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Sive Nese Baydar

Gece / Gunduz / Gibi
Night / Day / Like



gece gunduz 0316, tuval Uzerine yagliboya / night / day, oil on canvas / 50 cm / 2016



Gosterme ve Gizleme Sanati

Marcus Graf

Resim sanati yuzyillar boyunca temsil ve tasvir
ile nitelendirildi. Betimlenen &ykuler bir iletisim
araci olarak islev gormeleri i¢cin, mumkun oldu-
gu kadar yanilsamacit olmak zorundalardi 19.
yuzyilda Realizm, herhangi bir seyi veya her seyi
oldugu gibi gostermesiyle bu yanilsama oyku-
sunun zirvesi anlamina geliyordu. Bundan boy-
le, hicbir sey gizlenemezdi, zira her sey belge-
leniyordu. Gunumuzde, her yerde her seyin her
zaman mevcut bulundugu ezici gorsel kultury,
gercek ve sanalin olaganustu bir gorsel kulturun
yaratiimasina yol actu.

Bdyle bir dunyada, resmin rolu degismek zorun-
da kaldw Artik her seyin kaydediliyor, resmedili-
yor ve paylasihyor olmasiyla birlikte, ressam bi-
zim gerceklerimize dair izlenim ve yansimalar ile
bunlarnn sanattaki temsiliyetlerine dair alternatif
yanitlar gelistirmek mecburiyetinde. Boylesi bir
gorsel bolluk ve aleniyet diyarinda bosluk ve bu-
laniklik birer muhalif haline geliyor. Bu neden-
le gostermek ve ifsa etmek yerine gizlemek ve
ima etmek, taskin imgelere olasi sanatsal tepkiler
anlamina burunuyor. Yuzeysel netlik, gorsel kul-
turun mevcut hali olunca, muglaklik basitlesti-
rilmis bir medium pornografisine alternatif hale
geliyor.

Ayrica, sanatcilar bir goruntunun tum bolumle-
rini ortaya ¢ikarmazsa, bazi bélumleri bulanik,
tamamlanmamis veya silinmis birakirsa, izleyi-
ci onu tamamlamak zorunda kalir. Hayal gucu
devreye girer ve bdylece pasif alici rolu aktif bir
katilimciya donusur.

Nese Baydar boslugun gucunu, bozmanin/eri-
terek yok etmenin degerini ve asinmanin yapicl
boyutunu idrak etmis bir sanatci. Milli Reasurans

The Art of Showing and Hiding

For centuries, the art of painting was character-
ized by representation and illustration. In order
to function as instrument of communication,
the depicted stories had to be as illusionistic
as possible. In the 19" century, Realism meant
the peak of this story of illusionism by showing
anything and everything as it is. From now on,
nothing could be hidden, as everything became
documented. Currently, our overwhelming vi-
sual culture, in which all everywhere at every
time is mediated, caused a spectacular visuality
of the real, and the virtual.

In such a world, the role of painting had to
change. Now, as everything is recorded, pic-
tured and posted, the painter is forced to develop
alternative answers to the impressions and
reflections of our reality and its media repre-
sentations. In the land of visual plenty and ex-
plicitness, emptiness and blurriness become
oppositions. That is why instead of showing and
exposing, hiding and implying mean possible
artistic reactions to the overflow of images.
When superficial clarity is the given state of our
visual culture, ambiguity becomes an alternative
to the culture of a simplified media pornography.

Also, if the artist does not reveal all parts of an
image, leaves some parts blurred, unfinished or
erased, the spectator has to fulfill it. His imagi-
nation gets activated, and so, his role as passive
receiver changes to becoming an active par-
ticipant. [ believe that this is one of the greatest
contributions that contemporary painting can
offer our culture today.

