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ILE SOYLES

1. Evliyagil Dolapdere Galerisi'ndeki 2020 icin hazirlandiginiz
kisisel serginiz sizin tirettiginiz yapitlarin kavramsal cercevesi,
bicimleri ve estetigi baglaminda giincel kiiresel doga ve cevre
sorunlaninin yogun olarak tartigildigi bir dénemde konuyu
yeniden tartismaya acabilecek. 2019 Istanbul Bienalin'de 7 Kita
bashgiyla bu konuya egildik ve bu galeride sizin de katldiginiz
bir yapitla Tek Bir Usta Se¢: Doga baglikh sergiyi gerceklestirdik.
Bu gelismeler bir yana siz sanat tiretimine basladiginiz giinden
bugtine, 1990’larin bagindan bugiine, doga ve dogaya iligkin
gelenekler Ustiine yapit tretiyorsunuz ve ézellikle tas ve ahsap
yapitlaninizla dikkati cekiyorsunuz. 1990’larda cevre bilinci
bugtinkii gibi degildi; siz hangi nedenlerle ve sezgilerle bu
alanda tiretime basladiniz. Ilk yapitlarinizdan séz eder misiniz. BM
1990l yillarda, yirmili yaglarinin baginda geng biri olarak
guinlik hayata ve insanoglunun gelisme adini verdigi her
seye merakla yaklagmakla birlikte, parcasi oldugumuz
evren genig anlamiyla beni daha ¢ok heyecanlandinyor-
du.
Tohum” adini verdigim iki heykel, ardic agacinin
yekpareliginde, kendi kizil icini sart kabugu ile sariyorduy;
ilk 5zgtin denemelerim olan bu yapitlara simdi baktigim-
da, evrenin salinminda var olmanin trkekligini de fark
ediyorum.
1997de kardesim Fetiye Boudevin ile Almanya Kasselde
yaptigimiz ‘G, besgen dizilimli ahsap traverslerin egreti
tagidigi bakir bir kubbeden olugan yapit, mikro ve makro,
gunltik hayat ve evren arasinda duruyordu.
Neredeyse alti yil pesimi birakmayan ‘Gelince

Gitmeyenler pismis toprak, bakir ve bronzla maddeye

dénustirken, soyut idoller tizerlerindeki incir yapraklari
da 1996'dan sonra Yaprak Agaclart’ olarak devam ettiler.
Bu dénemde siirler de yazmaya bagladim.

Onbes yildir genellikle

‘bugiin canim ne isterse onu yapacag§im’

diye uyaninm ve kendimi atélyemde bulurum.

Heykel yaparim, desen cizer yazi yazarim,

olmad kedimle oynarim.

Oynarken agaglara bakarim evren sanirm.

Kendim yaprak olurum,

bazen kopar riizgarla

takilirim, izim cikar.

[z kalir ben kaybolurum...

1998'de Japonyada ahsap, demir ve bronzdan,
referansini icinde kendi tohumu olan yapraklardan alan
‘SSS’ heykelimi yaptim. Bu heykel ve hissin etkisi orada
yaptigim suluboya, kolaj ve serigrafilere de eslik etti.
18.yy'da ipek bécegi tireterek yasayan bir ailenin bugiin
sanatcilara tahsis edilmis evlerinde kaliyordum. Otuz
giin kaldigim bu geleneksel japon evinin ‘washi kag-
di'ndan yapilmig duvarlarinda miirekkeple yazilmus siirler
vardi. Heykelimi yapti§im siire boyunca topladigim
ahgap yongalari, misinalarla tavandan tabana dogru,
bir oda dolusu yerlestirdim. Takumi Endo tarafindan
‘beat’ anlayisiyla cekilmis video gériintilerinde, yapim
strecindeki ucusan yongalarla, mekandaki ti¢ boyutlu
yongalar tiim yerlestirmenin arkasindaki perdede
birbiriyle kargiyordu. Bu caligmami ‘Sonsuz Kiigtikler °

olarak isimlendirdim.



Bu ve bunun gibi daha sonraki yapitlarma eslik eden
enstelasyon, resim, siir, performans, ¢izgi film gibi tim
verilerin, yaptigim heykellerin tiretim stireclerinin tarifi
olduklarini diigtinebiliriz.

Kizimin dogdugu yillarda Asya Yaprak Agaci'ni yaptim.
Kamuya ait bir alan icin yaptigim biiytk boyutlu ik tag
heykelimdi. Kizmin dogusunu bu yapit ile kutladim ve
heykelimi yaparken yonttugum taglar biriktirerek kiiciik
bir fidanin biiyiik bir gslgesi olarak dizdim. Fidan kizmdi
ve ayni zamanda bendim. Bu heykelim Tirkan Saylan
Kilttir Merkezi'nin 8niinde duruyor su anda. Devaminda
Genetik Yaprak Agaci, Polen Cag, Karma Yaprak
Agaci, Vadim O Kadar Yesildi ki, Riizgarlarin Dinlendigi
Yer gibi heykellerim geldi. NS

2. Heykel ya da ti¢ boyutlu yapit gtiniimiizdeki tiketim
ekonomisinin dayattii nesne fetigizmi ve popiilist eglenceye ve
pop kiiltire yénelik taklitler baglaminda nasil bir islev tasiyor?
Izleyici heykele ve (i¢ boyutlu yapita nasil ve hangi bilgiyle
yaklagmalidir? BM
Bakis acimi, sanatci heykeltiraglar, teknisyen heykelti-
raglar, popdilist kiltiire hizmet eden nesne treticileri
olarak kendimce sadelestirdim. Bunlarin her biri zaman
zaman kulvar da degistirebiliyorlar ancak bittin dinyada
bayle bir genelleme var gibi. Hayatin hepimize ihtiyaci
oldugunu diistinmekle birlikte, toplumsal ve tarihsel
kiilttiriin benimseyecegi seyin ne olacagini da merakla

deneyliyorum. NS

3. Turkiye'deki ideolojik anit tiretiminin yarattigi algi karsisinda
gliniimiize 6zgi digtince sistemi, kavramlar ve bicimler ile
genis izleyici kitlesini etkilemek olasi midir? Bu engel nasil agilir;
aslldi mi? BM
20. yiizyil ele alacak olursak, ideolojik anit tiretim
serliveni yerini anlik tiiketim mecrasi olan sosyal
medyaya birakmig gibi; bugiin ideolojilerini yaymaya
calisan liderler, sokakta yiirtirken elden diigmeyen
telefonlarda bile ardigik olarak gérilebiliyor. Istesek de
istemesek de bize sizacak bir yol buluyorlar. S&yle de bir
soru sorabilirim, amag algr olusturmaksa, sosyal medya
da, anitlar da ayni islevi gériyor olabilirler mi? Ozgurlitk
Antti'nin, Amerika'ya toplumsal dokunulmazlik saglayan,
dzqurlikler tlkesi algisinda payr olabilir mi? Ozgtirlitk
Anit'nin olmadigr bir Amerika dustintlebilir mi?
Turkiye'de ise, 20.yy'da ¢ok az denecek sayida ideolojisi
ile estetik degerleri &rtiisen anit var.
Giintimuzde, uzak asya ulkeleri mesela Cin gibi,

ylizlerce parkta binlerce anit heykelleri var; yagayan

diinya heykeltiraglarinin yapitlarini biriktiriyorlar. Onlarin
sdyledikleri ‘sporda en iyi biziz ve sanatta da béyle
olacak’. Inanilmaz biitcelerle gerceklesmis, diinyanin her
yerinden davet edilerek gelen sanatgilarin bu parklarda
biraktiklar yapitlari dolagirken benim anladigimsa cok
farkl; yaziyla, sézle, dijital mecra vb. ile tretilmis her
seyden bagka bir deneyim ve bilgi alemi. Pek cogu arka-
dagim olan bu sanatci heykeltiraslarin varolug kaygilariyla
urettikleri anitlari, bu yapitlara ev sahipligi yapan Cin

