, o anlar igerisinde zamanini yasiyor.

Benim igin her zaman seylerin gorintiistint resmetmek en basindan beri ilgimi
cekmedi. Henliz okula girmeden énceki dénemde de algim bu yéndeydi. Bir
seylerin resmini yapabiliyor olmak inanimaz guizel bir sey, akademik egitimim
icerisinde bunu dgrenmis, deneyimlemis, biliyor ve yapabiliyor olmak harika
ama benim heyecanim acisindan yetersiz. Clnku seylerin gorintistinden Gte,
onun sebebi, sonucu, varlik nedeni, zamanindaki konumu, durumu beni daha
cok cekti. Herkesin algilama bicimi farklidir benimki de bu yénde, her zaman
gbrunenin arkasi ilgimi geker.

Dolayisiyla butin bu ilgimi ceken seyler icerisinde zamana ilgim daha ¢ok
belirginlesti stireg icerisinde ve pesi sira da mekan tabi. Onceleri mekan
islerimde  mimari ayrintilar gibi gérinurken aslinda mekani tam olarak
dustnup, daha merkeze koydugum isim “ilk ev”dir. Benim hamile kalisim
ve bedenimin igerisinde bir mekan olusmasi ile mekan konusu daha
baska bir acidan ilgimi ¢ekti. Zamanin mekan ile iliskisinde bir kirlma
yasadigim bir dénem oldu. Her varlidin kendi sonsuz zaman deneyimi
icerisinde her canlinin isgal ettigi zaman ve mekan var. Bu zamanin
soyutlastigi bir tlr bosluk olan ilk ev mekanini kagit islerimle sergi
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in the relationship between time and space. In the infinite experience of time for
each thing that exists, there is a time and space occupied by each living thing. In
a sort of emptiness which is the space of the first home, in which time becomes
abstract, my paper works were designed, to include from top to the floor of the
exhibition space covered in paper, in a way representative of the first home.

An additional interesting point is this: as an artist and as a person, there are issues
and thoughts which are of interest to you, there are technical things you prefer
to use in production, and together with all of these, your experiences within time
are actually your source of inspiration. For example, one of these is a period of
time that | mentioned above; and after that the period of moving, changing the
place | live and even the voyages | make. The process that started with my own
choice took on a complicated state, and the bond | established went through
an emotional congestion when leaving the space | used as a workshop for a
long period of time. Because for a while, | never really left that space. | was so
buried within my own area that in one sense, my life was clutched within that
space. When [ left it, my mind was still there. The relationship of belonging which
| established with that space ultimately began to form a relationship with my
works. And until that day | produced a series of works stemming from my own
areas with the plans of the spaces | had used as workshops and a home. In
this context, your work becomes whatever you experience. | think that knowing
concepts, content and notions in art and being able to transform them is very
important, but not sufficient. But when combined with experiences, it allows you
to establish a more genuine relationship.

In the recent past, for the works | exhibited in my successive exhibitions in
Istanbul and Ankara, | used the experiences | got from the places | visited just
before the period of preparing for these exhibitions. Things such as the places
| visited last year, the spaces, the people | met there, the lives | encountered,
going outside of my stable lifestyle here, and the opportunity to observe from
many different angles, that while the world is very big, it is also very small, and
the problems everyone has with existing within their own areas. It is such that
the works I've produced, had | not gone to many of the places | went to last
year, had | not experienced the residency (guest artist program) process, started
a workshop from scratch under very different conditions than the ones | have
here, and tried to think and produce differently, would have quite likely been very
different last year. Perhaps more closed or more open, | don't know, but not this.

In addition, another thing which attracts my attention is this; we have infinite
choices and we put ourselves into templates within these infinite choices. For
example, for an artist, | have a life that's not so bad, in fact quite comfortable. My
home is five minutes from my workshop, | don’t have much trouble accessing
materials or anything else, etc... This is great but getting outside of this, distancing
myself from these circumstances and the idea of creating an area in different
places as an individual and as an artist excites and nurtures me very much.
Creating and destructing...| think that what compels me to construct, is first to
destruct.

When we look from the very beginning at the process of my entire works, they
run quite parallel with one another. Indeed there are changes and developments
but they’re not entirely disparate from each other. Despite what | mentioned, they
are not, even when bringing two seemingly dissimilar things together, | continued
by being nurtured from beyond this comfort zone buit still by making them adapt
toit.

ET: With regard to what you’ve said here, artists go through a lot of pain
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mekanini tavaninda dahil kaplayip ilk evi temsili bir sekilde kurguladim.

Bir enteresan nokta da su; senin sanatgl ve insan olarak ilgini ceken konular
dUsUnceler var, Uretimde teknik olarak tercih ettiklerin var bir de butdn
bunlarla birlikte senin zaman icerisindeki deneyimlerin aslinda ilham kaynagin.
belki gérintt olarak deneyimledigin sey baska bir sey oldugunda benzer isi
yapabilme intimalin olsa bile deneyimlediklerin, mesela benim icin bunlardan
biri demin bahsettigim strecim, sonrasinda Ust Uste tasindigim icin, digeri
tasinmalar ve yer degistirmeler gibi. kendi tercihimle baslayan sire¢ karmasik
bir hal aldi ve gok uzun slre atélye olarak kullandigim mekanla kurdugum
bag mekandan ayrnima durumunda duygusal olarak cok buydk bir sikisma
yasadim. CUnkU ben bir slire aslinda ckamadim o mekandan. Kendi alanim
icerisine 0 kadar gdmulmustm ki aslinda oranin icerisine sikisip kalmis hayatim
bir anlamda. Oradan ciktigmda da hala oradayd zihnim. Benim o mekanla
kurdugum aidiyet iliskisi sonunda islerimle iliski kurmaya basladi. ve o gliine
kadar atOlye ve ev olarak kullandigim mekanlarn planlanyla kendi alanlarm
(izerinden bir dizi is yapmis oldum. iste bu baglamda sen ne deneyimliyorsan
isinde aslinda ona dénustyor. Konseptler, icerikler, sanatta kavramlar bilmek
ve donUstUrebiliyor olmak gok dnemli ama yeterli degil diye distintyorum. ama
deneyimlerle birlestiginde daha samimi bir iliski kurmayi saglyor.

Son dénem Istanbul ve Ankara'da Ust (iste yaptigim sergilerde gegen sene
gittigim yerler, mekanlar, mekanlarda tanidigim insanlar, karsilastigim hayatlar,
buradaki stabil yasamimin disina ¢kma, aslinda diinyanin hem ¢ok biyik hem
de ¢ok kictk oldugunu pek ¢cok acidan gorme imkani, herkesin kendi alani
icerisinde var olma problemi gibi seyler. Yani bu dyle bir sey ki bugin burada
gecen sene gittigim bir slrli yere gitmemis olsaydim, gidip residency (konuk
sanatcl programi) stirecini, buradakinden gok farkli kosullarda sifirdan bir atélye
kurup orada Uretmeye distnmeye calismasaydim blytk olasilikla gecen il
clkarttigim isler cok baska olacakti. Belki daha kapall ya da acik bilemiyorum
ama bu olmayacakt.

Ayrica ilgimi ceken bir baska sey de su; sonsuz secenegimiz var ve bu sonsuz
segenekler icerisinde kendimizi sablonlar igerisine sokuyoruz. Ornegin bir
sanatci olarak hi¢ fena sayllmayacak, hatta konforlu denilebilecek bir hayatim
var. Evim atélyeme 5 dakika, malzemeye ya da her hangi bir seye ulasma
sorunu pek yok vb... Bu glizel ama bunun igerisinden ¢ikmak, bu kosullardan
uzaklasip birey ve sanatci olarak baska yerlerde alan yaratma fikri beni ¢ok
heyecanlandinyor ve besliyor. Yapmak ve bozmak... Beni yapmaya iten bir
seyin de 6nce bozmak oldugunu distintyorum.

Aslinda en basindan beri benim btin islerimin stirecine baktigimizda isler
birbirine cok paralel gidiyor. Elbette ki degisimler, gelisimler var ama birbirinden
cok da farkll seyler degil. bahsettiklerime ragmen boyle degil, cok alakasiz iki
seyi bile bir araya getirirken bu konforlu alanin disindan beslenip ama yine de
ona adapte ederek devam ettim.

ET: Burada soyledigin seyle ilgili olarak, sanatcilar kendilerine ait dil
olusturmak konusunda ¢ok sanci c¢ekerler. Oradan oraya, oradan oraya
savrulmalar daha ¢ok biraz énce sdyledigin gibi, o samimiyeti arar. Glinki
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in establishing a language which is their own. In that scattering from here
to there to everywhere, as you mentioned earlier, they seek that sincerity.
Because when there is sincerity, a different bond occurs with the viewer.
When we talk about subjectivity with regard to a product of art, we are
actually trying to say this. And this is the perception that those who have
written about you until now have always underscored. Let’s say that this
is your luck and let’s hope that in time, this doesn’t turn into a misfortune,
and on the other hand, this is a challenging factor which requires you to
exert alot of effort. Becoming identical, along with creating apprehension of
appearing too similar, is perhaps not something that is reason for significant
concern. Because our lives seem long to us in terms of time, while we are
really only a point in the stream of all time, so in that sense it is my own
opinion that this isn’t a concern. But from the perspective of the interaction
coming from our environment, it may cause concern for you, and that’s why
| wanted to offer that opinion. It’s an issue of being scattered based on your
having found that original artistic production language at a very early stage
and uniting with that unique subjective identity. But of course each moment
is another experience in life, and therefore certainly this component brings
its own diversity into the process.

