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

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

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

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

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

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

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

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

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

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

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

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



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

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

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

Kendine has motiflerini bir ritiel halinde yeniden insa eden Ekrem Yalcindag “Parca Bitin” sergisinde ilk kez, motifleriyle
olusturdugu bir otoportreyi sergiliyor. Parcalarin kendisinden ve ait oldugu daha biyik bir bitinden baska bir seye referans
vermedigi resimlerinde Yalcindag, motifin sinirsizh@i ile bitin resimlerinin, kendisinin de déhil oldugu tek bir bijtin olduguna
isaret ediyor. Ekrem Yalcindag resminde parca, bir ériintinin elemani olarak bitinin tamamlayicisi islevi gériyor. Resim,
tamamlandiginda ucu acik birakilan motifle, daha biyik bir bitinin parcasi oluyor. “Uretilmis olan biitin gérsel Grinler
benim evrensel arsivimdir, kitiphanemdir” diyen sanatcinin kendi resim dili icerisinde kurdugu alfabe, parca olarak degil
birbirine ériintilendikce anlamlaniyor. Sanatcinin pratigi, resmin unsurlarini indirgemek, azaltmak yéniinde seyrettigi icin
parcalar arasinda bir hiyerarsi yok; bu da bitinin, dengeli ve géziin tamamladigr bir rahatlikla alimlanmasini sagliyor.
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Begim Yamanlar, sirec iizerine kurguladig, fotograf karelerinin birbirini takip eden degisikliklerle bir araya gelmesiyle
olusan video islerinde, aslinda hicbir zaman ulasamayacagimiz bir bijtini izleyiciye sezdirmek Gzere hareket ediyor.
Videolar, sentetik bir birlestirme ile degil homojen bir akis halinde birbirine eriyen gérintilerle yapiliyor. Fotograf
sekanslarindan olusan video, aslinda parcalardan olusurken, parcanin parcaliligini unuttururcasina bitinliyor. Degisen
sekanslarin arasindaki sinirlar ve parcalilik, okunamayacak kadar kayboluyor. Bu olusturma biciminde, sezgisel bir bitin
arama hali var ve bu hél, temelde de sanatcinin kendi bistinligini kavrama, olusturma, konumlandirma ihtiyacindan
doguyor. Bitiny, “parcalarin arasindaki devamli ve karsilikli olan dénisim, degisim ve birbirini sirekli evriltme hali” olarak
tanimlayan sanatci, bitinin dogrudan bulunamayacagini ancak sezdirilebilecegini savunuyor. Yamanlar'in pratiginde,
bitine ulasmak degilse de bitini aramak, bir ideal olarak var oluyor.

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

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

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

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

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



PART WHOLE. AN INHERENT INFORMATION T0 THE ARTWORK

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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



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

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

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

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

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

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

to me as a divine state of completion in and of itself. Like the treasure revealing itself to man with humility in the light of the
quote, “l was a hidden treasure and wanted to be known,” could the artwork, too, be a hidden treasure that wanted to be
known and make things known through this unknown?
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1996 yilinda yaptiginiz ‘Beden II1. Seri’isimli ig, bilgisayar
ortaminda tasarlanmig ve nesnesi, kartpostal. 12 par¢alik ig
hem devamlilik gerektiriyor hem de siireklilik iceriyor. Bu isteki
par¢a-biitiin iligkisinin ilkeleri iizerine konusabilir miyiz?

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

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

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

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

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

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

Body Series Il you have created in 1996 was designed with

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

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

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

of this composition?

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

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

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

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

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

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

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

Elbette.

O da sistemin pargaliligimin farkl sekillerde birlesmeye olanak
tammasiyla ilgili.

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

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

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

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

Zikrettigim derken, bunun bir dile doniistiigiinii mii
soyliiyorsunuz?

Su anda zikrettigim bitinligin icerisinden konusuyorum.

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

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

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

Ediyor da zaten baska islerde.

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

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

the cards.

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

For sure.

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

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

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

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

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

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

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

formed.

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

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

It already does in other works.



III

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

2 parcanin her biri | Each of the 2 pieces

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

123 x 123 cm

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

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

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

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

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

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



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

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

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

123 x 123 cm

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

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

Bunun resmini de yapabilirdiniz; neden bilgisayar ortaminda
gerceklestirdiniz?

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

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

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

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

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

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

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

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

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

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

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

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

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



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

Bilgisayar Uygulama: GRAPHICLAND
Computer Graphics-Istanbul

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

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

Sanat Dinyamiz

Yil: 19 - Yaz 1994 Say:i: 56

Yapi Kredi Yayinlar

Body Series |, 1993-1994
29.6 x 21cm

Computer Application: GRAPHICLAND
Computer Graphics-istanbul

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

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

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

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

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

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

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

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

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

I will now come back to “Body Series 11", the process of the
postcards. It is a parthood built on simultaneity and continuity.
Is it exciting for you that the parts there are taken by collectors
and brought together differently?

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

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

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

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



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

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

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

Bu triptik de atipik bir is.

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

fsimsiz | Untitled, 2014

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

Her biri | Each 100 x 100 cm

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

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

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

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

This triptyque is also an atypical work.

There are fragmented states of the structure that holds the parts
together, shows them together when the parts are present and
absent. | mean, what happens when it is fragmented, too?
Actually, each one of them are figures. This is about these figures
being intertwined next to each other in certain conditions and
about them including one another. Back then, they were paintings
that were made with the concern of intermingling the part and
whole with one another, meaning including the two parts within
one another and achieving a whole.
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Peki, isin par¢alilig: biitiinliigiinden daha onemliymis gibi bir
sonug ¢ikartyorum. Isin parcalilik hali ile biitiin arasinda bir
ustiinliik karsilastirmast olarak degil ama parcalilik ozelliginin
olanakliligi balkimindan... Anlatabildim mi?

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

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

Hepsinde olmasa da tatmin edici varyasyonlarinin olabilecegini
bilerek, diyelim.

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

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

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

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

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

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

of the ghazal.

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

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

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

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



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

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

Peki, Mithat Sen resmini bilmeyenler icin?

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

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

Sirekli bozup yaptim zaten.

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

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

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

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

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

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

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

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

| have constantly spoilt and made it, anyway.

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

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



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

88,5x230cm
isak Antika Koleksiyonu | Isak Antika Collection

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

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

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

Tam tersi oldugunda peki, sasinin bog kullanildigi isler?

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

[simsiz | Untitled, 2011

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

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

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

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

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

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

88,5x230cm



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

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

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

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

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

iste bitmemesini saglamak icin...

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

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

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

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

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

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

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

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

To ensure it does not end...

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

Of course. A spot-on analysis. One of the greatest reasons for
the transition to the “Istif” series is something like that. | mean, that
the memorized Mithat Sen images are pretended to be received
after a while, that it is in fact truly internalized by very few...
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