yonetiminin ideolojisiyle ne kadar &rtiigtiyordur? NS

4. Yapitlariniz seriler halinde tretiliyor; ama arada tekil bir
yapit da ortaya cikiyor. Seriler halinde trettiginiz Ruh Egleri ve
Anadolu'nun Evreleri Gekytiziinde Yalniz Gezen Yildizlar gibi
yapitlardan s6z eder misiniz? Diinyanin Tim Sulari Birbirine
Akar ve Tasarnim Bienali iin Urettiginiz sandalye ve Shhh my
land baslikli mermer yapit gibi stirrealist yapitlarin ortaya ¢ikis
strecleri nedir? BM
Gecmis otuz yilima baktigimda, bu heykellerime seri
olsunlar diye baslamadigimi hatirliyorum.Bendeki etkileri
dogrusal bir zamanda da ilerlemiyor. Mesela Ruh Esleri;
dnce tagtan yonttum, kalibini alip icine bronz déktiim.
Maddeleri farkli formlari ayniydi. Tam ortalarindan
birbirini terazileyen yatay bir cizgi gibiydiler. Tarihi
2009. Ikinci yaptigim ‘Ruh Esleri"ise 2016 tarihinde;
dnce direk alci ydntemi diyoruz biz, yas alcyr dogrudan
ne cikacagini disiinmeden calismaya bagladim, daha
dnce calistigim sézle dolu ismini verdigim heykellerime
benziyor diye diistindiim ama bir taraftan da gék cismi
gibiydi, yercekimsiz ortamda dénduguini hayal ettim.
Kalibini aldim fiber déktiim ve sonra da bronz déktim.
Ruh Esleri oldular. Anadolu’ beyaz tek bir tag heykel,
Anadolunun Evreleri” ise bu heykelimden cektigimiz
fotograflar yan yana koydugumuzda cikan bir serigrafi,
Ay'in evreleri gibi... Gékytiziinde Yalniz Gezen Yildizlar
icin yazdigim siirde bu heykellerimin yapim stireclerini
tarif etmeye calistim.
Beyaz bir tag aradim
Bembeyaz
Derken
ki, iic, drt, bes oldular
Yontarken
Sik sik
"hafiflemek...
geciyordu icimden
".hafiflemek ...
Giin ... agir...



Gece ... adir..

Hava.. agir...

Diis .. agr..

Beyaz .. adir.

Siyah... agir..

Tas ... adir..

/gim... agir..

*..hafiflemek...”

Derken

Gecenin icine yildiz

Icime kozmos

Beyaza siyah

Tasa hafif kattim...

Katarken

Annem ses olup

Mirildand,

‘Gékyiiziinde yalniz gezen yildizlar,

yer yiiziinde sizin kadar yalnizim..”

Dinya'nin Tim Sulan Birbirine Akar, etrafimda cok
konusu gecen, her tirlt aynmcilik hakkindaki hislerimle
ilgili. Bu heykelim iki tanedir; ilk yaptigim tas, 2metre
boyunda ve Izmit Universitesi rektérlik binasi éniinde
duruyor. Ikincisini bronz ve 2008 yilinda tamamladim.
2015 yilinda da Almanya’nin Wiesbaden Sehri park
koleksiyonuna dahil edildi. Bu iki biiyiik slcekli, kamuya
ait heykelimin form &zelliklerinde, geleneksel referanslari
oldukca acik bir sekilde okumak miimkiindar. Icerik ise
dzneldir. Dig gézle analiz etmeye calistigimda, en cok
hoslandigim sey budur; gece ile giindiiziin birbirinden
farkli olduklarini diistiniirken onun ayni zamanda bir giin
oldugunu farketmek gibi...

Ara sira sinema icin sanat yénetmenligi ve endustriyel
tasarimlar yapmakla birlikte, heykelle ve sanatla ilgili
olan anilanmi da yazarak belgeliyorum. istanbul'da
Oturmak ise tic oturma elemani tasarmiydi. Liferli
Dubleks Sandalye; dogdugum sehre, Ust Giste otursak
da bizi tagimaktaki becerisine bir vgi. Altinbounuz'da
gtin Batimi; kocaman ikonik bir bakigin icinden ¢ciktigi
balik, Galata Tombe; Afyon tagindan yapilmis minderin
tizerine diigmiis ve giderken bakirdan ornamentlerinin
izini birakmis Galata K&priist.

2008 yilinda Didim'de uluslararasi tag heykel
sempozyumunu diizenledim, ‘Shh My Land'i de o
zaman yaptim. Cocukluklarini 1970’li yillarda Tarkiye'de
yasamis olanlar, 2000'li yillar arasindaki farki bilirler. Ben
kendi cocuklugumun ilkesine bu yapitla veda ederken
sessizlik diledim. NS

5. Yapitlarninizin Anadolu killtiirlerinin bellegine, geleneksel
simgelere carpici géndermeleri var; bu géndermelerin temelin-
deki bilginiz nedir? BM
Mimar Sinan Universitesi Oditoryumu'nda bir seminer
verilecekti. Prehistorik Dénem'de miizik.
Filiz Ali'nin arsivinden dinleyecektik. Konu olagan st
ilgimi cekmigti. Oditoryuma gittigimde sadece birkag
kisi vard), Filiz Hanim ¢ok kisa bir sunum yapti ve gitti.
Bilmedigim bir seydi ve arastirmaya devam ettim; sonra
master programina girdim ve Anadolu Prehistoryasi'nda
bicim icerikli tezimi verdim. Prehistoriklerle ti¢ yil stiren
tez asamamda kurdugum empatinin dayandigj temel
unsur, kullandigimiz camur, tas, bakir gibi maddelerdi.
Yazinin olmadig, diigtincenin maddeye déniserek bize
kadar ulastig binlerce yillik insanlik tarihinin izlerine
dokunurken Catalhdyiikde yasamig insanlardan ¢ok da
farkl olmadigimi distindtim.
Belki de bu sebeple, Diinya Prehistoryasina da
duydugum ilginin devam etmesi buradan geliyor. Belki
de batili filozaflardan farkli olarak, zamanin noktasal
olabilecegini 8neren antik cag dogu filozoflarina bu
sebeple kendimi daha yakin hissediyorum. NS
6. Urettiginiz agag ve yaprak yapitlara bakinca, Tiirkiye'deki
agac katliaminin varligini animsamamak olanaksiz; siz tam bu
olumsuzlugun kargisinda bir tiretime emek veriyorsunuz. Bu
yapitlarin olusum stireclerini anlatir misiniz? BM
Finlandiya'ya bir dénem cok sik davet edildim, sergi ve
sempozyumlar icin. Ilk gidisimde ucagin penceresinden
bakarken ucsuc bucaksiz yemyesil, agaglarla kapli bir
yerylizii gérdiim. Buzullarin en son cekildigi, granit
ylizey Uzerindeki bir kang topragin ve doganin herkes
tarafindan bebek gibi korundugu Diinya'nin kuzeyinde
bir tlke.
Turkiye'deki durum ise gittikce suurunu daha cok
kaybediyor.
Yaprak Agaclan” yapiyorum, parcanin biitiin oldugunu
diistindiigiim icin... Bazen onlan bazalttan yaptigim
‘Ksklerim cin Bir Eviin en tistiine yerlestiriyorum.
Ahsabin Rilyasi ise varligimizin bu kadar kirllgan
olusunun sizisiyla tekrar agag olabilmek igin cabaliyor. NS

7. Burada sizin yurdisina en cok davet edilen bir sanatgi
oldugunuzu da hatirlatarak, bu “sempozyum” etkinliklerinde
ve yerel ydnetimlerin &zel siparislerinde ilk deneyimlerinizden
bugtine neler yagadiniz, hangi heykelleri hangi nedenlerle
Urettiniz? BM



Akademiye basladigim zamanlarda bilmedigim bir seydi
maddeyi bicimlendirmek. Maddeyi bicimlendirmeyi
dgrenirken ise yasayacagim otuz yil icinde davetler
alacagimi ve diinyayi heykel yaparak 6grenecegimi
bilmiyordum. Tipki bugiin yarinin bana neler getirecegini
bilmedigim gibi.

Arjantin'de ahsaptan ‘Fikrimin Ince Gult'nii ‘agka
adadim; soyut dallar, ksklerinin ev oldugu bir formdan
birbirlerine dolanarak yiikseliyordu. Hindistan'da
bronzdan *Vipassana, Giinebakan Sabah’i ‘an'a adadim;
onsekiz Ulkeden gelen heykeltiraslar ve Hindistan'in

her bslgesinden gelen otuz kadar usta asistanla ayni
yerde calisiyorduk. Sanatgilar icin tasarlanmis bu cennet
mekanin disinda farkli bir hayatin sesleri geliyordu.
Gurular sabaha kadar ayin yapiyorlardi. Aragtirmaya,
Hint Felsefesi ile yakinlik kurmaya bagladim. O

bslgede yasayan gurular ‘an’i oldugu gibi yagamaktan
bahsediyorlardi, her seyi oldugu gibi algilamaktan...
Bunun adi da Vipassana idi. Kirkbes giin kaldigim bu
sempozyumda vipassana ile ilgili serigraf baskilar da
yaptim ve prehistorik dénemde yapilan bronz dékiim
yontemlerinin burada hala devam ettigini gérmekten
inanilmaz heyecan duydum. Finlandiyada buz ve
camurdan yaptigim ‘Ice and Clay’ iki kiilttriin, Kuzey'in
buz ve Anadolu'nun toprak kiiltiirtiyle beraber, tic

ay boyunca lzerinde sergilendigi buz tutmus Baltik
Denizi'nde eriyip tiim sulara karismasi ile ilgilidir.
Gegtigimiz yil mimar Cem Sorgug, Bursa Belediyesi'nin
bir anit istedigini ve beni &nerdigini sdyledi. Gériismeye
gittigimde, géclerle olugmusg bir sehir olan Bursa ile ilgili
bir heykel tasarlamam istendi. Iki proje tasarladim. Bronz
ve Bursa Tag’'ndan tasarladigim bu anitlardan biri ‘Gé¢’
digeri de “Yurt Aniti'yd.. Ikisini de kabul ettiler. On ay
stiren calismamizin tag bélimleri Afyon'da, bronzlar ise
Istanbulda tamamlandi. ‘Géc¢ Aniti’ tizerinde leyleklerin
uctugu stitunun Ustiinde yuva kurmus bir leylek ailesiydi.
Bursada 19 yy'da kurulan Turkiye'nin ilk leylek hastanesi
‘Gurabahane Laklakan'a da kiictik bir selamdir bu
calismam.