I'd like to emphasize a point from the discussion. As you just mentioned,
from the outset, you were never concerned with making paintings of things.
We’ve been in touch with you for a long period of time, and if there is a Secil
Erel which you show us, there is a mental dimension both in the paintings
and in the lifestyle of this Secil Erel, and there is the intuitive, internal
dimension. | observe that both in your process and in every area of your
life, these two flow quite contemporaneously and without conflicting with
one another, this is very significant. | think that this was important in the
emergence of your language so early on. Because with artists, in general
there is always a conflict with the mental, that is, the more rational side.

Your rationale is very strong and established, and along with having reached
abalance, your intuitive side is very open as well. Had you been an engineer,
you would have thought that now it’s necessary for you to find something
else to build, you would have been an engineer who questioned, what
else do people need. You’re not someone who can take on an endeavor
continuously and in a manner which repeats itself. On the other hand, from
its rational and intuitive perspective, art is actually an area which demands
a structure such as this, whereas although the perception in the minds of
many people is that art as an illusion is in a purely intuitive area, there is the
reality that the rational side is quite necessary and in this context as you
said, everything we learn, all of the area specific education and discipline
that we are exposed to is a very necessary stylistic infrastructure. Because
this rational accumulation and active system creates a sifting mechanism in
which intuition is filtered for the artist’s process. Each piece of information
that comes as intuition, all of the perceptions, all of the accumulations find a
shape by being sifted. Ultimately art, especially visual art, is an infinite flow
which you can catch in a dimensional area on the surface and transport to
two, at most three dimensions, and alter into a form. It is very important for
the individual to have a rational and disciplined accumulation for this free
and original flow to go through a subjective filter and find shape.

Without getting off the subject, the point to which I'd like to return is this;
there is an issue of mathematics which comes to the fore in your interviews
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samimiyet bulundugu zaman izleyiciyle baska bir bag olusuyor. Bir sanat
Urind icin dznellikten bahsederken aslen onu sdylemeye galisiyoruz.
Bugiine kadar hem seninle ilgili yazi yazan kisilerin hep ¢ne strdikleri ve 6n
plana cikardiklan algi da bu. Senin belki bir sansin diyelim ve umalim ki bu
zaman iginde sanssizliga dénusmesin, bunun igin ¢ok gayret gdstermeni
de gerektiren zorlayici da bir faktdr bu diger yandan. Aynilasmak, birbirine
benzesmek kaygi olusturmakla beraber aslinda belki cok kaygilanilacak
da bir sey degil. Clnki bizim hayatlarimiz zaman olarak bize uzun
geliyor, aslinda bir noktayiz tim zamanin i¢inde, o anlamda da ¢ok sahsi
distincem bu bir kaygi degil. Ama gevreden gelen etkilesim acisindan belki
sende kaygl uyandirabilir diye bu saptamayr yapmak istedim. O 6zgiin
sanat Uretim dilini cok erken zamanda bulmus olman ve de o biricik 6znel
kimliginle bulusmus olman kaynakli bir savrulma meselesi. Ama tabii her
animiz baska bir deneyim hayatta, dolayisiyla da bu etken Uretimin igine
kendi cesitliligini getiriyor muhakkak.

Konusmanin icinden bir yeri 6ne ¢ikaralim isterim. Biraz evvel belirttin ya;
en basindan beri hi¢ bir zaman seylerin resmini yapmak gibi bir derdim
olmadi demistin. Ciddi bir stiredir seninle iletisim icerisindeyiz ve biz bize
gosterdigin gdriinen bir Secil Erel varsa, bu Segil Erel'in hem resimlerinde
hem yasaminda bir zihinsel boyut var, bir de sezgisel, icsel boyut var.
Sende bu ikisinin cok eszamanli yurlidigind, hem Uretiminde, hem de
hayatinin her alaninda ¢ok eszamanli ve de birbiriyle catismadan aktigini
g6zlemliyorum, bu ¢ok mihim. Bu dilinin bu kadar hizll ¢glkmasinda da
onemli olmustur diye distintyorum. Clinkii genelde sanatcilarda hep bir
catisma vardir zihinsel yani daha rasyonel tarafla.

Rasyonelin ¢ok guglii ve oturmus, yani dengeye ulasmis olmakla birlikte
sezgisel yoniin de ¢ok agik. Muhendis olsaydin, simdi bagka bir sey bulup
yapmanin gerekli oldugunu distinlirdlin, insanlarin baska neye ihtiyaci var
acaba diye sorgulayan bir miihendis olurdun. Yuklendigin bir isi surekli
ve kendini tekrarlayan bicimde yapabilecek birisi degilsin. Diger yandan,
rasyonel ve sezgisel dengesi bakimindan sanat da bdyle bir yapiyi talep
eden bir alan aslinda, oysa bir cok kisinin zinnindeki algi bir yanilsama olarak
sanatin salt sezgisel bir alan oldugu ydniinde olsa da, aslinda rasyonel
kisminin da gok gerekli oldugu, bu baglamda da dedigin gibi 6grendigimiz
her seyin, aldigimiz alan egitimi ve disiplinin gok da gerekli bir bigimsel
altyapi oldugu gergegidir. Glinku bu rasyonel birikim ve aktif sistem aslinda
sanatginin Uretimi igin sezginin stizllup bigime biriindugu bir elek sitemi
olusturuyor. Sezgisel olarak gelen her veri, tim algilarin, tim birikimlerin bir
elekten gecerek bir sekil buluyor. Sonugta sanat, ézellikle gérsel sanatlar,
yuzeye ve iki boyut, en fazla ¢ boyuta tasiyabilece@in boyutsal alanda
yakalayip sekle dénustiirecegin sonsuz bir akis. Bu 6zgir ve 6zgiin akisin
6znel bir stizgecten gecerek 6zgln bir bicim bulmasi agisindan kisinin
rasyonel ve disiplinli bir birikiminin olmasi son derece énemli.

Konuyu daha fazla dagitmadan dénmek istedigim nokta su, sylesilerinde
de dne ¢ikan bir matematik meselesi var. Iste bu anlamda senin gergekten
zihin kodlarin son derece analitik. Ama biz matematik dedigimiz zaman
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as well. Inthis sense, your mental codes are extremely analytical. But when
we say mathematics we are actually referring to a very abstract area. Your
issue with not making paintings of things is attributable to your very abstract
intellectual manner. This is the manner of your intellect and process, this is
your language. If we were to analyze Secil Erel as a machine and if we
were able to take a visual reading of your intellect, it is highly likely that an
abstract image would emerge. That’s why you’ve endeavored to be able to
express yourself with an abstract narrative language in the two dimensional
surface area. From that perspective at this stage, I'd like to propose that we
broach the issue of maps. Your concern with space somehow found life in
the map. The map is actually a vehicle for you.

SE: | don’t want to be redundant with what you've said, but yes, everything
starts with mathematics. Since my childhood, everything has actually always
come from there, nothing happens in an instant. From the very beginning, as
you said, the reason for my abstract paintings or why the abstract dimension
of thought attracts my attention, is in fact, mathematics. And math ultimately,
is actually a systematic structure for the human mind to define and resolve
certain things. It encompasses uncertainties as well, and it is a structure open

to change; a solution and language of sorts. Really everything we exist within
today, everything we experience which is defined, is based on the area of a
mathematical system and despite the fact that we acknowledge it as a genuine
realism, when we go to its depths, it is infinite and abstract. Ultimately it is an
established structure and its reality is open to question.

These things which | mention have been creating the foundation of my works
from the very beginning. It overlaps directly with my manner of thinking and
I'm fortunate that by discovering this early on and trying to progress with
time and other concepts it has taken on its current balanced and saturated
state. Mapping also entered the mix in a very similar manner. These days,
we send each other location pinpoints, we can share where we are at any
given moment, it says here is the point where the sun will rise, and at this
very moment the moon will be in this position, in some way, we are defining
nature. But once again this systematic, established on a fictional reality such
that we can question its authenticity, just like the meridian parallel system, is
an artificial structure like that which defines where | am. We arrive at the same
place once again. | tried to understand the mapping system | associated with
my works. What sort of thing is it, what is it good for, how was it developed,
finding my existence in planar areas in spaces, determining and defining my
own area, | began to divide the lower layers of my works into units based
on the centimeters of the surface. In my most recent works | established this
system, as a structure similar to the meridian parallel system of the world, in
frames with spaces associated with me, and yield myself to get lost in a flow

30

aslinda ¢ok soyut olan bir alandan bahsediyoruz. Senin seylerin resmini
yapmama meselen tam da bu ¢ok soyut diistinsel bigcimden dolayi. Senin
duslinus ve Uretim bigimin, dilin bu. Segil Erel'i eder, bir makina olarak
analiz etseydik ve senin dislincenin gérsel okumasini yapabilseydik blyuk
olasilikla ortaya soyut bir goriintl cikacaktl. O ylzden de aslinda sen dil
olarak kendi kendini o iki boyutlu ylizeysel alanda soyut bir anlatim dili ile
ifade edebilme gayreti icinde oldun. O agidan da bu asamada biraz harita
konusuna girelim diyorum. Mekanla olan derdin bir sekilde haritada hayat
buldu. Aslinda harita da senin igin bir arag.

SE: Aslinda senin sdylediklerini tekrara diismek istemiyorum ama evet, her
sey matematik ile baslyor. Cocuklugumdan beri aslinda hep oralardan geliyor
her sey, higbir sey bir anda olmuyor. Benim en basindan beri israrla soyut
resim ya da dustncenin soyut boyutunun ilgimi cekme sebebi dedigin gibi
zaten matematik. Matematik de aslinda sonugta insan zihninin, bir seyleri
tanmlamak ve ¢dzmek Uzere kurguladigr bir sistemsel yapi. Belirsizlikleri de

icinde barindiran, degisime acik bir yapi, bir tr ¢ozimleme ve dil. Aslinda

" . — .

bugln igerisinde var oldugumuz, tanmii bir sekilde yasadigimiz her seyin
dayandigi alan matematiksel sistem ve biz onu reel bir gerceklik olarak kabul
etmemize ragmen, derinine indigimizde sonsuz ve soyut. Sonugta kurgulanmis
bir yapi ve gergekligi sorgulamaya agik.