Nese Baydar is an artist who has understood the
power of emptiness, the value of dissolution,



Sanat Galerisinde yer alan sergisinde resme ra-
dikal yaklasuimi sayesinde gosterme ve gizleme
ile yaratma ve silme arasindaki ikilemleri agsma-
nin bir yolunu buldugunu kanitliyor. Eserler tem-
sil etme ile soyutlama arasinda oldugu gibi, disa-
vurumcu ile kavramsal olma arasinda geziniyor
ve desen ile yaghboya alanlann guzel bir sekilde
birlestiriyor. Cogulcu estetik anlayisinin hakim
oldugu felsefi dusunceler ve sanatsal tarihsel de-
gerlerden olusan bir sentez yaratiyor. Neredeyse
monokrom tablolar, doga algimizi ve manzara
ile naturmort gibi klasik tarzin yapibozumu yo-
luyla gerceklik anlayisimizi ele aliyor. Baydar'in
calismalan figuratif ve soyut tavirlar arasinda sa-
linyor ve bdylece bilinen formlarnn daima tanin-
mast mumkun oluyor. Izleyici, tuvallerdeki gd-
runtuler ile gézunde retinaya dusen goruntuler
arasinda iliski kurabiliyor. Bu baglamda, betim-
lenen formlann her zaman bitki veya ciceklere
atifta bulunmalarinin yanu sira, peyzaj kesitleriyle
de benzerlik tasidiklarinin altinin ¢iziliyor olmast
onemlidir. Genellikle monokrom olan arka plan
uzerinde sanat¢i, henuz islak haldeyken bulanik-
lastirarak daha sonra sildigi 6geleri ¢izer. Bulanik
bir goruntu dijital dunyarnin mukemmelliginde
normalde bir hata olarak kabul edilmektedir.

Ancak sanat¢inin tablolarindaki bulaniklastiril-
mus estetik, izleyicinin salt kendi optik aygiti ye-
rine hayal gucunu kullanmasina ilham verdigi
icin, muazzam bir degerdir. Guclu kontrastlarin
olmamas, tablolarin bir dusunce golunun yuze-
yinden kaynaklanan ruyalarin yansimalarn olarak
gorunmesini saglar. Bu eserler bir bakima bana
meditasyonu gorsel katmanlarla destekleyen
klasik Cin resimlerini animsatiyor. O resimler, her
zaman manzara, agagclar, evler, daglar ve hatta
kuiguk insan figurleri géstermelerine ragmen, o
eserler daima bosluk ve bulaniklikla nitelendirilir.

Tipkt bir manzaranin sisli havada goérundugu
gibi, resim asla sunulan ¢evrenin tum aynntila-
nn1 géstermiyordu. Izleyicinin zihni, kendi dun-
ya anlayisint bulmak icin imgeler icinde seyahat
etmeliydi. Bu resimler manzara degil; daha ¢ok
zihinsel peyzajlardl. Bir bakima Nese Baydarin
calismalan, resim ile onun yer aldigi gerceklik
arasindaki iliskiye dair benzer bir kayaqi tasiyor gi-
biler. Ayrica onun calismalan asla basit yansima-
lar olmay1p, izleyicinin kendi gergeklik yapilann
insaa edebilecedi ilham verici yuzeylerdir.

Sanatcinin Milll Reasurans Sanat Galerisindeki
calismalan muthis bir guzellik ve guglu bir gor-
sellik sunar. Anlatimsal firca darbelerinin olma-

and the constructive dimension of erosion. Her
current exhibition at Milli Reasurans proves that
due to her radical approach to painting, she has
found a way of overcoming the dichotomy of
showing and hiding, as well as creating and
erasing. The works shift between figuration and
abstraction, as well as expressionism and con-
ceptualism, and beautifully combine the fields of
drawing and painting. She creates a synthesis of
philosophically thoughts and art historical con-
siderations, in which a pluralist notion of aes-
thetic prevails. As topic, the nearly monochrome
paintings discuss our reception of nature as well
as our understanding of reality through the
deconstruction of the classic genres of landscape
and still life.

Baydar's pieces oscillate between figurative and
abstracted manners, so that it is always possi-
ble to recognize known forms. The spectator
can draw relations between the images on the
canvases and the ones of the retina of his/ her
eyes. In this context, it is important to underline,
that the depicted forms always refer to plants or
flowers, as well as resemble parts of landscapes.
On the mostly monochrome background, the
artist draws elements, which she later erases by
blurring them while they are still wet. A blurred
image is normally considered a mistake in our
digital world of perfection. In her paintings
though, the blurred aesthetic is a great value, as
it inspires the spectator to use rather his imagi-
nation instead of solely his optic apparatus. The
lack of strong contrasts makes the paintings
appear as reflections of dreams, caused by the
surface of a lake of thoughts. In a way, the works
remind me of classic Chinese painting, which
were visual layers for supporting meditation.
Although they always showed landscapes, trees,
houses, mountains, and even small human
figures, the works were always characterized by
emptiness, and blurriness. Just like a landscape
appears in foggy weather, the picture never
revealed all details of the presented environment.
The mind of the spectator was supposed to travel
inside the image for finding his own version of
the world. These paintings were not landscapes,
but rather mind-scapes. In a way Nese Baydar's
pieces seem to have a similar interest regarding
the relation between painting and the reality
in which it appears. Also her works are never
simple reflections but rather inspiring surfaces,
on which the spectator can build his own reality
constructions.