Yurt Aniti’ ise kuslarin siginabilecekleri niglerle dolu dért
stitunun tzerinde duran bir ev. Bu niglerden bazilarinda

bronzdan giivercinler var. ”. NS

8. Bu sergiyi hazirlarken sergi mekani ve galerinin bulundugu
bélge sizi etkiliyor mu? Bu etkileri nasil denetliyor ve yénlendiri-

yorsunuz? BM

Dolapdere kalp atiglarinin kuvvetle hissedildigi bir

semt. Yagam direnci kokuyor sokaklari. Bu direnc tam
kontrast olusturacak sekilde tasarlanan Arter, Plevneli
vb. galeriler, tasanim otel ve isyerleri ile daha da belirgin
hale geliyor. Evliyagil Dolapderede su giinlerde yer alan
sergim Ferah Feza ise karmasa ve dinginligin denge
aradigi bir alan diizenlemesi olarak da degerlendirilebilir.
NS









BERAL MADRA

INTERVIEW WITH
NILHAN SESALAN

1. Your solo exhibition which will open in Evliyagil Dolapdere in
2020 will once again bring into question contemporary issues
of nature and ecology in the context of your works” conceptual
framework, morphology and aesthetics. We dealt with the same
issues in Istanbul Biennial in 2019: Seven Continents and we
opened an exhibition titled Choose One Master: Nature, which
included one of your works. These aside, since the beginning of
your career as an artist in the 1990s, you have been producing
work which focuses on nature and traditions which relate to
it; particularly your stone and woodwork demand attention.
Ecological awareness in the 1990s was not what it is today; with
what kinds of feelings and intentions you began producing your
work? Could you elaborate briefly on your earlier works? BM
As a young adult who was in her early twenties in the
90's, | was approaching everyday life, and everything
humans called ‘progress” in quite a curious manner, and
the universe which we all are a part of excited me.
The two sculptures | named “Seed” embraced their red
interior with their yellow bark in a single-pace juniper
tree. When | look back at these works which were my
first original compositions, | also notice the timidity in
those works which was brought about by our existence
within this oscillating universe.
The work we produced together with my sister Fetiye
Boudevin in Kassel Germany in 1991, a copper dome
supported in a makeshift manner by wood traverses
arranged in a pentagonal form, named ‘Soft G’, was
standing in in the line between the micro and the

macro, the everyday life and the universe.

While the series “Those Who Come but Won't
Leave” haunted me for six years, which took shape with
terracotta, copper and bronze, the fig leaves on abstract
idols continued as “Leaf Trees” after 1996.

| have started writing poetry in this period.

For fifteen years

I mostly wake up, thinking

“Today I will do what | want to do”

and find myself in my studio.

I make sculptures, draw patterns and write,

And play with my cat if all else fails.

| sat ruminating on trees while we play,

And imagine them as the universe itself.

I become the leaves,

and sometimes I'm torn away by the wind

and | hang on to it, leaving a mark behind,

The mark remains, but | disappear...

| have made my sculpture 'SSS” out of wood, iron and
bronze in Japan in 1998, which takes its influence from
the leaves of the white lead tree, that have seeds in
them. The impacts of this sculpture and its sensation
accompanied my water colour paintings, collages

and silkscreens. | was staying at a house allocated to
artists which was originally owned by a family in the 18
century who earned their living by producing silkworm:s.
In this traditional Japanese house in which | have spent
thirty days, there were haikus written in ink on walls
made out of ‘washi paper’. | collected wood chippings
during the period | was making my sculpture, and han-



ged a roomful of them with fish lines from the ceiling
to the floor. In the beat-influenced videos recorded by
Takumi Endo, the wood chippings which were scattered
around the place and the 3D chippings within the
space were mixing on the screen placed right behind
the installation. | named this work “Infinite Smalls”. All
the data which accompany my works like this one and
any future ones such as installations, paintings, poetry,
performance, animation and so on can be thought of
as formulations of my process of sculpturing. | made
the sculpture "Asia Leaf Tree” around the years of my
daughter’s birth. It was my first large scaled, 3D marble
sculpture made for public space. | celebrated the birth
of my daughter with this artwork and arranged all the
surplus marble pieces | gathered while | was making
the sculpture as a majestic shadow of a little sapling.
That little sapling was both me and my daughter. This
sculpture is now standing in front of the Turkan Saylan
Cultural Center. | continue making sculptures such as
"Genetic Leaf Tree”, “Pollen Age”, "Karma Leaf Tree”,
"How Green Was My Valley”, “The Place Where The
Winds Rest” etc. afterwards. NS

2. What kind of a purpose do sculptures or three-dimensional
works have in the context of object fetishism and popular en-
tertainment and culture imposed by consumerist economies?
With what kind of knowledge should the audience approach
sculptures and three-dimensional works? BM

| have simplified the way | perceive sculpturing and

divided it as artist sculptors, technician sculptors and

object makers whose products aim to serve pop culture.

They can switch lanes at times, but | feel like this
generalization would have resonances throughout the
world. While thinking that life needs us all, I'm curious
to experience what social and historical cultures will
embark on. NS

3. Considering the ideological contexts of the monument
making in Turkey, do you think you can impress a wider
audience through recent concepts, forms and liberal thought
systems? How could this hurdle be crossed? BM
If we consider the twentieth century, ideological
monument-making now appears to be replaced by an
instantaneous consumption medium: the social media.
Today leaders who are trying to impose their ideologies
can be viewed side by side on mobile phones which are
in constant use even while walking in the streets. They

find ways of infiltrating our lives one way or the other.

| think | could ask this: if the goal is to create some kind
of a perception, do social media and monuments have
not the same function? Could the Statue of Liberty

be serving a particular purpose; providing the United
States with a social impunity? Can we imagine United
States without that statue?

In Turkey, there are very few monuments whose
ideologies match their aesthetics. At present in Far East
countries like China there are thousands of sculptures in
hundreds of different parks; these countries accumulate
sculptures made by living sculptors from around the
world. What they are telling is: “we are the best in
sports, and we will be the best in art too”. But while I'm
strolling through these parks which are full of monu-
ments made by different artists from the world, what |
understand is something entirely different; this is a field
of knowledge and experience which is much different
than anything produced through words, writing, digital
media and so on. I'm curious, to what extent these
monuments which are produced with an existential
concern by artists, most of which are my friends, match
the ideological framework of China, which hosts these

sculptures? NS

4. You usually produce your artworks in series; but sometimes
we can see individual works as well. Can you say a few words
about some of the series you made such as “Soul Mates”,
"Phases of Anatolia” and “Lonely Stars in the Sky”? How did
some of the surrealist artworks like “All Waters of the Earth
Intertwine”, the chair you made for the Istanbul Design Week
and the marble sculpture named “Shh My Land” take shape?
BM
When | look back at the last thirty years of my life, |
remember | did not intend to make these artworks in
series. The effects of these on me are not progressing
on a linear time. For instance: | carved the “Soul Mates”
out of stone at first and made molds accordingly, | cas-
ted bronze into those molds after that. Their materials
were different, but their forms remained the same. They
were like some horizontal line which balances itself right
from the center. | made that in 2009. The second one
| made was in 2016. There is something we call a direct
plaster method; | started working on wet plaster without
thinking much about the end-product. | thought it
looked a bit like my earlier sculptures called “Full of
Words”; but then again it also looked like some celestial

body, | imagined it spinning somewhere without gravity.



| created a mold, put some fiber and then bronze. They
became soul mates. “Anatolia” is a white, individual
stone sculpture, and “Phases of Anatolia” is a silkscreen
that emerged when we lined the photographs of this
individual sculpture next to each other, like the phases
of the moon... | actually tried to describe the production
process of the series “Lonely Stars in the Sky” through a
poem | wrote.

| searched for a white stone

Snow-white

Just then

They mounted up

Became two, three, four, five

| frequently thought of

".Being at ease...”