Bu bahsettiklerim benim iglerimin  tmUntn en bagindan beri  temelini
olusturuyor. Bu distinme bigimim ile bire bir érttistyor ve sansliyim ki bunu
erkenden fark ederek zamanla ve diger kavramlarla ilerletmeye calistigim
icin bugn bu dengelenmis ve doygun halini aldi. Haritalama da yine ¢ok
benzer bir sekilde isin igine girdi. Bizler bugln birbirimize yer bildirimi (location)
yolluyoruz, nerede hangi dakikada oldugumuzu paylasabiliyoruz, su noktada
gunes dogacak tam o esnada ay su pozisyonda olacak diyor, bir bicimde
dogay! tanimliyoruz. Ama yine bu sistematik, gercekligini sorgulayabilecegimiz
kurgusal bir gerceklik Uzerine kuruimus, ayni meridyen paralel sitemi gibi, benim
nerede oldugumu tanimlayan yapay bir yapi. Yine ayni yere vanyoruz. Islerimle
iliskilendirdigim haritalama sistemini anlamaya calistim. Nasil bir seydir, ne ise
yarar, nasll olusmustur, yasadigim mekanlar Uizerinden, varigimi diizlemsel
alanlarda bulmak, kendi alanimi belilemek, tanmlamak Uzere iglerimin
ylzeyinin santimetresine gdre alt katlarni birimlere bélmeye basladim. Son
dénem islerimde de en alt katlarda diinyadaki meridyen paralel sistemindekine
benzer yapiyl, benimle iliskii mekanlar secerek kadrajlar igerisine bu sistemi
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within those areas. For example, on each layer that | mask, | become unable to
see the one beneath, and perhaps that which is intuitive is more accentuated
at just this point. When | don’t completely remember the level beneath, and
while having established a very defined system (because they are works which
consist of multiple levels), on one level above, | bring together colors on the
palette which | have somewhat previously determined to create the form which
exists at that moment. Perhaps this intuitive and mental relationship becomes
associated at this point.

Meanwhile, what | can say in general is that | have acknowledged the system,
the reality of the system and its reflection upon me. Acknowledging the reality
of the system created a space for me to maneuver within it. As a result, I've
been able to establish my own system in the infrastructure of each surface.
And upon this established system | am able to intervene in a completely
independent mood with whatever that moment brings. It is sort of like this;
| have one live, and a certain period of time, and whatever that day brings,
however | will feel as if | am myself, however | will best make something exist,
this is how | work on the canvas, and play upon them. Do | completely lose
my mental reality while doing all of this? | can’t say that | can completely step
outside of this cognitive reality of course, but more or less, since it's something
that is predetermined, it would be more accurate to say that there is an intuitive
intervention into something predetermined.

ET: Actually this process is sort of like the forming of edge borders along
a road, the edges and borders are formed but it’s as if the journey within
that border has left itself to flow in its own direction and means. This
functioning also brings with it motion, in its own dynamic, and motion in
turn, the component of time. From here, I'd like to immediately bring the
matter to your pregnancy period and the perception of the space which
developed in the abdomen. When a person is in their mother’'s womb, they
are actually in a place where their perception with regard to infinity is quite
open and strong, where they lack a sense of direction; although ostensibly
when observed from the outside it appears that they are trapped in a space,
in fact after entering life, are in a place which is actually a dimensionless,
vast area bound to infinity, which is very difficult to reach.

The perception of that place is one of a spatial void, or a perception in the
absence of space, and is quite different. Actually, just as we met with the
reality of this world, space becomes a binding reality, a vital element for
us. | see this as one of the starting points in your paintings, and a harsh
illusion which makes the viewer encounter this restrictive reality, makes
them confront it and leaves them face to face with it. We can say that in your
process of creating paintings, you confront the space and expose yourself
to the experience of being liberated from the binding physical existence of
the current space.

SE: Yes, while I'm working, space disappears after a certain point.

ET: We can think of this situation as similar to spiders weaving webs around
themselves. By continuously creating coordinates in the place in which
the spider is, it creates a space which surrounds it and binds itself in the
emptiness with this space. In your process of painting, on one hand when
you liberate yourself from the bond, on the other hand, you bind yourself
with this reality.

SE: Yes, it’'s a little like that. In years past, from time to time, | also made three
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kurup, sonra o alanlar icerinde bir akisa birakarak kayboluyorum. Ayrica bunun
iginde birimlere gbre maskeleme islemleri var. Mesela her maskeledigim katta
bir alti géremez hale geliyorum, onun Ustinde de belki de sezgisel olan tam
da bu noktada daha ¢ok devreye giriyor. Alttaki kati tam olarak hatirlamazken,
aslinda bir yandan da ¢ok tanmli bir sistem kurmusken alttaki katmana
(onlarca katla olusan isler olduklari igin) bir Ust kata o anin getirdigi 6nceden
az ¢ok kurguladigim renkleri palette bir araya getirip ylzey Uzerinde o anin
getirdigi sekilde birakmayla yapiyorum. Belki de bu sezgisellik ve zihinsellik
iliskisi bu noktada birbiriyle iliskileniyor.

Bu sirada genel icin de sdyleyebilecegim, sistemi, sistemin gercekligini ve
Uzerimizdeki yansimasini kabul ettim. Bu sistemin gercekligini kabul etmek
bana onun iginde oynama alani yaratti. Bu sayede her ylizeyin alt yapisini kendi
sistemimi kurgular hale geldim. Bu kurgulanmig sistemin Uzerine de tamamen
bagimsiz bir ruh haliile 0 anin getirdigi mtdahaleleri yapryorum. Bu sey gibi; bir
hayatim, belli bir stire zamanim var ve 0 guin © an neyi getiriyorsa, nasil kendimi
oldugum gibi hissedeceksem, nasil en iyi sekilde var edebileceksem, tuvalleri
boyarken de bu sekilde calisiyorum, Ustlerinde oynuyorum. BUtln bunlar
yaparken zihinsel gercekligimi tamamen kaybediyor muyum? Tamamen bu
bilissel gergekligin disina gikabildigimi sdyleyemem tabii ki ama az cok énceden
karar verilmis bir kurgu oldugu icin, karar verimis seyin Uzerine sezgisel bir
mudahale var demek daha dogru olur.

ET: Aslinda bu sUreg biraz sey gibi; yolun kenar sinirlarinin olusmasi gibi,
yolun kenarlari ve sinirlan bicimli ama o sinirin icinde yolculuk kendini yon
ve gergeklesme bicimi olarak akisa birakmig gibi. Bu isleyis aslinda hareketi
de getiriyor kendi dinamigi iginde ve hareket de ister istemez zaman etkisini
(component). Buradan hemen konuyu gebelik dénemine ve karin boslugu
icinde olusan mekan algisina getirmek istiyorum. insan ana rahmindeyken
aslinda sonsuza ilintili algisinin son derece agik ve glcli oldudu, yén
duygusunun olmadid, bir yandan bize disardan baktigimizda mekana
hapsolmus gibi gériinen ama oysa hayata geldikten sonra ulasmamizin ¢ok
gl¢ oldugu son derece boyutsuz ve sonsuzla baglantili engin bir alanda.

Oranin algisi la mekan yani mekan yoklugunda bir algi ve ¢ok farkli. Aslinda
tam da bu diinyanin gercekligi ile bulustugumuz zaman mekan bizim igin
baglayici bir gerceklik, bir yasamsal unsur oluyor. Bunun senin resimlerinin
cikis noktalarindan biri oldugunu ve izleyiciyi bu yasamsal kisitlayici
gerceklikle karsilastiran, insani olarak ylzlestiren, yiz ylze birakan sert
bir yanilsama alani olarak gériyorum. Sen aslinda resim yapma strecinde
mekanla ylizleserek, bu illizyondan, bu boyutta bedensel varigmizi
baglayici mevcut mekandan 6zgirlesme deneyimine agiyorsun kendini
diyebiliriz.

SE: Evet, calisirken bir noktadan sonra mekan kayboluyor.

ET: Bu durumu ériimceklerin kendi etraflarina ag érmeleri gibi diistinebiliriz.
Oriimcek bulundugu alanda stirekli bir takim koordinatlar var ederek,
kendini cevreleyen bir mekan yaratiyor ve bosluk icerisinde kendini bu
mekanla bagliyor. Sen resim yapma slrecinde bir yandan kendini bagdan
kurtarirken, bir yandan da bu gerceklikle bagdliyorsun kendini.
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dimensional works in which the motion in the emptiness was rope, tied together
and knotted. When doing this, | was inspired by the motion of a spider and
the area it creates for itself. We are in constant motion, being scattered from
here to there. For example, if | were to immobilize my motion within my own
work area the result would be common ground with the spider web. Everyone
experiences this in those voids and spaces, and invisible webs are formed.

ET: All of the discussion is about the physical dimension of this, but
indeed there is also the unseen dimension, and in our relations with all
people, there is the same figurative construct. Consider, the moment you
encounter a person, a web with that person is formed actually, had we
had the opportunity and had the interaction between people in the energy
dimension been visible to us, this would be a lot more substantive for us.

However, one gets the feeling that all of this doesn’t suffice for you and that
you're at a place which is beyond all of this. | sense that your purpose is to
reach your own area of reality from the reality of this world, is that correct?