y1st ve kompozisyondaki kontrastlar renklerinin
guclu etkisini destekler niteliktedir. Bunun yan
sira, eserlerin monokrom karakterleri gorsel et-
kilerini de guiclendirir. On planda cizilmis olan
figurler, arka plandaki solgun estetik ile isleyen
bir tezat olusturur.

Isik ve golgelerin tasviri sonucu u¢ boyutlu hal-
leri, izleyicinin gozune ve zihnine gorulen ile de-
neyimlenenin arasinda bir bag kurmak icin yete-
rince ipucu verir. Sanal ile gercek arasindaki bu
kopru, sanatcinin eserlerine 6zgun bir estetik ve
Ozel bir nitelik kazandirnr.

Sonunda, bu sergi resim tarihinin halen anlata-
cadi heyecan verici oykuleri oldugunu ve one-
mini  korudugunu kanitlamaktadw. Baydarin
calismalan mevcut gorsel kulturun durumuna
ve gunumuzde fotograf temelli eserlerin hakim
oldugu cagdas resim egdilimlerine gugclu alterna-
tifler sunar. Izleyiciye neyi gérmesi gerektigini
ve ne dusunecegini anlatan yuzeysel figuratif
ya da realist resimlerin cogunun aksine, eserleri
birden ¢ok olasiik imkéru yaratmaktadir. Yapit-
lan bir ¢izim zanaati olmak yerine, sanatin var-
hgint ve gergekligi yansitma aract olarak islevini
sorgulamak amactyla resim ve resmin gerceklik
ile ilgisini elestirel bir acidan degerlendirmekte-
dir. Bu anlamda sanat¢inin mevcut serisi, resmin
manasi ve gergekligin insaast ile olan ilgisine dair
suren tartismaya degderli bir katki anlamina gel-
mektedir.

Her works at Milli Reasurrans show a great
beauty and a strong visuality. The lack of ex-
pressive brush strokes, and compositional con-
trasts support the powerful impact of their col-
ors. Besides this, the monochrome character of
the works strengthen the pieces’ visual impacts.
[ also love the graphic quality of the paintings.
The drawn figures in the foreground form a nice
contrast to the washed-out aesthetic of the back-
ground. Their three-dimensional being, caused
by the illustrating of light and shadows, gives the
eye and the mind of the spectator enough hints
to link the seen to the experienced. This bridging
between the virtual and the real gives her works
an individual aesthetic and a special quality.

In the end, the exhibition proves that the history
of painting has still exciting stories to tell, and
its importance is valid. Baydar's works mean
powerful alternatives to the given state of our
visual culture as well as the trends of contem-
porary painting, in which a mass of photo-based
works currently dominate the scene. In contrast
to most of the superficial figurative or realistic
paintings, which tell the spectator what to see,
and what to think, her pieces open up multiple
possibilities of meaning. Instead of being an il-
lustrating craft, her work critically reviews the
idea of painting and its relation to reality in order
to question the being of art as well as its func-
tion as instrument for reflecting reality. In this
sense, her current series means a valuable con-
tribution to the discussion around the meaning
of painting and its relation to the construction
of reality.