While | carved

.Being at ease...”

The day ... heavy..

The night ... heavy..

The air .. heavy...

The dream .. heavy..

White .. heavy ..

Black... heavy..

The stone ... heavy..

| am heavy... within..

.Being at ease...”

Suddenly

| blended stars into the night

The universe to my inner self

White to black

Lightness to the stone...

While | blend

My mom, transforming into a voice

Murmured

“The lonely stars in the sky,

| am alone in this world just as you are...”

"All Waters of the Earth Intertwine” is about the feelings
| have towards all sorts of discrimination which are
issues frequently discussed in my milieu. This sculpture
is formed of two pieces; the first marble block | made

is 2 meters long and stands in front of Izmit University's
Rector’s Office. The second one is made out of bronze
and was completed in 2008. It was added to the public
garden collection of Wiesbaden in Germany in 2015.
Traditional influences can be observed clearly in the

formal qualities of these two large sized and public-

ly-owned sculptures. However, meaning is subjective.
When | try to analyze them from an outer perspective -
which is my favorite activity — it is like realizing although
day and night are different from each other, together
they form a single day.

Together with working as an art director and industrial
designer for some movie projects, | also write memories
| have of sculpting and art to properly document them.
”Chairs for Istanbul” was a project that focuses on
seating elements that were designed for the city of
Istanbul. The “Duplex Chair with Blue Fish” is a tribute
to the city where | was born and its ability to carry

and support us although we piled up on it. “Sunset

in the Golden Horn” is a massive, iconic glance that

is emerging from the belly of a fish and the "Galata
Tombé” is the depiction of the Galata Bridge which

fell down upon a cushion made out of Afyon marble
and left its ornaments on its surface before it went
away. In 2008, | have organised the International Stone
Sculpture Symposium in Didim and | made "Shh My
Land” in that event. People who lived their childhood

in 1970’s Turkey are quite aware of the difference
between 70s and 2000s. While | was bidding farewell to
the country of my childhood with this sculpture, | only

pleaded silence for it.

5. Your artworks make powerful allusions to the memories of

various Anatolian cultures and traditional symbols; where did

your knowledge that lie beneath these references come from?

BM

There was a seminar that was going to be conducted
in Mimar Sinan University Auditorium. It was about
music in the prehistoric age. We were going to listen
pieces from Filiz Ali’s archives. The subject intrigued
me greatly. When | went to the Auditorium, there were
only a few people there. Mrs. Filiz Ali gave us a quite
short presentation and left. The topic was something
that | did not know of, so | kept doing a research on

it; | started a Masters program after some time and
eventually completed the degree with a thesis on form
in Prehistoric Anatolia. During my three years research
period, my empathy with the prehistoric relied on the
materials we used such as clay, stone, and bronze. As |
was touching traces of a thousands of years old human
culture without writing, in which thoughts turned into
materials, | felt that | was not so different from those

people who lived in Catalhsyiik. Perhaps this is the



reason why my interest in Prehistoric World has not
withered away. Perhaps | feel closer to Ancient Eastern
philosophers, who, unlike their Western counterparts,

suggested that time could be measured with points. NS

6. When we look at your tree and leaf shaped artworks, it is
impossible to ignore the tree massacres taking place all around
Turkey; you put all your effort to take a stand against this
damaging act. Can you tell us about the production processes

of your artworks? BM

| got frequent invitations from Finland for various
exhibitions and symposiums. When | got there for the
first time, | have seen a piece of our world covered in
vast and lush forests while | was looking through the
plane window. A country located on the northern part
of the world, where icecaps melted the latest, and
where its nature above a handful of granite surface is
cherished by everybody. The situation in Turkey just
keeps getting worse. | make “Leave Trees” because |
believe one part is actually the whole... Sometimes |
place them right on top of “A House for My Roots”
which | made of basalt. "Dream of Wood” is still trying
to become a tree again while aching with the fragility of

our existence. NS

7. Having put an emphasis on the fact that you are an artist
who gets frequent invitations from abroad, | would like to ask
what did you experience while you were in those “symposiums”
and while you were producing artworks commissioned by

local authorities; and what are the reasons behind some of the

sculptures you made? BM

| did not know how to give a form to things when | was
in the academy. While | was learning how to do it, | did
not know | would get invitations during these thirty
years to perceive the world through the art of sculpting.
Just like | cannot know today what tomorrow will bring.
| dedicated my sculpture “La Rosa Setul de mi Mente”
to ‘love” when | was in Argentina; in this work, abstract
branch-like figures interlace and rise through a form
whose roots depict a house. | dedicated the “Vipassa-
na” and “Sunflower Morning” to "the moment’; when

| was in India we were working together with sculptors
who came from eighteen different countries and
professional assistants from every part of India. There
was a different sound coming from the outside when
we were in this idyllic place designed for artists. Gurus
were chanting and conducting a religious ceremony

until the sun rose, | started researching and establishing

an intimate relationship with Indian philosophy. Gurus
lived in that area talked about living in the present
moment and perceiving everything as they are... The
name of this concept was Vipassana. In this symposium
which took forty-five days, | also made silkscreen prints
on Vipassana and it was unbelievably exciting to notice
that the bronze casting methods used in the prehistoric
ages were still being used here. “lce and Clay”, which

| made out of ice and mud in Finland tells the story of
two cultures, ice in the north and clay in Anatolia; slowly
melting away together in the frozen Baltic Sea on which
the sculpture was also on display for three months.

Last year, architect Cem Sorgug told me that the
metropolitan municipality of Bursa wanted a monument
and he referred them to me for the project. When |
went to the municipality for a meeting, they said they
wanted me to create a monument about Bursa, a city
established through migrations to the area. | designed
two projects for them. These two monuments which

| named “Monument for Migration” and “Monument
for Homeland” were made out of bronze and a special
type of stone extracted from the Bursa region; the
municipality approved both. The whole project took ten
months to complete and the stonemasonry part of the
project was carried out in Afyon while the bronze work
was produced Istanbul. "Monument for Migration”
portrayed a family of white storks which built a nest on
top of a pillar covered in flying stork reliefs. It is also an
allusion to ‘Gurabahane i Laklakan’ [ The Poorhouse of
Storks], the first veterinary hospital established solely to
treat sick or injured storks of Turkey in Bursa in the 19t
century. "Monument for Homeland” is a house which
stands on top of four pedestals and these pedestals are
covered in recess designed for birds to take shelter in.

There are bronze pigeons in some of those recesses. NS

8. Does the neighbourhood have an effect on your plans for

the exhibition? How do you control and conduct these effects?

Dolapdere is a neighbourhood where you can feel heart-
beats strongly. The streets resonate with a strong will to
live. This becomes much clearer when it is accompanied
by art spaces such as Arter, Pilevneli, boutique hotels
and workplaces whose designs create a total contrast.
My current solo exhibition “Ferah Faza” in Evliyagil
Dolapdere can be interpreted in terms of a designed

space where chaos and tranquillity seek harmony.









NEVZAT SAYIN

INCELDIGI YERDEN
KOPMAYAN TAS

Kesilerek bicimlendirilmis ama parlatilmamig beyaz tagin
puriizsliz ylizeyi icinde beliren sedefi beyaz kristaller, beyaz

bir gecenin yildizlar gibi, icinde olduklari som beyazdan daha
beyaz gériiniyordu...Tagin egrisel yiizeyi, geriye dogru incelerek,
bukuliip giderken o kadar inceliyordu ki, ardindaki 1511 icine alip,
bu yana geciriyordu... Arka tarafi gérmiyor ama biliyordum;
buradan daha aydinlik bir yer olmaliydi... Parlak bir 1gik

usulca siziyordu tagin en cok inceldigi yerinden... Isigin birazini
kendinde tutup, birazini bu yana salan tagin, neredeyse kopacak
kadar azaldigi derin cizgi icindeki beyaz i5ik, tas kalinlastikca
azalip, pembelesiyordu... Isigin beyazindan tagin beyazina

dogru giderek, 15tk geciremeyecek kadar kalinlagan tag, icindeki
kristalleriyle yeniden bembeyaz oluyordu... Siyah sinir cizgileri
olmasa, sonsuza kadar uzayip gidecekmis gibi duruyordu egrisel
beyazliklar... Inceldigi yerden kopmayan beyaz tasin sirri bu

incecik siyah cizgiler olmaliyd...

Semai
2020, tas ve kalici miirekkep stone and ink,
yaklasik olarak approx, 45x40x35 cm






NEVZAT SAYIN

THE STONE

THAT DOES NOT BREAK OFF
OF ITS THINNEST POINT

The iridescent white crystals that appear within the smooth
surface of the carved but unpolished white stone, seem whiter
than their actual pure white, just like white stars gently floating
in the night sky... While it was bending and getting thinner
rearwards, the curvilinear surface of the stone was getting so
thin that it was allowing the light to pass through itself... | was
not seeing the back end, but | already knew it; there must be a
place brighter than this.... A radiant light was seeping through

the thinnest spot of the stone...