SE: Being in motion is good for me. Constantly going somewhere, being in
spaces where | can comprehend history and the current day together, seeing
the world is very good for me. In this manner, | enlarge the restrictive web
around me and go beyond it in my own right, becoming relatively “more”
liberated.

A while ago | realized for certain that if | stay someplace immobile and for a
long time, if I'm not in motion, | don't feel well. If it's possible, | should go
with a reason associated with work. The world is huge and there is a lot to
learn, there are many artists, things that have been done and things that are
in progress, there are things that pertain to today, and as a result of this, | can
reach them and see a lot in a short period of time, and learn. Also, each artist
is nurtured differently, and this is the way | am nurtured for certain. Because
when | go somewhere, the relationship | establish with that place can have a
much greater impact than readings | can do for weeks. Also, | think something
having to do with synesthesia being triggered. When | go somewhere, even if |
don’t know its history —as ancient cities are particularly of interest to me; even
in places which | know nothing about, | get fulfiled and return. By the way,
returning is important as well. | stick my nose into everything that will allow me
to understand the culture of a place, along with ancient cities, streets in cities,
and so forth. | get very nourished at places such as museums and artists’
workshops, and places where people gather collectively, for example cafes
and restaurants yield wonderful results for observing people. I've strayed from
the topic a bit but the thing | call confinement starts for me when I'm immobile
in a place, when | don't learn, and therefore, when | don’t produce.

ET: Let’s sum up all of these expressions in the concept of motion...

In that case, let’s continue in this manner. When we look at your series, a
different color palette from periods and from every place, emerges. When
we say color, | want to leap to a very important subject from here. In a
manner which is very closely related to the topics we discussed a bit earlier,
the schematic or figurative parts of your works through your interaction with
space over a vehicle such as a map emerge and while this is a component of
the rational of the product, it appears that the color part belongs completely
to the intuitive realm. That is, the reflection of that space upon you, if we are
to tie it back to the beginning of the interview; the mirror metaphor would be
very appropriate for this interaction, ultimately humans are creatures which
consist of more than 80% water and water is a sort of transmitter, let’s
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SE: Evet, biraz dyle. Gegmis yillarda dénem dénem sadece ip ile boslukta
hareket ederek, baglayip, digimleyerek yaptigm Gc boyutlu islerim de var.
Bunu yaparken ilham aldigim sey érimcegin hareketleri ve kendisine kurdugu
alandl. Siirekli hareket halindeyiz, oradan oraya savruluyoruz. Ornegin kendl
calisma alanim icerisinde de hareketlerimi sabitlesem ¢ikacak sonug ériimcek
agl ile ortak paydada bulusuyor. Herkes o bosluklar ve mekanlar icerisinde
bunu deneyimliyor ve gérinmez aglar olusturuyor.

ET: Tim konusulanlar bunun fiziksel boyutu, bir de bunun gériinmeyen
boyutu da var tabii, bitun insanlarla iliskimizde de ayni bigimsel kurgu var.
Dusun bir kisi ile karsilastigin anda onunla bir ag olusuyor aslinda, eger
elimizde imkan olsa ve insanlarin arasindaki enerji boyutunda etkilesim
gorundr kilinabilse, bu bizler icin cok daha somut olurdu.

Fakat bltuin bunlarin sanayetmedigi ve bunlarin &tesinde bir yerlerdeymissin
gibibirduyguyakapiliyorinsan. Aslindaamacinin bu diinyadaki gerceklikten,
kendi gerceklik alanina ulasmak oldugunu hissediyorum, dogru mu?

SE: Hareket etmek cok iyi geliyor. Strekli bir yere gitmek, tarihi ve gini
birlikte alglayabilecegim mekanlarda olmak, diinyayr gérmek cok iyi geliyor.
Cevremdeki kisitl agin alanini bu sekilde buyutdyorum ve kendimce astyorum,
goreceli olarak “daha” dzgurlesiyorum.

Bir stire dénce kesin olarak fark ettim ki bir yerde sabit ve uzun sUreli kalr,
hareket halinde olmazsam kendimi iyi hissetmiyorum. Mimkun ise igle ilgili bir
sebeple gideyim. Diinya kocaman ve 6grenecek cok fazla sey var, bir st
sanatci var, yapiimis, hali hazirda yapilan bir dolu sey, bugine dair olan seyler
var, onlara ulasip, kisa stirede ¢ok sey gortp, 6grenebiliyorum bu sayede. Bu
arada her sanatcinin beslenme bicimi farklidir, benim ki de kesin bu. Clnk bir
yere gittigim zaman o yerle kurdugum liski, haftalarca yapacagim okumalardan
daha gucll bir etki yapabiliyor. Ayrica bir de herhalde sinestezi ile ilgili bir
durum da devreye giriyor. Ben bir yere gittigimde oranin tarihini bimesem bile
ki 6zellikle antik kentler ¢ok ilgimi ¢ekiyor; hakkinda bir sey bilmedigim yerde
bile bir strli seyle dolup, geri déntyorum. Bu arada geri donlyor olmak da
6nemli. Antik kentler, sehirlerde sokaklar gibi seylerin yani sira oranin kiltdrini
anlayabilecegim her yere burnumu sokuyorum, mizeler, sanatci atdlyeleri gibi
yerlerde ¢ok besleniyorum. Bir de toplu olarak insanlarin bulundugu mekanlar,
drnegin kafeler de, restoranlar da insanlar gézlemlemek icin harika sonuc
veriyor. Konuyu biraz dagittim ama sikisma dedigim sey benim icin bir yerde
sabit oldugumda, 6grenemedigimde ve dolayisiyla Uretemedigimde basliyor.

ET: Hareket kavraminda toparlayalim tim bu anlatimlari...

O halde sdyle devam edelim. Senin seri islerine baktigmiz zaman,
dénemlerin ve her yerin farkll bir renk paleti ortaya ¢ikiyor. Renk dedigimiz
zaman ¢ok 6nemli bir konuya sicramak istiyorum buradan. Biraz énce
konustugumuz konularla ¢ok iliskili bir sekilde mekan ile etkilesimin harita
gibi bir ara¢ Uzerinden islerin sematik ya da sekilsel kismi ortaya ¢ikiyor
ve bu Uretimin rasyoneline ait bir etken iken, renk kismi da tamamen
sezgisel tarafina ait gibi gériinlyor. Yani o mekanin sendeki yansimasi ki
sOylesinin basina baglarsak; ayna metaforu bu etkilesim icin gok yerinde
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say a mirror of sorts, the reflection of that space upon you then, is color, is
that correct? Actually, your impetus to be in motion is attributable in part
to your desire to create and capture. With that motion you diversify those
reflections. | go around and around and come to the same place, but it's
because | think it provides a strong description, expression: when we refer
to the sea, it’s the strongest tangible area of motion where we may lose
our sense of direction. When a person is immersed in water the sense of
direction is lost, just as in the mother’s womb.

| feel that you have created this a little in your own reality. The same goes
for your paintings. There, that space becomes an area of reflection and
whatever kind of color reflects upon you from that space, so it reflects on
your canvas.

SE: Of course it's very difficult for an artist to diagnose themselves, and | don'’t
know how accurate it will be but despite that | will try to express my thoughts
with regard to myself on this matter of color.

When | was an undergraduate, | encountered a question on the graduate
entrance exams. At that very moment, the exam lost its meaning. The
question referred to synesthesia. It described what synesthesia is. In this
manner, | learned the name of what | had discovered was my method of
comprehending. Synesthesia is quite pleasant and strange. Actually, while
it's something described as an illness in many regards, when | read that brief
passage, | found myself. That’s why | described it in such detail. First of all here
is what | think; there is less color in my old works, where | moved less, was
more introverted, tried to put myself into a form, while trying to discover some
things on one hand the periods during which | was searching show tones
instead of colors, and paintings where the contrast is sharper with variations of
tones from 2 or 3 colors.

That is where | sought. | was trying to find myself, and the composition and
artistic analyses and content. Meanwhile when | assessed myself, | realized
that | produced works by establishing relationships with spaces. | am doing this
all by building, but then I think about this afterwards, what are the interactions
that the places | visit leave upon me, along with the traces they leave, they have
sounds for me as well.

Their sounds remain, their colors remain. Places which I've painted, perhaps
if I were to visit them in a different season, at a different time, would transform
to something completely different within me but insofar as the period when |
visited, this is the result that comes through. For example, the earlier period
paintings of these spaces, especially my paintings of outside places, paintings
of Kalamis park and the area where | was born and raised. Kalamis has a color
for me. Beyoglu has a completely different color. The fundamental reason for
the change on my color palettes is this. | complete the works with the colors
that remain by the impacts of these spaces left on me. This layer relationship is
parallel with this, and they significantly overlap.

Because you don't spend a moment in a place, it is a process. You spend a
short or long period of time there, you have time. You enter into various parts
of that place or that region, | don’t know, you get lost in its streets, you walk
or you enter a room, or if you're inside you drink your coffee and research
something and look through books, or observe those who come and go, you
come together with people. All of these remain with me as color, sound, form
and smell. So when | start with my works and while I'm deciding systematically
where or what | will paint, on one hand | can more or less see the average color
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olacak, sonugta insan %80’den fazlasi su olan bir varlik ve suda bir gesit
iletken, bir cesit ayna diyelim, o mekanin sendeki yansimasi da renk ile
oluyor, dogru mu? Aslinda hareket etme gldiin de birazcik bu cesitliligi
yaratmak ve yakalamak icin. O hareketle birlikte sen, o yansimalari
cesitlendiriyorsun. Ddnip déniip ayni yere geliyorum ama gugli bir tarif,
anlatim sagladigini dlistindiigiim igin: deniz dedigimizde de y&n duygusunu
kaybedebilecegimiz en glicli somut hareket alani. Suyun icindeyken de
insanin yén duygusu kayboluyor ayni ana rahminde oldugu gibi.