gece gunduz 113-140016, tuval Uzerine yaglhiboya / night / day, oil on canvas / 110 x 150 cm (diptych) / 2016
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orman 0140216, tuval Uzerine yagliboya / forest, oil on canvas / 200 x 169 cm / 2015
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orman 0078, tuvale marufle kadit Uzerine yagliboya / forest, oil on paper marouflage adhered to canvas / 77 x 137 cm / 2015
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orman 00215, tuvale marufle kadit Uzerine yagliboya / forest, oil on paper marouflage adhered to canvas / 140 x 95 cm / 2015
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orman 00221, tuvale marufle kagit Uizerine yagliboya / forest, oil on paper marouflage adhered to canvas / 77 x 137 cm / 2015
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orman 00116, tuval Uzerine yagliboya / forest, oil on canvas / 86 x 118 cm / 2016
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gece gunduz 0020516, tuval Uzerine yagliboya / night / day, oil on canvas / 130 x 205 cm / 2016
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gece gunduz 117-180016, tuval Uzerine yaghboya / night / day, oil on canvas / 110 x 150 cm (diptych) / 2016
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orman 4002, tuval Uzerine yagliboya / forest, oil on canvas / 100 x 90 cm / 2016
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gece gunduz 0116, tuval Uzerine yagliboya / night / day, oil on canvas / 90 cm / 2016
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orman 0090216, tuval Uzerine yagliboya / forest, oil on canvas / 25 x 35 cm / 2016
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gece gunduz 0216, tuval Uzerine yagliboya / night / day, oil on canvas / 70 cm / 2016
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orman, tuval Uzerine yagliboya / forest, oil on canvas / 25 x 30 cm / 2016
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gece gunduz 111-120016, tuval Uzerine yaglhiboya / night / day, oil on canvas / 110 x 150 cm (diptych) / 2016
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bulut 00816, tuval Uzerine yagliboya / cloud, oil on canvas / 140 x 240 cm / 2016

27



gece gunduz 115-160016, tuval Uzerine yagliboya / night / day, oil on canvas / 110 x 150 cm (diptych) / 2016
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gece gunduz 002316, tuval Uzerine yagliboya / night / day, oil on canvas / 100 x 130 cm / 2016
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Kalic1 bir Akisin Isaretleri ve izleri

Marcus Graf: Sohbetimizin basinda sizin ilgilen-
diginiz sekilsel ve kavramsal hususlarnn taslagin
cizerek baslayahm.

Nese Baydar: Temelde ¢calismalarim kendini tam
anlamuyla gostermeyip, hatirlama ve hatirlatma
yontemi olarak cagrisimlar yaratwr. Bigcimlerin zi-
hinde tamamlanmasina ve imgesellestirilmesine
izin verir. Bir hatayr duzeltmek icin yapilan sil-
me eylemi, uretim surecinde yaratict olanaklar
acan bir eylemdir. Silme eylemi, altta var olanu
aciga cikartip gosterirken gecmisle simdiki ani
ayni yuzeye getirerek zamansal olarak yuzey-
de bir butunluk olusturur. Bu butunluk dussel
bir alanin acilmasina yardimci olur. Dussel alan,
soyut olmasina ragmen referansint dogadan alr
ve peyzaj gelenediyle temas kurar. Calismalarda
oklidyen bir perspektif kullanilmamasi, manzara-
nin uzaktan bir izleyicisi olmak yerine, izleyiciyi
calismanin igine dahil eden atmosferik bir alan
olusturulmasina yardimct olur.

Graf: Resimlerinizde peyzaj énemli gibi. Isleri-
nizde doganin rolunu nasil tanimlarsinuz?

Baydar: Var olus surecine, dis dunyayla kurulan
iliski eslik eder. Insarun doga ile kurdugu temas,
butunlugun icinde kendisini tekrar tecrube et-
mesini saglayarak bir deneyim alant olusturur.
Benim calismalarimda ise doga arac¢sallasiyor;
cunku bir yandan doga aracihiiyla insanin ken-
dinden uzaklastigy, gerceklikle kurdugu bagt sor-
guladigy, bir anlik kendi varligint unutup bir bu-
tunun igerisinde kendini tecrube ettigi bir alan
yaratmaya calisirken 6te yandan doganin kendi
gercekliginden kurtulmaya calisarak, gdézu ca-
lismanin i¢ine dogru ¢ekerek izleyiciyi uzaklas-
ma-yakinlasma ve izleme anlannda kaybolmaya
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Marks and Traces of a Permanent Flux

Marcus Graf: At the beginning of our conversa-
tion, let us start by outlining the formal and con-
ceptual matters that you are interested in.