This white light inside a deep line within this stone, which
absorbed some of the light, and reflected the rest, was

decreasing and turning pink as the stone thickened.

The stone which was thickening to the point of opacity was,
with its crystals inside, becoming snow-white again as it went

from the whiteness of the light, to the whiteness of the stone.

The curvilinear whites looked like as if they would stretch
throughout eternity, only if there were no black border lines...
The secret of the white stone which does not break off of its

thinnest point must be these black lines...

Sézle Dolu Serisi

Full With Words Series

2010, tuval tizerine akrilik arcrylic on canvas,
6 parca her biri 6 pieces each 50x50 cm

Ruh ikizleri - Soul Twins
2009, tas ve bronz stone and bronze,
2 parga pieces 150x40x28 cm






EVRIM ALTUG

VARLIGIN FERAHLIGI,
YOKLUGUN FEZASINDA

Heykeltirag Nilhan Sesalan ile, 2018'de Istanbul Tepebagi Art
ON Sanat Galerisinde sanat elestirmeni ve tarihcisi Sezer
Tansug (1930-1998) anisina 20 yil sonra diizenlenen 99 Kare'
glincel sanat sergisi projesi cercevesinde tanigtik. Onu, Ahmet
Hamdi Tanpinar'in romani ‘Huzurdan ilham aldig), Ferah Fezd’
isimli calismasi vesilesiyle kesfetmis oldum.

Bu yazi da, Sesalan’in yine ayni isimle, Evliyagil Dolap-
derede 15 Subat - 6 Nisan 2020 arasinda diizenledigi kisisel
sergisine, tipki Turk Sanat Musikisi'ndeki ayni isimli makam
misali"refakat ediyor’ olacak.

Daha &nce de belirttigim gib?, Sesalan'in 18 pargay bir
araya tasidigi yeni sergisinde de, farkli materyallerle iki katta
izledigimiz yapitlarina genel bir bakis getirecek olursam, kibar,
akiskan, soyut kompozisyonlar seciliyor diyebilirim.

Sesalan, his ve bilgiyi, icgtidisel bir samimiyet ile ‘aradigr
en misait malzeme veya renkler araciligiyla harmanlayan bir
sanatcl. Calismalarinda ickin ve agkin olani, gélge ve dokuya da
nezaketle, gerek kabuk’, gerek ‘tirnak’, gerekse’ beden’sellegen
bir yorumla bir araya tagiyor. Maddeyi de, manayi da ziyan
etmeyen bir empatiyle yaratirken, ciisse ile zerre arasinda
herhangi bir aynmcilik yapmiyor.

Sesalan'in Evliyagil Dolapdere sergisi, AICA Tiirkiye
Onursal Bagkani, sanat yazari ve elestirmeni, BM Sanat Merkezi
Direktsrii Beral Madra kiratérligiinde izledigimiz 2010-2020

arasi ortaya koydugu, tas, bronz, serigrafi baski, tuval Gizerine

1 https://www.turksanatmuzigi.org/makamlarimiz/ferahFeza-makami/

2 99 Kare sergi yayimi, 2018, Sesalan ile ilgili bslim, E.A.

akrilik, alci, fiber, bronz, tag, bakir ve kalici mirekkep ile, cesitli
teknikleri harmanladig isleri kapsiyor.

Sergi, daha iceri girmeden, cam cephesinde insana kozmik
bir ‘akvaryum’ hissi veriyor. Madra'nin da isaret ettigi gibi,
serginin enformel ve formel (iceriksel ve bigcimsel) DNASsi,
arkeolojiden biyolojiye, kozmolojiden antropolojiye oldugu
kadar, sanat tarihsel referanslariyla da yogunlasiyor.

Yapitlar, kucaklayici, aragtirmaci, déniigiim ve degisime
acik, feminen, fakat bununla beraber dogurgan da, tretken
de olabilen, cogul(cu) bir karakter ortaya koyuyor. Tipki, sergi
girisinde bizi ‘hale’ / ‘aurasiyla kargilayan ‘Efesli” Artemis (Ay
Tanricasi) heykeli referansina sahip, ‘Samanyolu’ gibi.

Bu miicadeleci, mitolojik, cogul cinsiyetli karakterin
gokselligi, hakeza, Tanpinar'in ilk kez 1948 yilinda Cumhuriyet
gazetesinde tefrika edilen, ardindan Remzi Kitabevince 1949'da
kitap olarak okurlara sunulan ve temelde Miimtaz ile Nuran
isimli iki kisinin sevdasini isleyen ‘Huzur’ romaninda (sf. 329)
betimledigi ‘Ferah Fez& makamina da sinmis gibi.

O sessizligin evrensel yogunlugu, burada sanirz yeniden
hatirlanmayi hak ediyor: .."Emin Bey'in neyi, &yini bitiren iki y&riik
terenniimin ikisini de caldiktan sonra, kisa ve renkli yiiriiycisiinde
bir sema4 haritasini ¢izer gibi, birkagc makamin burcunu birbiri
ardinca dolasan bir taksimle,bu yériiklerin cok dedisik ferahfeza-
sindan, baglangicin biiyiik nagmesine, etrafindaki her seyi bir
hasret ocadji yapan nagmeye gecti ve orada sustu...”

Aslina bakilirsa, sanatci 99 Kare projesi sirasinda sundugu
Ferah Fez&isimli, kare cisimli, Afyon mermer tasi malzemeli
soyutlama calismasi tizerine o giinlerde konustugumuzda,

ilgili muzikal terimi tabir ederken ‘tok, hacimli ve genis’ tabirini


https://www.turksanatmuzigi.org/makamlarimiz/ferahfeza-makami/

kullanarak, bu sergi biinyesi icin de hayli nemli bir anahtar
vermis oluyor.

Kadinsi, hayat bir akisik uyaricilik icinde, ‘cayir’ kirmizi kaideli
islerin beyaz duvarlarda konakladigi bu sergi atmosferi - Fezasi
- uzaminin, tok, hacimli ve genis diyebilecegimiz, ‘akvaryum’a
yakinhiginin tiirli kékenleri yok degil:

Isik - gélge oyunlari ile, halen acik semt pazari ile varolus
miicadelesine devam eden kozmopolit Dolapdere halki ve
onun da gerisinde yikselen Arter Cagdas Sanat Miizesi'nin
cephe - silueti tizerinde kipragan ‘motif - organizma'larla, bu
'yiizer' uzay, kendini Evliyagilde, zamanin hizi ve géreceligiyle,
mesk icinde belirliyor.

Pencereden beri var olmaya baslarken, her iki tarafi da
gdzeten bu ‘varliklarin hem tekil, hem de kolektif bir enerji
icinde trettikleri, cogul suretli, dinamik, yabanil bir enerjiyi
andinyor. Bu his, bir yaniyla da Sesalan’in hayal &leminin ‘yerlisi’
denebilecek bir form / norm olarak, tiirlii hacim ve maddelerle,
sergide zuhur ediyor, dolasiyor, ucuguyor, veya kimi yapitlara
siniyor, yapiglyor.

Bu yéniyle, sanatginin Tirk Sanat Miizigi bestelerine de
génderme yapan isimlerle (Ornegin, ‘Gékytiziinde Yalniz Gezen
Yildizlar, 2016, tas, 23 x 22 x 20 cm. veya Samanyolu, karisik
teknik, 2017)) ‘lik hale getirdigi bu cfisimler, boslugun icindeki
potansiyel manzara ve duygulanimlar da, algilanabilir, sezilebilir
kiliyor. Dahasi, onlari gece(-ler) kadar akiskan, sonsuzlugu
vaat eder bir melankolik, géksel, déngiisel atlas icinde, sakince
cuisseliyor.

Zaten Ferah Feza da kendini en ¢ok geceleri, mahrem
sessizliginde, o da kendisine yeterince duskiin, niyetli, zler
olursaniz, yogunlagip, Sesalan’in ima ettigi ic ve dig evrenin
yaklasikligina asik / hemhal oldugunuz nebzede, belli ediyor.

Bu noktada en ilging ironi, belki de ebedi ve klasik bir soyut
- hareketli resim olarak g&kselligi, yerin ‘eti / maddesiyle ima /
temsil (Mimesis) stireci ve diizeyinde ortaya cikiyor. Sanatgl, tag
gibi agr, dilsiz bir materyalin ‘beyaz 1§ tizerinden onu gékytizi
kadar hafif, ama icerdigi yildizlar kadar sayisiz pariltili hale
getirme egilimine giriyor.

Sesalan bir yandan da gerek oval, gerekse geometrik
formlar verdigi bu maddelegmis mana ‘an’laryla, trettigi
gokytizii ‘bedenlerine hem ucu bucagi olmaz mesafe ve
yogunluktaki Astronomik atlaslarin bicare ‘aklini, hem de
duygusalligini sinngalamis oluyor.