Senin biraz kendi gergekliginin icinde onu vyarattigini hissediyorum.
Resimlerinde de dyle. Oradaki 0 mekan senin icin bir ¢esit yansitma alani
oluyor ve o mekandan nasil bir renk sende yansiyorsa direkt bu tuvaline
de yansiyor.

SE: Tabii sanatcinin kendini teshis etmesi gok zor ve ne kadar da dogru
bilemiyorum ama yine de elimden geldigince kendimle ilgili distncemi
anlatmaya gayret edecedim bu renk konusuyla ilgil.

Lisanstayken yUksek lisans sinaviar icin gereken giris sinavinda bir soru
ckmisti karsima. Tam da 0 an o sinav anlamini yitirmisti. Soru sinesteziden
bahsediyordu. Sinestezi nedir’i anlatiyordu. Bu sekilde o gtine kadar kendimle
iigili fark ettigim alglama bigimimin adini égrenmis oldum. Sinestezi cok hos
ve tuhaf bir sey. Aslinda bircok yerde hastalik olarak nitelendirilen bir seyken
ben o kisa metni okuyunca kendimi buldum. O nedenle bdyle uzun anlatim.
Simdi bir kere s6yle distintyorum, eski islerimde daha az renk var, daha az
hareket ettigim, daha kapali, kendimi bir forma sokmaya calistigim, bir yandan
bir seyleri kesfetmeye calistigim, arayis icerisinde oldugum dénemlerde renkler
yerine tonlamalann oldugdu, kontrastlann daha keskin oldudu, 2 belki 3 rengin
tonlamalarnin - varyasyonlarnin gérildigi resimlerdi. Iste oralarda bulmaya
calisiyordum. Hem kendimi, hem kompozisyon ve artistik ¢cozimlemeleri,
icerigi bumaya calistyordum. Derken kendimi degerlendirdigimde mekanlarla
ile iliski kurarak isler yaptigimi fark ettim. BUttin bunlan kurgulayarak yapiyorum
ama sonra da sunu dustntyorum, gittigim yerlerin bende biraktigi etkilesimler
nelerdir, 0 mekanlarin gérsel olarak biraktiklari izlerin yani sira, sesleri var benim
icin. Sesleri kaliyor, renkleri kaliyor. Daha énce resmini yaptigim yerler, belki
baska bir mevsimde, baska bir zamanda gitsem bende bambaska bir seye
donlUsecek ama o gittigim déneme ait bu sonu¢ ¢ikiyor. Mesela bu mekan
resimlerinden ilk dénem olanlar, 6zellikle dis mekan resimlerimden, dogdugum
blyldigum yer olan Kalamis parki ve bdlgesinin resimleri. Kalamis'in bende
bir rengi var, Beyoglu'nun rengi bambaska. Renk paletlerimdeki degisimin
temel sebebi bu. Mesela yesil tonlannda olmasi, yesilin sonra temelde yesil
olan maviyle iliskiye giren seylerin beraberinde o zamanlar icerisinde bende
biraktigi diger renklerle kurdugu iliskilerle sonuca gidiyorum. Bu katman iligkisi
de bununla paralel, cok orttstyor. Clinku bir yerde bir an gecirmiyorsunuz,
bir stire¢ bu. Kisa veya uzun zaman gegiriyorsunuz, bir zamaniniz oluyor.
O vyerin, bolgenin cesitli yerlerine giriyorsunuz, ne bileyim sokaklarinda
kayboluyorsunuz, yUrlyorsunuz, ya da iste bir odaya giriyorsunuz, ya da i¢
mekandaysaniz kahvenizi iciyor, bir seyler atistinyor, kitaplar kanstinyorsunuz,
ya da gelene gegene bakiyorsunuz, insanlarla bir araya geliyorsunuz. Butun
bunlarin hepsi bende renk, ses, form ve koku olarak kaliyor. Dolayist ile islerime
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it will result in. Yes, of course as | said, ultimately | leave myself comfortable
when painting, but at the outset there is more or less a color chart. Inany case,
before | start my works | do my sketches. Regardless of how much | imagine
it before | fall asleep, somewhere between being asleep and awake, | create
many drafts of the structure, colors and dimensions of my works. Therefore,
having anticipated the results, | work by selecting certain paints and colors.

Just at the moment of painting all of the strokes, | realize it with a combination
of those which remain and the areas here, thus the painting is comprised in
layers.

Along with these canvas works, | also produce works emerging out of these
with different characters. Initially, I'd like to discuss my paper works which came
about completely coincidentally. Our conversation thus far has proceeded
along the lines of my establishing a system, then letting myself be liberated
of that system in opposition to it, with intuition and intellect as its foundation.
Now in these paper works, the very same situation emerges along with the
canvases. | did these paper works for the first time in 2008. And here is how
that happened: when creating the layers on the surface of the canvas, when
| removed the masking tape, which many artists use as an assistive material,
after completing painting, to throw it away, there were incredible images on it.
| was very impressed by this, and | didn’t dispose of the pieces of tape that
came off, and | started to collect them. Another characteristic of mine is that if
| don’t dispose of something | will try to make something with it, and if | can’t
then I'll dispose of it, and if | start something | will persist until the very end.

When there was no more room on the walls for these things | collected, |
started to bring them together side by side on paper surfaces. Now | see that
in time, there is an exact opposite reflection of this systematic structure on the
canvases here. And the material is very fragile, because these colors are on
very thin paper.

Meanwhile, here is what I am doing; for a few months, | close up and work on a
canvas series, and while I'm working, | leave the pieces of removed tape all over
the workshop to dry. The accumulated masking tape is then brought together
without any intervention or establishing a certain systematic method, merely
with a decision made at that moment. Of course all the while the intuitiveness
which materializes after the intellect within the canvasses themselves are
exposed in the same area on two different structures. The state of producing
works with two different techniques but which at the same time complement
each other is also very suitable for me. Because, you know me, I'm like this in
personality as well, and my daily life is like this. | make basic plans decisively
then don’t push for these plans to materialize but rather submit to the flow
of things, and regardless of how things progress, live within peace with that
progression. Thus whether | wanted it as such or not, my works took on this
trait.

Art, like life, despite all of our constructs is a state of existing in the moment
flowing within it, and leaving yourself completely to the flow of that moment.
What | mean is this; the mind abandoning itself to that which is intuitive and
existing in every thing and every place. Continuity and experience assisting in
my discovery of new things is one of the best aspects of it.

Those paper works emerge so much as they actually are, and that’s why the
name of my exhibit is “As it Is”. I've told the viewers many times that after the
dismantling there is no act of painting or any other intervention aside from
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baslarken nerenin ya da neyin resmini yapacagima sistematik olarak karar
verirken bir yandan da aslinda ortalama sonucun rengini az gok goriyor
oluyorum. Evet tabii dedim ya en son boyarken kendimi rahat birakiyorum diye
ama en basinda az ¢ok bir renk kartelasi oluyor. Zaten islerimi yapmadan énce
eskizlerini yapiyorum. Her ne kadar uykuya dalmadan énce uykuyla uyaniklik
arasinda hayal etsem de, islerimin kurgusal yapisi, renkleri, boyutlan ile ilgil
bircok taslak yapiyorum. Dolayisiyla sonucu 6n gérerek belli boyalari, renkleri
secerek calisiyorum.

Tam boyama aninda bitin sdrlsleri, oradan kalanlarla ve buradaki anlarin
birlesimi ile gerceklestiriyorum ve bdylece resim kat kat olusuyor.

Bu arada ben bu tuval islerin beraberinde birbirinden dogan farkli karakterde
isler de yapiyorum. Oncelikle tamamen tesad(ifi bir sekilde ortaya glkan kagrt
islerimden  bahsetmek istiyorum. Konusmamiz su ana dek seyrinde hep
benim sistem kurup sonra da o sisteme bir karsi durus olarak kendini serbest
birakisim, sezgisellik ve zihinsellikten temel aldi. Simdi bu kagit islerde tuvallerle
beraber tam olarak ayni durumu ortaya koyuyor. Bu kagtt isleri 2008 yilinda
ik kez yaptm. O da sdyle: tuval ylzeyindeki katmanlan olustururken, bir
cok sanatgl gibi benim de yardimecl malzeme olarak kullandigim maskeleme
bandini, boyama isleminin ardindan ¢ope atmak Uzere soktigumde fark
ettim ki Uzerlerinde inanimaz géruntler var. Her biri sanki kendi sonsuzlugu
igerisinde birer kadraj olmus gibiydiler. Bu durumdan ¢ok etkilendim ve bu
ckan parcalart atamadim ve biriktirmeye basladim. Bir 6zelligim de eger bir
seyi atmiyorsam onunla bir sey yapmaya calisinm, olmuyorsa atarim  ve bir
seye baslamissam vazge¢cmeden sonuna kadar zorlarim.

Bu birikenleri duvarlarda yer kalmayinca kagit ylzeylerde yan yana getirmeye
basladim. Simdi gortiyorum da zaman igerisinde bt bu tuvallerdeki sistemli
kurgunun tam tersi bir yansima var burada. Bir de malzeme de cok kirlgan,
cunku incecik kagitlar Uizerindeler bu renkler.