Nilhan Sesalan, sanki 6te yandan, bu enginlikte trettigi
miitevazi ruhani ‘akvaryum'u vesilesiyle, Mevlevi derviglerinin
tekkelerde ortaya grupca koyduklari déngiisel ayin hareketlerine

de selam ediyor. Semazenlerin, gékyiizii olma tecriibesi

yasayan Sufilerin ic ile dig alem arasinda yaptiklari tasiyici,
ferahlatan hareketi caginir bu cesitlilik, kendini mikro - kozmosun
paha bicilmez ‘esya kataloguna yaptigi referansla da belli ediyor.
Zaten, sergideki yapitlar arasinda tas ve mirekkepten menkul
bir yapitin ismi de, Semai olarak kayda gegiyor.

Insani teskin eden, adi tizerinde, onu bilincin aski ve askin
bilinci ile ferahlatan ayni makama ait tininin ruhsal ‘capasina
tutunarak yiizeyinde gezindiginiz bir yalin form denizi bu.

Yildiz Adaclari’, Ruh lkizleri’ ve Ay Isigi’ art arda, bilincinize
Uststiyor. Tepenizdeki turkuvaz yildiz dallarinin kirlganligina,
gdkytiziinde birer dilsiz bulmaca gibi ¢éziilmeyi bekleyen
binlerce igilt arasinda zeka ve sabir ile kurulup, asina olunan
yollar rehber oluyor. Bu hissiyat, neredeyse sergilenen eserlere
nefes olurcasina, Huzur romaninda Tanpinar'in kalemiyle séyle
slumstizlestiriliyor:

“‘Hakikaten Dedenin Ferahfez Pegrevinde oldugu gibi,
fakat gériinmeyen neylerden yaprak yaprak dékiilen bir diinyada
idiler. Etraflarinda her sey ney nagmesi gibi yumusak, derinden
ve erigilmez sirlarin aynasi idi. Sanki cok rahmanf bir diisiincenin,
her zaafini yenmis bir agkin (st (ste kavislerinde dolagiyorlar, &z
hélinde bir yigin baharin arasindan geciyorlard..”

Sesalan'in Ferah Fez4’ sergisi ile, Tanpinarin miizik ve
edebiyata bakisi arasinda kurdugu iliskiye biraz daha yogunlasi-
lacak olursa, yazann Ulkii dergisinde 1944 yili 1 Subat tarihinde
kaleme aldigyi su ctimleleri de® yeniden animsamak, faydall
gorlntyor:

“Hakikat su ki; nereden ve nasil gelirse gelsinler bugiin bende,
mdsiki ile temasin dogurdugu tic sekil var ki, ayri ayri ruh haletlerini
karsilyor: Nagmeden bir agag, nagmeden bir yiikselis, nagmeden
bir yiiz... Ucti de bir duyus altinda sekillenmis iic riiyadir.”

Gercekten de, Huzurda Tanpinar'in (karakterlerinin) aradig,
Sesalan’in ima ettigi dlemin neredeyse desifresi olarak da
okunabilir. Tanpinar, romaninda yine su ifadeleri* kullanarak,
adeta sergideki yapitlarin (halet-i ruhiyelerinin) Diinyaya
tabirlerinin sevk ve idaresini gerceklestirmis gibidir:

“Bir katresi olarak yaratildigimiz ummani mi ariyoruz? Maddenin
stikinunun peginde miyiz? Yoksa zamanin ¢ocugu, onun potasinda
pismis bir terkip ve onun mazlumu oldugumuz icin gecen ve
kaybolan tarafimiza mi agliyoruz? Hakikaten bir kemalin arkasindan

mu gidiyoruz? Yoksa zalim zaman nizémindan mi sikéyet ediyoruz?”

3 Tanpinar, “Siir ve Riya II", Ulk, nr. 57,1 Subat 1944, aktaran, Hatice
Kiibra Gurer, Ahmet Hamdi Tanpinar'in Romanlarinda Esya' konulu Yiksek
Lisans Tezi calismasi. http://acikerisim.fsm.edu.tr:8080/xmlui/bitstream/
handle/11352/2925/ G%C3%BCrer.pdf?sequence=1&isAllowed=y

4 Ahmet Hamdi Tanpinar, Huzur, 5.286


http://acikerisim.fsm.edu.tr:8080/xmlui/bitstream/handle/11352/2925/G%C3%BCrer.pdf?sequence=1&isAllowed=y
http://acikerisim.fsm.edu.tr:8080/xmlui/bitstream/handle/11352/2925/G%C3%BCrer.pdf?sequence=1&isAllowed=y

Ve bir yaniyla da bu calismalar, Diinyaya adeta kavrula
kavrula damlayan, savruk, serseri ve sahipsiz evren taglar kadar
yorgun, bakir ve macerali ‘izler ihtiva ederler. Ya da kozmos
denen engin akarsuda asili kalmis birer resif’ / dékiintii olarak
basimiz Ustlinde ucugurlar. Veya, Ay is1§i'nin tag Gzerindeki
‘parmak izlerine déniigirler.

Bu acidan, Sesalan heykelleri, baski resim ve imgelerinin
kendi iclerinde belli bir ‘s6z dizimi” oldugu dustintlebilir. Bunlar,
birbirlerine haber vermekle kalmaz, bir arada da bagka mesajlara
olanak tretirler. Bu esneklik arayisi, sanatginin varolugsal
baglamda kendini gerceklestirme niyetinin de bir delili olarak
alinabilir.

Sanatcinin sergide yer verdigi ‘Ruh Esleri’ise, yine cisimles-
mis ve bitinlesik birer enerji giizellemesi olarak tariflenebilir.
Ilhan Koman'in (1921-1986) dinamik ve Sufi, deneysel, organik
ve oyuncul form arayigi, hatta Erol Akyavag'in (1932-1999)
uhrevi olanin fant formu yolunda Bati cercevesinden tasarak
verdigi ‘Hak arayigini cagiran re/formist cizgisellikte (Hat-yol)
eylemleridir bunlar. Ya da Kuzgun Acar'in (19281976) dénis-
tirlicti ama dogaya saygi durugunda bulundugu yirtici, samimi
formlandir. Veya Sadi Calik'in (1917-1979), dogada ve evrende
gizli geometriye adadigi saglam bakislardir.

Eserleriyle, akla Henry Spencer Moore (1898-1986) gibi, bir
cok egilimi biinyesinde demlemis heykeltiraglar kadar, Louise
Josephine Bourgeois (1911-2010) gibi kavramsal, feminist,
anitsal, modern-giincel yontuculan da getire sanatci, akademik
calismalarinda ise Anadolu ve Diinya Prehistoryasi tizerine
yogunlagmustr.

Sesalan’in isleri bu yéntyle insanlik tarihinin naif, samimi
‘betimleme’icgtidisiine gerek iki, gerekse tiglincii boyutta
kesinlikle sirt cevirmedigi gibi, geometrik soyutlama, gercekiis-
tictlik, bio-morfizm, modernizm, fovizm, art brut ve primiti-
vizm gibi estetik ve sanat tarihsel yaklagimlari da, sakincasiz ve
dzglrce, barigik bir merakla icsellestirmis gdrindr.

Anadolu’nun hafizasini, Diinya'nin uygarlik birikimiyle
hazmetmeyi bilen ve bunu adeta kuantum fizigine kosan bir
estetikle belirgin kilan sanatci, bazen, tag heykellerinde kendini
iceriden, disariya dogru, atmosfere direnc halinde yasadigini
belirtir. Boylece kendiligine daha da yakin oldugunu dene-
yimlemektedir. Ancak, Sesalan dogada veya evrende mevcut
siddeti fark ederken, bunu dénustiiremedigini de yadsimaz.
Zira, farkinda olsa dahi bu siddet, vahset, kisilik olarak onda
bulunmaz.

Bsylece, séz konusu egilimi ile Varoluscu bir tavir da
gésterdigi ileri surtilebilecek Sesalan’in varlik ve Diinya

bilgisinde, tipki yapitlarinda bulundugu gibi, 8lim de, yagam da

ayni clissede bir aradadir. Uzak da, yakin da birbirinden, géreceli
olarak, ama askin bir farkindalikla tiirer

Kendine ragmen, insanlik kadar. Dogarken, yasarken, teslim
olurken, evlenirken veya &liirken giyindigimiz gibi ; 8limstiz
beyazdir kalmasi amaclanan. Zaten yildizlar da &yle sonsuz
sayida, uzak ama, her birimizin kara yazgi ufkuna her gece

béylesine ayan beyan bir 1ssizlik hakikatinde serili degil midir?
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Samanyolu - Milkyway
2017, kansik teknik mixed media,
degisken boyutlarda various sizes



1 Ferah Feza
2019, tas ve kalici miirekkep stone and ink,
40x40x10 cm

2 Anadolu’'nun Evreleri - Phases of Anatolia
2015, serigrafi baski silkcreen print,
39x159 cm, 1/10 edisyon

3 Ruh Esleri * Soul Mates
2016, algi plaster, 48x38x28 cm
2016, fiber fiber, 48x38x28 cm
2016, bronz bronze, 48x38x28 cm






EVRIM ALTUG

THE RELIEF OF EXISTENCE
IS IN THE SPACE OF ABSENCE

We met the sculptor Nilhan Sesalan in the exhibition ‘99
Squares’, which was dedicated to the commemoration of the
art historian and critic Sezer Tansug (1930-1998) in Istanbul
Tepebasi Art ON Art Gallery in 2018. | discovered her through
her work ‘Ferah Faza  which was inspired by Ahmet Hamdi
Tanpinar’s novel “A Mind at Peace”.

Together with Farahfaza makam of Turkish Classical Music',
this article will be accompanying Sesalan’s new solo exhibition
that bears the same name with her artwork, ‘Ferah Faza which
was on display in Evliyagil Dolapdere in February 6 - April 6
2020.

As | previously mentioned?, if | were to bring some general
outlook to the artworks that were made out of different
materials and distributed across two floors in Sesalan’s new
exhibition where she collected 18 pieces together, | would say
that we see delicate, fluid and abstract compositions.

Sesalan is an artist who blends feeling and knowledge with
the most favourable materials and colours which she ‘seeks for’
with a visceral sincerity. In her works, she brings together the
intrinsic and the beyond sometimes through a ‘shell’, sometimes
through a ‘nail’, and at other times through an interpretation
which is an “embodiment” in itself while also paying home to
shadow and texture. Producing with an empathy which lets
neither the material nor the meaning go to waste, she does not

differentiate between bulk and particle.

1 https://www.turksanatmuzigi.org/makamlarimiz/ferahFeza-makami/

2 99 Kare sergi yayimi, 2018, Sesalan ile ilgili bslim, E.A.

Sesalan’s exhibition in Evliyagil Dolapdere, curated by Beral
Madra - the honorary director of AICA Turkey, art writer and
critic and the director of BM Contemporary Art Center; is
comprised of artworks produced between 2010-2020 during
which she blended materials such as stone, bronze, silkscreen
printing, acrylic, plaster, fiber, copper and ink with various other
techniques.

The exhibition conveys the impression of a cosmic
‘aquarium’ even before having stepped into the gallery. As
Madra herself addressed, the informal and formal (contextual
and morphological) DNA of the exhibition intensifies through
references to fields ranging from archaeology to biology, from
cosmology to anthropology and art history.

The artworks displayed have a plural(ist) character that is
embracing, investigative, open to alteration and conversion,
feminine but also fertile and productive at the same time.

Just like “Milkyway” which alludes to the ‘Ephesian” Goddess
Artemis (The Goddess of the Moon) who greets us on the
entry with its halo / its aura.

The ethereality of this contentious, mythological and
gender plural character seems to permeate through the ‘Ferah
Fez& magam which is described by Ahmet Hamdi Tanpinar in
his novel "A Mind at Peace’, a story of two lovers, Miimtaz and
Nuran. The novel was published as a series of chapters in 1948
in Cumbhuriyet for the first time, and later made into a book by
Remzi Kitabevi in 1949.

| guess the universal intensity of that silence deserves to be

remembered here:


https://www.turksanatmuzigi.org/makamlarimiz/ferahfeza-makami/

“Emin’s ney played the two yiiriik harmonies that completed
the ceremony, then moved through a brief and multihued
progression, a taksim that wandered the zodiac of melodic
progressions as if sketching a map of the firmament, before
moving from the distinct Ferahfeza of twinned yiiriiks to the
dominant melody of the prelude, a melody transfiguring
everything in its midst into a furnace of desire, before falling
silent.” (p. 496-97)°

In fact, when we talked about her square shaped, abstract
sculpture ‘Ferah Feza" which was on display at ‘99 Squares’
back then, Sesalan described this musical term as “full,
voluminous and broad”, giving us a key term for the exhibition.

In the exhibition’s atmosphere - it's Feza- which oscillates
with a feminine, vital, flowing stimulation and where the
artworks with ‘flaming’ red pedestals rest on white walls share
roots with a full, voluminous and broad aquarium.

This floating’ cosmos, with light and shadow plays, with
the cosmopolitan Dolapdere community who continue
their constant struggle for existence by keeping their district
bazaar open, and also with ‘motif - organisms’ flickering on the
silhouette of the Arter Contemporary Art Museum'’s facade
is located at the back of this bazaar, defines itself amorously
through the speed and relativity of time, within the walls of
Evliyagil Dolapdere.

Beginning from the windows, it reminds us of a
multi-image, dynamic, wild energy produced individually
and collectively by these entities which look out for both
sides. This feeling, which can be called a 'native’ of Sesalan’s
imagination as a form / norm, manifests itself through various
volumes and materials, wanders, flies around and crouches
down on certain works.

By way of this, these substances which the artist warms
by using names alluding to famous Turkish Classical Music
compositions (e.g. “Lonely Stars in the Sky”, 2016, stone, 23 x
22 x 20 cm. or “Milkyway”, 2017, mixed media, in various sizes),
allow potential scenes and emotions within the empty space to
be discerned and perceived. Moreover, Sesalan calmly reifies
these substances within a melancholic, celestial and cyclical
atlas, as fluid as night(s), promising eternity.

After all, Ferah Feza makes itself deliberate mostly at nights,
in confidential silence, and only if you are keen, intending, longing
enough to be able to concentrate on being one with, and in love

with, the proximity of Sesalan’s implied inner and outer universe.

3 Translator’s note: excerpt from: Goknar, Erdag, translator. A Mind at
Peace. By Ahmet Hamdi Tanpinar, Archipelago Books, 2008.

The most interesting irony here is, its ethereality as an
infinite and classic abstract - moving painting, emerges
through a process of representation (Mimesis) with the earth’s
flesh’, an implication with its materiality. The artist, through
its ‘whiteness’ intends to turn a mute, heavy material into
something which is as light as the sky, but as glittery as the
stars themselves.

Sesalan also injects these celestial bodies, produced
through elliptic or geometric forms and materialised moments
of meaning, with the sensuality and helpless rationality of
infinitely distant and dense Astronomic atlases.

On the other hand, Nilhan Sesalan, by her modest spiritual
aquarium produced in this boundlessness, greets the circular
ritual movements of Mevlevi dervishes. This diversity which
recalls the refreshing, transformative movements of whirling
dervishes, of Sofis whose experience is to become the sky,
manifests itself through references to the invaluable object
catalogue of the micro-cosmos. In fact, one of the works
made of stone and ink is named Semai (Ethereal).

This is a simple sea of forms that soothes and refreshes
people with the love of consciousness and consciousness
of love, where you hold on to the spiritual ‘anchor’ of the
resonance which spreads through the Ferahfezad magam and
floats on its surface. “Star Tree”, “Soul Mates”, and “Moon-
light”; they all swarm to your conscious one after another.
Woven with intellect and patience among thousands of flickers
like voiceless puzzles waiting to be solved in the sky; the roads
guide the fragility of those turquoise star tree branches which
are floating on top of you. This feeling, as if it almost gives
breath to all the artworks on displayed, is immortalised by
Tanpinar in his novel A Mind at Peace through these words:

“Truly, as with Dede’s Ferahfeza Pesrev, they'd entered a
world that issued leaf by leaf from invisible neys. Like the melody
of a ney, their surroundings constituted a mirror reflection of
gentle, profound, and unattainable mysteries. They rambled as if
through the consecutive ripples of a numinous idea or of a love
that had vanquished every defect, and they passed through a
proliferation of unadulterated springs.” (p. 331)*

If we concentrate more upon the relationship Sesalan
contructed between her exhibition Ferah Feza and Tanpinar's

perception of music and literature; it seems useful to remember

4 Translator's note: excerpt from: Goknar, Erdag, translator. A Mind at
Peace. By Ahmet Hamdi Tanpinar, Archipelago Books, 2008.



what Tanpinar wrote® in a national journal of culture named
Ulki in February 1,1944:

“The reality is; no matter how or where they came from,
there are three images in my mind today that came to the
world through the contact | have made with music and all
of them depict different states of mind: a melodious tree,

a melodious ascent and a melodious visage... These are all
dreams that are formed under the influence of perception.”