Bu arada séyle yapiyorum; bir kac ay kapanip bir tuval dizisi Uzerine calislyorum,
calisirken sokulen bantlan atélyenin her yerinde kurumaya birakiyorum. Biriken
maskeleme bantlarini herhangi bir midahale yapmadan belli bir sistematik
kurmadan, o an verdigim kararla bir araya getiriyorum. Tabii bu esnada aslinda
bu tuvallerin kendi icerisindeki zihinsellikten sonra pesi sira olusan sezgisellik
durumu ayni alanda iki farkli yapidaki iste de kendini gosteriyor. Birbirinden farkli
farkll teknikte ama bir yandan da tamamlayan isler yapma durumu da benim
icin cok uygun. CUnk{ beni taniyorsun, ben karakter olarak da boyleyimdir,
gunlik hayatim da boyledir. Kararl bir bicimde temel planlar yapar sonra onlar
olsun diye kendimi zorlamaz akisina birakir, ne sekilde gidiyorsa onu gidisatla
bariskk sekilde yasanm. Islerim de ister istemez bu sekile biirind(i.

Sanat da hayat gibi tim kurgumuza ragmen, onun i¢inde akip giden anda var
olma ve oldugu gibi kendini anin akisina birakma halidir. Demek istedigim su;
zihnin kontroltndn sezgisel olana kendini birakmasi ve her seyle her yerde var
olabilmesidir. Devamlilik ve deneyimin yeni seyler kesfetmeme yardimei olmasi
ise isin en glizel yanlarindan.

O kagt isler o kadar olduklan gibi ¢ikiyor ki, iste o ylzden sergimin adi da
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bringing it together.

There are images with light that I've done which were produced parallel to the
paper works using transparent surfaces rather than paper. This material which
came to be on its own, are works which represent an existence beyond the
paper works.

There’s another thing, that these canvasses, they have color books or memory
books or memory cards composed from among the papers or light works. As
| worked on the canvas paintings for so many layers and so many weeks, there
were notebooks that | kept and later, when they no longer fit in the notebooks,
the cards emerged.

And with these works, what became obvious was; | really have mentally a very
systematic character and | try to see it to the end and persevere with something
despite all of the adverse conditions without losing my endurance. | think that
this memory book and cards can be an indication of this. And because | think
somewhat that everything completes each other, | never gave up on creating
those either. That dotting action begins with the first color | prepare for the
canvas, and | take notes of all the colors | mix on the palette until the very end.
Ultimately; the process comes to life with different materials and in different
figures; the canvasses, their reflection on paper, lights and dotting.

ET: You record every moment and the entire experience of genesis.

SE: Yes, of course. And while all of this is happening | record the workshop
continuously from a particular point. Recording, keeping, distinguishing,
reintroducing for use...| had produced a work from these photographs as well
called, “The Simple Time of Now”. It touched on the moment and never really
being able to comprehend that moment in its essence. With 1800 frames of
photographs. Indeed, | quite clearly have a concern with documenting things.

ET: It's as if even if you surrender yourself to the flow of life, this flow rouses
you on one hand...

SE: | don’t know. | never really stopped to think about it. Maybe | can express
it this way, | don’t have time to lose, I'm not one who puts off until tomorrow
what can be done today, rather than bickering with problems that will shrink
my world, | prefer to fall behind in my own area and get involved with those
things which will develop me. Especially in recent years. Perhaps that is the
reason why | create a sense of “being roused” to those around me.

ET: What if you lose control...

SE: Of course, that's possible, | suppose | will accept it and go on, and that will
be yet another experience. It wouldn’t be so bad...

ET: It could be very staggering. Right now, you're recording really everything
that is flowing with the desire to not miss a single moment. Could what you
referred to a little earlier actually be an increase in a void of distance and an
increase in motion combined with color and becoming one, or your intuitive
reception of colorlessness? Frightening. As distances increase and spaces
broaden, we see that the scales of color and frequencies take on a greater
impact. As space becomes infinite for you, to what kind of a place will the
colors go?

SE: And for example, as there is so much motion, the composition,
segmentations and overlays on the surface increase as well. These days,
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“Oldugu gibi” idi. Izleyiciye sdkiim sonrasi herhangi bir boyama eylemi ya da
bir araya getirme haricinde baska bir midahale olmadigini anlattim defalarca.

Kagtt islerle paralel cikan kagit yerine transparan yizey kullanarak yaptigim
skl resimler var. Bu kendiliginden olusan malzemenin, kendini var ettigi kagit
islerin Gtesinde bir varligi temsil eden isler.

Bir baska sey daha var ki bu tuvaller, kagttlar ve 1sikii isler arasinda olusan renk
defterleri ya da hafiza defteri ve hafiza kartlari var. Tuval resimleri onlarca kat ve
haftalar boyunca yaptigimdan kendime hatirlatmalar yapmak Uzere tuttugum
defterler ve sonrasinda deftere sigmayinca kartlar ortaya cikt.

Bu islerle de belirginlesen; benim aslinda gercekten zihinsel olarak c¢ok
sistematik bir karakterim var ve bir seyi en sonuna kadar her tirlli olumsuz
kosul karsisinda bile direncimi kaybetmeden sonuna kadar gotirmeye
calisiyorum. Bu hafiza defteri ve kartlan da bunun bir géstergesi olabilir diye
distntyorum. Biraz da her seyin birbirini tamamladigini da distindigim igin
onlar yapmaktan da vazgecemedim. Tuval igin hazifadigim ilk renkle basliyor
tek tek o noktalama eylemi, sonuna kadar bitin palette kanstirdigim renkleri
not allyorum. Sonug; stireg farkl malzeme ve bigimlerde hayat buluyor; tuvaller,
onlarin yansimasi kagitlar, isklilar, noktalamalar...

ET: Her ani ve tiim dogus deneyimini kayit altina aliyorsun.

SE: Evet Oyle tabii. Bir de bitin bunlar olurken atélyeyi strekli diizenli bir
noktadan kayt altina allyorum. Kayt altina alma, saklama, aynistirma, yeniden
kullanima sokma... Bu fotograflarla da bir is yapmistim; “simdiki basit zaman”
isimli. Aniyl ve ani asla tam hakikati ile alglayamama konusuna da deginiyordu.
1800 kare fotograf ile. Belgelemek kaygisi da bariz bicimde var tabii bende.

ET: Hayatin akisina kendini biraksan da bu akis bir yandan da seni ¢ok
telaglandiryor gibi ...

SE: Bimem, durup hi¢ bunu diistinmedim :). Bunu belki séyle ifade edebilirim,
kaybedecek vaktim yok, glnin isini yarina birakma huyum yok, dinyami
kigUltecek sorunlarla ugrasmaktansa kendi alanmda geride kalp kendimi
gelistirecek seylerle ilgilenmeyi tercih ediyorum. Ozelikle son yillarda. Belki
ondan bu “telagh olma” hissiyatini veriyorum karsimdakine.

ET: Ya kontrolu kaybedersen...

SE: MUmkin tabii, bunu da kabul edip devam ederim herhalde, o da bagka
bir deneyim olur. Fena da olmaz...

ET: Cok sarsici olabilir. Su anda gercekten akan her seyi kayit altina aliyorsun,
hic bir ani kagirmamak arzusunun telasi var. Bu biraz 6nce anlattigin hadise
de aslinda renkler arasinda da bir mesafesizligin ve hareketin artmasi ve
hizlanmasi ile rengin bitlnlesip teklesmesinin, ya da renksizlesmenin
sezisini alman olabilir mi? Urkiitiicii. Mesafeler arttikga ve mekan genlestikce
renklerin skalasinin, frekansinin siddetlendigini goriiyoruz. Mekan senin igin
sonsuzlastikca acaba renkler nasil bir yere gidecek?

SE: Bir de mesela bu kadar hareket ettikge ylzeydeki kompozisyon,
parcalanmalar, katmanlar da ¢ogaliyor. BugUnlerde kendime disaridan bir géz
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when | look at myself from an external perspective, | think it could slow down
a bit more, it could calm down. And this state of motion imposes upon me a
necessity to be modular and mobile. Of course the thought that initially started
with the belonging of a thing as a result of this journey made me think to the
point of works becoming mobile, conveyable, and liberated from belonging. As
the world is very large, on the other hand, it is not, and taking something from
here to another country brings with it many difficulties. It is as such individually,
too. In fact, you can be everywhere at any time but because of the weight you
carry you lose your ability to move. Both in my life and in my works, | started to
consider how one could live a bit lighter and researched historical and ancient
cities. The issue of space deepened even further, and as we discussed in the
very beginning, began to establish a relationship between the past, present
and future.

ET: Insofar as your works in the future, will the surface suffice for you?
Motion is very important for you. The vibration of colors adds a little
dimension, but would you say it will be sufficient?

SE: You read my works very well, | don’t think I'm only making paintings. If the
description is appropriate, | define it as a painting installation or performance.
There is constant work at the workshop and individual works of course, but for
me to hold an exhibit isn’'t merely bringing works together in a particular order.
| consider how | can move my works beyond the previous ones, how they
can be placed, how with a different suggestion | can engage in a relationship
with that space, by reviewing the physical conditions of the space where the
exhibit will take place. What attracts my attention the most and what excites
me regardless of the technique in my production, is this.

This is quite obvious in “First Home”. The work | created resulted in the
space changing dimensions by being suspended from the ceiling. Then 55
canvasses in proportion with one another were dimensioned in accord with the
physical conditions of the gallery (299x600). Each unit of each piece in what
resulted was a structure that | devised and it was such a work that, all of the
pieces could be redistributed and in a different setting come together again
in a different composition. When | took one piece and put it next to another,
it was a structure that once again completed the piece. It is with this unitary
and integrity relationship that | approach the outcome. For that reason, | don't
know how true it is, but | call it a painting installation or construct. Most recently
at the Galeri Siyah Beyaz | created a painting in a 148x840 dimension called
“A Birdseye View” for a column in the front of the gallery, with 11 paper works
of 80x80 dimensions which established a relationship with the space out of
consideration for the same concerns.

ET: motion and time...
Right now you are like a vehicle at full speed. Watching you is exciting.

It's as if this time and space will be associated with motion. And as if they
will transform beyond this, in a figurative resolution.

SE: and right now, as my concentration is very dynamic because of this motion.
My manner of comprehension, and the reflections of which we will see in time.

ET: As you say, sometimes a little more quiet. Let’s see what life brings about
when you’re more quiet. We will continue to watch you with enthusiasm.

42

gibi baktigimda biraz daha yavaslayabilir, sakinlesebilir diye distintyorum. Bir
de bu hareketliik bana moddilerlik, tasinabilir olma gerekliligini dayatiyor. Tabii
Oncelikle esyanin aidiyeti ile baslayan dustince bu gidisatin sonunda islerin
mobil olabilmesi, nakledilebimesi ve aidiyetten &zgUrlesebilmesi noktasina
kadar dustndirdd. Dinya ¢ok buylk oldugu gibi, bir yandan da degil ve
buradan baska bir Ulkeye bir sey gottirmek beraberinde bir cok zorluk getiriyor.
Bireysel olarak da bu bdyle. Aslinda her an her yerde olabilirsin ama tizerinde
onlarca yuk oldugu icin hareket kabiliyetini yitiriyorsun. Hem yasamimda hem
islerimde, daha hafif nasil yasayabilir bir insan duistincesiyle biraz tarihi ve antik
kentleri arastirmaya basladm. Mekan konusu daha da derinlesti, en basinda
konustuk ya gegmis, bugtin ve gelecek birbirleri arasinda iliski kurmaya baglad!.

ET: Gelecege dair iglerinde ylizey sana yetecek mi? Hareket senin icin gok
6nemli. Renk titresimleri boyutu biraz katryor ama yeterli olur mu dersin?

SE: iglerimi aslnda sen cok iyi okuyorsun, sadece resim yaptigimi
dUstnmiyorum. Tanim yerindeyse resim enstelasyonu ya da performansi
diye tanimhyorum. Atolyede devamli bir calisma, tek tek isler var tabi ama
benim sergi yapmam demek isleri belli bir diizende bir araya getirmek degil
yalnizca. Serginin gerceklesecedi mekanin fiziksel kosullarini gdzden gegirip,
islerimi &ncekilerden daha Oteye nasll tasiyabiliim, nasil konumlandirabilir,
nasil bir éneekinden daha farkll bir énerme ile 0 mekanla iliskiye girebilirim
gibi dustnlyor ve yasiyorum. En ¢ok ilgimi ¢eken, beni heyecanlandiran sey
Uretimimin teknidi ne olursa olsun bu.

ik ev ile bu cok bariz gérindr. Yaptigm is, tavandan asadi sarkitilp mekanin
boyutunun degismesine sebep oldu. Sonra birbiriyle oranli 55 tane tuval galeri
mekaninin fiziksel kosullanna gdre boyutlandi (299x600cm.). O sonucun
icerisindeki her parcanin birimi benim belifleyip orasi icin kurguladigim bir yapi
idi ve 0 is dyle bir is ki, bltin pargalan tekrar daglabilir ve baska bir mekanda
farkll bir kurguyla tekrar bir araya gelebili. Bir parcayl alp ébUrind yanina
koydugumda yine birbirini bittnleyecek bir yapi. Bu birim ve butun liskisi ile
sonuca yaklastyorum. O nedenle ne kadar dogrudur ama resim enstelasyonu ya
da kurgusu diyorum. Son olarak galeri Siyah Beyaz Galerisi’nde 6niinde kolonlar
olan duvar icin yaptigim “Kusbakis” isimli 140x840 cm resmimde ve 11 adet
80x80 cm kagtt isle yaptigim kurulum da ayni kaygilarla mekanla iliski kurdu.

ET: hareket ve zaman...
Su an son hizla giden bir arag gibisin. Seni izlemek heyecan verici.

Bu zaman ve mekan hareketle iliskilenecek gibi. Ve iki boyutun da étesinde
bicimsel ¢éziimlemelere dénlisecek gibi.

SE: Bir de su an ki konsantrasyonum cok dinamik bu hareketliikten dolay.
Alglama bicimim de ona gére, yansimalarini zaman icinde gorecegiz.

ET: Bazen daha sessiz diyorsun ya. Daha sessiz oldugunda hayat bakalim
neler gikacak... Seni heyecanla izlemeye devam edecegiz.
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Simdiki Basit Zaman, 2010-2011
1800 Adet Fotograf Yerlestirme
Simple Present Tense, 2010-2011
1800 Piece Photo Placemet
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Tasinabilirik & modlerlik 2 / Portability & modularity 2

Kagit resim / Paper, 70x100 cm, 2016

Tasnabilirik & modulerlik 1 / Portability & modularity 1

Kagit resim / Paper, 70x100 cm, 2016
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Tasinabilirlik & moddlerlik 5 / Portability & modularity 5
Kagit resim / Paper, 70x100 cm, 2016
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Tasinabilirlik & modulerlik 7 / Portability & modularity 7
Kagit resim / Paper, 70x100 cm, 2016

Tasinabilirlik & modtlerlik 8 / Portability & modularity
Kagit resim / Paper, 70x100 cm, 2016
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Tasinabilirlik & modulerlik 9 / Portability & modularity 1

Kagit resim / Paper, 70x100 cm, 2016

Tasinabilirlik & modulerlik 10 / Portability & modularity 10

Kagit resim / Paper, 70x100 cm, 2016

Kagit resim / Paper, 70x100 cm, 2016

Tasinabilirik & modulerlik 12 / Portability & modularity 12
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Tasinabiliik & moddlerlik 11 / Portability & modularity 11

Kagit resim / Paper, 70x100 cm, 2016
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Kus bakigl, istanbul / Bird's eye view, Istanbul
Tuval Uzeri yaglboya / Oil on canvas, 70x105 cm, 2016

Kus bakisi, Ankara / Bird’s eye view, Ankara
Tuval Uzeri yagliboya / Oil on canvas, 105x70 cm, 2016
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Kus bakisi, istanbul / Bird’s eye view, Istanbull Kus bakisi, Istanbul/ Bird’s eye view, Istanbul
Tuval Uzeri yaglboya / Oil on canvas, 105x140 cm, 2016 Tuval Uzeri yaglboya / Oil on canvas, 140x210 cm, 2016
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Kus bakisi, Ankara / Bird’s eye view, Ankara
Tuval Uzeri yagliboya / Oil on canvas, 140x105 cm, 2016

Kus bakisi, Istanbul / Bird’s eye view, Istanbul
Tuval Uzeri yaglboya / Ol on canvas, 140x105 cm, 2016
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Kus bakisl, istanbul / Bird’s eye view, Istanbull Kus bakisi, Ankara / Bird’s eye view, Ankara
Tuval Uzeri yagliboya / Oil on canvas, 210x140 cm, 2016 Tuval Uzeri yagliboya / Oil on canvas, 105x140 cm, 2016
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2016, Video /
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Oldugu gibi 1/ As'is 1 Oldugu gibi 2 / Asis 2 Oldugu gibi 3/ Asis 3
Isikli resim / Light box, 50x50 cm, 2016 Isikli resim / Light box, 50x50 cm, 2016 Isikli resim / Light box, 50x50 cm, 2016

Oldugu gibi 1,2/ Asis 1,2
Kagit resim / Paper, 160x105 cm, 2016
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Oldugu gibi, mavi / As is, blue

Kagit resim / Paper, 105x160 cm, 2016

= —

Oldugu gibi / As is

Kagit resim / Paper, 140x200 cm, 2016
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Cenevre 2 / Geneva 2 Oldugu gibi, Zdrih / As is, Zurich
Tuval Gzeri yagliboya / Oil on canvas, 150x180 cm, 2016 Tuval Uzeri yaglboya / Oil on canvas, 75x90 cm, 2016

70 71



] o B e '=.F-. 4
i "-.-..h. ‘.ﬂ‘- }'i i.“"
a Tehd

b SN e Y =

L | R

SE L1 1 ST iIANERTET

FEEHEREER » Y UT a2 PR
I HiEREN . NEA™mYL L, =N D
EfFAEEEELVLTFES AR O™
"AREEEPFI NEEVLAEEENR
IMEEEN 40 BafEEAMED
HEINSE AT E

HII AR EE AP NL L E

woNEEETN ISR
MERESFENESRILIG" B
NEERENERSESAEREENE

FEEEREVFEREN

Cenevre 1/ Geneva 1
Tuval Uzeri yagliboya / Oil on canvas, 150x180 cm, 2016
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Oldugu gibi, Cenevre / As is, Geneva
Tuval Uzeri yagliboya / Oil on canvas, 756x90 cm, 2016

Oldugu gibi, Bern / As is, Bern
Tuval Gzeri yaghboya / Oil on canvas, 756x90 cm, 2016

73



Oldugu gibi, Basel / As is, Basel Oldugu gibi, Lozan / As is, Lausanne
Tuval Gzeri yagliboya / Oil on canvas, 75x90 cm, 2016 Tuval Uzeri yaglboya / Oil on canvas, 75x90 cm, 2016
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Bosluk 1/ Space 1

Tuval Uzeri yaghboya / Oil on canvas

Bosluk 2 / Space 2

69x45 cm, 2016
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Tuval Gzeri yaglboya / Oil on canvas

Bosluk 3 / Space 3
69x45 cm, 2016



Suluboya / Watercolour

20x20 cm, 2015
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Suluboya / Watercolour, 20x20 cm, 2015

Lozan 2 / Lausanne 2
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Adim adim Lozan / Step by step Lausanne