Indeed, that which is sought by the characters of Tanpinar's
A Mind At Peace can decipher Sesalan’s implied universe.
Tanpinar completed the transferral of the interpretation of
these works (and their states of mind) into the world by these
sentences®:

“Why does desire comprise the lion's share of our spiritual
lives? Do we pine for the oceanic expanse, one droplet of which
constitutes each of us? Are we in the pursuit of the quiescence
of matter? Or do we bemoan ephemeral and long-vanished
aspects of ourselves because we're children of time, an
amalgam prepared in the crucible of time, or because we're
victims of time? Do we genuinely seek a state of perfection?
Or do we object to the cruel order of time: zalim zaman
nizami?” (p. 486-87)

In a way, these works contain weary, untouched and
adventurous ‘marks’ that are gliding towards the Earth burning
and blazing, like careless, rascal and forlorn cosmos stones we
name stars, or they float on top of our heads as a ‘reef’/ rubble
suspended in this vast stream called cosmos. Or they transform
into fingerprints” of the ‘Moon light gently left upon the stone.

Therefore, it can be thought that Sesalan’s sculptures,
screenprints and images have a certain ‘syntax. They not only
inform each other but, when they exist together, also create
opportunities for other messages. This search for flexibility can
be seen as an evidence for the artist’s intention of self-realisati-
on within an existential context.

On the other hand, it is possible to describe “Soul Mates”
as materialized and integrated odes to energy. These are re/
formist linearity (line-path) actions; llhan Koman's search for
(1921-1986) dynamic and Sufi, experimental, organic and
playful forms; and even Erol Akyavas's (1932-1999) search for
‘Hagq' through ephemeral forms of the ethereal, spilling over

5 Tanpinar, “Siir ve Raya II”, Ulkd, nr. 57,1 Subat 1944, aktaran, Hatice
Kiibra Gurer, Ahmet Hamdi Tanpinarin Romanlarinda Esya” konulu Yitksek
Lisans Tezi calismasi. http://acikerisim.fsm.edu.tr:8080/xmlui/bitstream/
handle/11352/2925/ G%C3%BCrerpdf?sequence=1&isAllowed=y

6 Ahmet Hamdi Tanpinar, Huzur, s.286

from Western framework. Or the transformative, predatory
but sincere forms of Kuzgun Acar (1928-1976) in which he
paid homage to the nature as well as the stable glances that
Sadi Calik (1917-1979) dedicated to geometry always hidden in
nature and in the universe.

While reminding us of multifaceted sculptors such as Henry
Spencer Moore (1898-1986), Sesalan also brings conceptual,
feminist, monumental and modern-contemporary sculptors
like Louise Josephine Bourgeois (1911-2010) to the fore. She
focuses on Anatolia and world prehistory in her academic
studies.

In this regard, while Sesalan’s works certainly do not turn
their back on the humanity’s naive and sincere instinct of
‘description’, they also appear to have internalised aesthetic
and art historical movements such as geometric abstraction,
surrealism, biomorphism, modernism, fovism, art brut and
primitivism in an unexceptionable and liberal manner and with a
peaceful curiosity.

The artist who knows how to digest the memory of
Anatolia together with the World's accumulation of various
civilizations, and unveils this through an aesthetic that almost
swiftly approximates quantum physics, sometimes emphasizes
that she lives herself from the inside out, in a state of resistance
to the atmosphere while she speaks of her stone sculptures. She
experiences being closer to her own entity. Yet, while Sesalan
realizes the violence present within nature or in the universe,
she does not deny that she cannot transform this either.
Because although she is already aware of it, the same savagery
and violence does not exist in her personality.

Therefore in Sesalan’s knowledge of existence and the
world, informed by what we can claim to be her existentialist
approach, life and death exists in the same body; just like in
her own works. The distant and the near are derived from each
other with a relative, but transcendent awareness.

In spite of herself, as much as humanity. Just like we dress
up while we are born, and while we live, surrender, marry and
die; what is intended remain is an immortal white. Aren't those
infinite number of stars distant, but also laid in a truth of silence

obvious in each of our dark destined horizons?

Hkk

The source used by the translator:
Goknar, Erdag, translator. A Mind at Peace. By Ahmet Hamdi
Tanpinar, Archipelago Books, 2008.
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Ferah Feza
2019, tas ve kalict miirekkep stone and ink,
40x40x10 cm






7 Yasam Sasmazer
isimsiz (T.B.) / Untitled (T.B.)
2018, ahsap, kav mantari, wood, hoof fungus
27,5x38x23,5 cm

isimsiz (D.A.) / Untitled (D.A.)
2018, ahsap, kav mantari, wood, hoof fungus
27x38x28 cm

isimsiz (Z.) / Untitled (Z.)
2018, ahsap, kav mantari, wood, hoof fungus
31x39x28 cm



Ay Isig1 - Moonlight
2020, tas ve kalici mirekkep stone and ink,
yaklasik olarak approx, 42x42x50 cm



Gékyiiziinde Yalmz Gezen Yildizlar
Lonely Stars in The Sky
2016, tas stone 58x46x20 cm



Semai Pesrev - Prelude
2020, tas ve kalici miirekkep stone and ink, 2020, tas ve kalici mirekkep stone and ink,
yaklasik olarak approx, 45x40x35 cm yaklasik olarak approx, 50x45x40 cm






Resif - Reef Resif - Reef
2019, bakir copper 2019, bakir copper
40x30x28 cm 110x50x50 cm






Ferah

2020, tuval tizerine akrilik arcrylic on canvas,
50x50 cm

Feza
2020, tuval tizerine akrilik arcrylic on canvas,

50x50 cm



Resif - Reef
2020, tuval tizerine akrilik arcrylic on canvas,
50x50 cm



Tiirk Ay1 - Turkish Moon
2017, bronz bronze, 50x45x20 cm

istanbul'da Gece - Midnight in Istanbul
2017, bronz bronze, 64x24x16 cm






Yildiz Agac: - Star Tree
2017, bronz bronze, 75x65x55 cm



NiLHAN SESALAN

1996 yilinda Istanbul Mimar Sinan Giizel Sanatlar Universitesi
Heykel bsliimiinden master derecesiyle mezun olan Nilhan
Sesalan'in yapitlarinda, giderek daha dolayli bir hal alan gtinlik
hayat katmaninda, her seyi “oldugu” gibi algilama cabasiyla
birlikte arkeoloji, mimari ve doga referanslarinin okumalarina da
taniklik ederiz.

Ardinda derinlikli bir tarihsel - kiiltiirel birikim, simdiki zamanin
tlim cagnisim ve stresi, geleceginde ise sonsuz bir cikarsama ve
huzur saklidir eserlerinde.

Beseri hayattan doganin sirlarina ve kaosuna uzanan temalar
onda 8zgurligini kendi ellerine almis bir yapitin sonsuz
cagnsiml huzuruna dénusir; tok, derinlikli, 5zgtivenli biyiik
distinceleri fisiltiyla sdyleyen bir dervis gibi...”

Diinyada pek cok kolleksiyon, park ve miizede yapitlari bulunan
Nilhan Sesalan’in, su ana kadar trettiklerine bakarak, lirik
soyutlamanin temsilcisi oldugunu séyleyebiliriz.

Madde ve madde olmayanin birlestigi yerde kendini ve
yapitlarini tarifleyen sanatci bir siirinde sdyle der;
Dustincelerimi seviyorum,

beni inandirma siireclerini...

birakmayacaklarindan emin oldugumda da

malzemeye geciyorum onlari ve ‘oldu’ diyorum.

Bu enerjiyle nefesimi daha uzun tutabilir,

yasam glict bulabilirim...”

The artist defines herself through her works at a point “where
the material meets the non-material” as she puts it.

Her works preserve a deep historical - cultural background,
all the connotations and stress of the present, and an endless
inference and peace for the future.

Themes varying from human life to the secrets and chaos of
the nature transform into peace -with endless connotations- of
a work which has its own freedom; solid, deep, self confident,
like a dervish whispering profound thoughts.”

Nilhan Sesalan whose works are in numerous collections,
parks and museums around the world can be regarded as the
representative of lyrical abstraction.

The artist who also contributes to life with her designs and
writings says in a poem:

‘I love my thoughts,

the process in which they make me believe...

when | am convinced they will not leave me

| transfer them to a material and | say ‘done’.

With that energy, | can hold my breath longer

and find power for life.”
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Pandemi déneminde Evliyagil Dolapdere’nin kapali olmasi

sebebiyle, sergi 18 Ekim 2020"e kadar uzatilmistrr.

As Evliyagil Dolapdere was closed during the pandemic,
the exhibition was extended until October 18, 2020.

Serdar Omer Pasa Caddesi No: 11
Beyoglu / Istanbul

e info@muzeevliyagil.com
www.muzeevliyagil.com

0 @/ evliyagildolapdere






Serdar Omer Pasa Caddesi No: 11
Beyoglu / istanbul

e info@muzeevliyagil.com
www.muzeevliyagil.com

0 @/ evliyagildolapdere



	_GoBack
	Blank Page
	Blank Page