Harita Gzeri suluboya / Watercolour on map, 42x59 cm, 2015

Adim adim Lozan / Step by step Lausanne

Harita (izeri suluboya / Watercolour on map, 42x59 cm, 2015
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Adim adim Cenevre / Step by step Geneva
Harita Uzeri suluboya / Watercolour on map, 42x59 cm, 2015
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Adim adim Cenevre / Step by step Geneva
Harita (izeri suluboya / Watercolour on map, 42x59 cm, 2015
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Modul 2 / Module 2 Modul 11 / Module 11 Modul 7 / Module 7
Kagit resim / Paper, 80x80 cm, 2015 Kagit resim / Paper, 80x80 cm, 2015 Kagit resim / Paper, 80x80 cm, 2015

Modl 4 / Module 4
Kagit resim / Paper, 80x80 cm, 2015

Modul 2 / Module 2
Isikli resim / Light box, 40x40 cm, 2016



Modul 1/ Module 1 Modul 9 / Module 9
Kagit resim / Paper, 80x80 cm, 2015 Kagit resim / Paper, 80x80 cm, 2015 Kagit resim / Paper, 80x80 cm, 2015

Modul 3 / Module 3
Kagit resim / Paper, 80x80 cm, 2015

Modul 1/ Module 1
Isikli resim / Light box, 40x40 cm, 2016
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Modul / Module, 1....44
Kagit resim / Paper, 41x41 cm, 2015
Toplam boyut / Total size: 164x450 cm
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Gectigim Yerler
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Gectigim yerler, DUseldorf 1/ Places i have been, Dusseldorf 1

Gectigim yerler, DUseldorf 2 / Places i have been, Dusseldorf 2
Tuval Gzeri yaglboya / Ol on canvas, 140x105 cm, 2016

Tuval Uzeri yaglboya / Ol on canvas, 140x105 cm, 2016
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Gectigim yerler, Nyon / Places i have been, Nyon
Tuval Uzeri yaghboya / Oil on canvas, 140x105 cm, 2015
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Gectigim yerler, Trelex / Places i have been, Trelex
Tuval Uzeri yagliboya / Oil on canvas, 105x140 cm, 2015
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Gectigim yerler, DUseldorf / Places i have been, Dusseldorf
Tuval Uzeri yaghboya / Oil on canvas, 135x207 cm, 2015

Gectigim yerler, Rue Jean / Places i have been, Rue Jean
Tuval Uzeri yaghboya / Oil on canvas, 140x105 cm, 2015
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Gegtigim yerler, Duseldorf

Places i hav N, Dusseldorf
Tuval Gzeri yaghboya / Oil on canvas
154x237 cm, 2015




Gectigim yerler, Beyoglu / Places i have been, Beyogiu
‘ : Tuval Uzeri yaglboya / Ol on canvas 135x207 cm, 2015
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Gectigim yerler, Maslak / Places | have been, Maslak Gectigim yerler, Fabrikalar / Places i have been, Factorys
Tuval Uzeri yaghboya / Oil on canvas, 105x140 cm, 2015 Tuval Uzeri yaghboya / Oil on canvas, 154x237 cm, 2015
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Gegtigim yerler, M1 / Places i have been, M1 Gegtigim yerler, M2 / Places i have been, M2 Gegtigim yerler, M3 / Places i have been, M3 Gectigim yerler, M4 / Places i have been, M4
Tuval Uzeri yagliboya / Oil on canvas, 80x80 cm, 2015 Tuval Uzeri yagliboya / Oll on canvas, 80x80 cm, 2015 Tuval Uzeri yagliboya / Oil on canvas, 80x80 cm, 2015 Tuval Uzeri yagliboya / Oil on canvas, 80x80 cm, 2015
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Gectigim yerler, Ankara’da ev / Plac 1ave been, House in Ankara
Tuval Uzeri yaghboya / Oil on ¢ cm, 2015




Gectigim yerler, Plazalar / Places i have been, Plazas Gectigim yerler, Tesvikiye / Places i have been, Tesvikiye
Tuval Gzeri yagliboya / Oil on canvas, 154x237 cm, 2015 Tuval Uzeri yaghboya / Oil on canvas, 105x140 cm, 2015
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Gectigim yerler, Kas / Places | have been, Kas
Tuval Uzeri yagliboya / Oil on canvas, 154x237 cm, 2015

Gectigim yerler, Karakdy / Places i have been, Karakdy
Tuval Uzeri yaghboya / Oil on canvas, 105x140 cm, 2015
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Disari / Outside
Tuval Uzeri yaghboya / Oil on canvas, 138x120 cm, 2015
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Disari / Outside Disari / Outside
Tuval Uzeri yaglboya / Ol on canvas, 140x105 cm, 2015 Tuval Uzeri yaghboya / Oil on canvas, 135x207 cm, 2015
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Gectigim yerler, Tatil / Places i have been, Holiday
Tuval Gzeri yaglboya / Oil on canvas, 160x160 cm, 2015

'.'l'.’.'-l-IIl ’

-
mm P

Gectigim yerler, S2 / Places i have been, S2
Tuval Gzeri yaglboya / Oil on canvas
40x40 cm, 2015
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Gectigim yerler, S4 / Places i have been, S4
Tuval Uzeri yagliboya / Oil on canvas
40x40 cm, 2015



Gectigim yerler, S1/ Places i have been, S1
Tuval Uzeri yagliboya / Oil on canvas
40x40 cm, 2015
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Gectigim yerler, S2 / Places i have been, S2
Tuval Gzeri yaghboya / Oil on canvas

40x40 cm, 2015
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Gectigim yerler, Cenevre / Places i have been, Geneva
Tuval Uzeri yaglboya / Oil on canvas, 150x180 cm, 2015
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Gectigim yerler / Places i have been

Gectigim yerler, istanbul / Places i have been, Istanbul
Tuval Uzeri yagliboya / Oil on canvas, 140x270 cm, 2016

Tuval Uzeri yaghboya / Oil on canvas, 207x135 cm, 2015
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Alan, Dere Apartmani / Alan,Safa Sokak /
Tuval Uzeri yaglboya / 180x207 cm, 2013 Tuval Uzeri yaghboya / 180x207 cm, 2013
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Kurgu Ev: Arsan Apartmani / Fiction House: Arsan Apartment

55 adet tuval Uzeri yaglboya / Oil on 55 pieces canvas 299x600 cm, 2013
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Alan, Berkel Apartmani / Alan, Rifat Bey Sokak /
Tuval Uzeri yaglboya / 140x161 cm, 2013 Tuval Uzeri yaglboya / 140x161 cm, 2013



Alan, Hayrullah Efendi Sokak / Alan, Istasyon Caddesi /
Tuval Uzeri yagliboya / 140x161 cm, 2013 Tuval Uzeri yagliboya / 140x161 cm, 2013
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Ik ev / The initial home
Kagit resimlerle yerlestirme / Installation with papers, 700x300 cm, 2012

ik ev / The initial home 1....5
Kagit resim / Paper, 135x300 cm, 2011
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Leia/ Leia Leia/ Leia
Isikli resim / Light box, 80x120x12 cm, 2012 Isikli resim / Light box, 80x120x12 cm, 2012
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Leia/ Leia, 1...9 Leia/ Leia
Isikli resimlerle yerlestirme / Installation with light box, 2012 Isikli resim / Light box, 80x120x12 cm, 2012
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Leia / Leia
Isikli resim / Light box, 80x120x12 cm, 2012
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Leia/Leia, 1...9
Isikli resimlerle yerlestirme / Installation with light box, 2012
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Something different 1: Want
Tuval Uzeri yaglboya / Oil on canvas, 154x237cm, 2012

Something different 2: Danger
Tuval Uzeri yaghboya / Oil on canvas, 207x180 cm, 2012
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i i =] 1
Kompozisyon 44 / Composition 44 Kompozisyon 43 / Composition 43
Tuval Uzeri yaghboya / Oil on canvas Tuval Gzeri yaglboya / Oil on canvas
207x180cm, 2010 207x180cm, 2010

Simdiki basit zaman 1 / Present simple tense 1
Tuval Uzeri yagliboya / Oil on canvas, 180x267 c¢cm, 2010

146 147



S SR N (WO G

e e

.- "”I’” ”“” a
a8 d gE0
-

H_-.'_'__"‘__'l'l' II-' L R
S = m i W - = = t=is

= T -

L

Simdiki basit zaman 2 /
Tuval Uzeri yagliboya / 180x267 cm, 2010
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Onerme 6/
Tuval Uzeri yaglboya / 207x135 cm, 2010



Onerme 3/ Onerme 4/
Tuval Uzeri yaglboya / 180x267 cm, 2010 Tuval Uzeri yaglboya / 135x207 cm, 2010



Sistem




Degisken zaman 3 / Changefull time 3 Sistem 2 / System 2
Tuval Uzeri kansik teknik / Mixed media on canvas, 135x90 cm, 2009 Tuval Uzeri kansik teknik / Mixed media on canvas, 207x135 cm, 2008



Sistem 1/
Tuval Uzeri yaglboya /

207x135 cm, 2009

e — o e, Ll
Yalnizan 1/
Tuval Uzeri yagliboya / 130x150 cm, 2009

Yalnizan 3/
Tuval Uzeri yaglboya / 130x150 cm, 2009



Sistem 6 / System 6
Tuval Uzeri yaglboya / Ol on canvas, 135x207 cm, 2009

Sistem 9 / System 9
Tuval Uzeri yaglboya / Oil on canvas, 207x135 ¢cm, 2010
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Degisken zaman 2 / Changefull time 2

Mekan 1/ Place 1
Tuval Uzeri kansik teknik / Mixed media on canvas, 135x90 cm, 2009

Tuval Uzeri yaghboya / Oil on canvas, 69x45 cm, 2009
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Simdiki Basit Zaman / Simple Present Tense, 2010-2011
1800 Adet Fotograf Yerlestirme / 1800 Piece Photo Placemet

162 163
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