Nese Baydar: Fundamentally, my work doesn't
expose itself entirely, but creates associations
through a method of remembering and remind-
ing. It allows the forms to be completed and por-
trayed as images in the mind. The erasing action
which is done to correct an error is one which
opens up creative possibilities in the production
process. While the action of erasing reveals that
which is underlying, it creates a temporal unity
on the surface by bringing the present moment
to the same surface. This coherence assists in
opening up an imaginary space. Despite the
imaginary space being abstract, it takes refer-
ence from nature and establishes contact with
the landscape tradition. The lack of use of an
Euclidean perspective in the works helps to cre-
ate an atmospheric area into which the viewer
is incorporated, rather than observing the land-
scape from a far.

Graf: The genre of landscape seems to be im-
portant in your paintings. How would you de-
scribe the role of nature in your work?

Baydar: The process of existence is accompa-
nied by the relationship established with the
external world. The contact that humans estab-
lish with nature creates an area of experience
by allowing them to conceive of themselves
once again in its entirety. In my works, nature
becomes instrumental, because on one hand
while trying to create a sphere through nature in
which a person can be distanced from him/her
self, query his/her connection with reality and



davet eden, duyular alanindan duyumlar alanina
yonelen soyut bir alan yaratmaya calistyorum.
Boylece dogay1 betimleme cabasindan ziyade,
izleyicinin sezgi dunyasini harekete gecirmeye
calistyorum.

Graf: Dogay1 asla oldugu gibi tasvir etmiyorsu-
nuz. Ve yukarnda resimlerinize daima belli bir
duzeyde soyutluk kattiginizi ifade ediyorsunuz.
Soyutlama calismalarnnizin bicimsel, estetik ve
kavramsal varliklarina ne katiyor?

Baydar: Calismalanimda soyutlama yaklasimu ile
yuzeyde kayan, beliren, kaybolan formlann birbi-
rinin i¢inden gecmesiyle ortaya ¢ikan ve formlar
arast iligkiler ile hayali olant harekete gegirmeye
calistigim ve insana var oldugu dogay1 hatirlatan,
andwran, dusunduren, hissettiren bir alan yarat-
maya calistyorum. Izleyicide géz yarilsamalan
olusturmayt degil; duyumlar yaratmay1, zihinsel
bir sure¢ baslatmay: hedefliyorum. Bu ayrn za-
manda olus halinin, raslantisallgin yapitin igine
davet edilmesi anlamina da geliyor.

Graf: Izleyicinin bireysel algisina cesitli yollar
acan ‘silme’nin sanatsal surecinizde dnemli bir
eylem oldugunu ifade ettiniz. Islerinizdeki silme
ve boslugun anlamina deginebilir misiniz?

Baydar: Sanatsal uretime yoénelik her eylem,
bir donusum yaratir. Calismalarimda bu dénu-
sumu yaratan silme, bir eylem olarak “icinden
cikma“yr hedefler. Bu icinden cikans, boslugu
bir tartisma alani olarak acar. Her sanatsal is,
ya bir boslugu bi¢imler ya bir bosluga yerlesir.
Ayrica tuvalin kendisi de bir bosluk ise, resim
yapmak bu boslugu doldurma eylemidir. Ben
tuvalin boslugunu doldururken, bir yandan da
doldurdugum alant zaman zaman agiyorum.
Once acikta olant kapatip sonra kapal olant de-
vamli agmaya c¢alisarak hem ortme hem agma
eylemleri arasinda yeni bir mesafe olusturuyo-
rum. Espasi olusturanin, dne gelenden geriye
dogru giderek gelisen surecin aslinda hafizayla
ilgili oldugunu dusunuyorum. Silme eylemi ile
gecmisin kaydini ya da gegmise ait bir seyi res-
min tekrar on yuzeyine, simdiye getiriyorum.
Bu eylem, resmin kendi belleginin surecine
denk geliyor. Bir bagka deyisle, yeni bir hafiza
yaratmak degil; resmin kendi hafizasini agiga
¢ikartmaya calistyorum.

Graf: Milli Reasurans Sanat Galerisinde sergile-
diginiz giincel seriler hakkinda konusalim. Ilgi-
lendiginiz estetik meseleleri ve icerikleri lutfen
anlatir misiniz?

32

forget for a moment their own existence within
a whole, on the other hand [ endeavor to create
an abstract space by escaping nature’'s own real-
ity, in which the viewer is invited to disappear in
moments of distance-convergence and obser-
vation, where there is a tendency from the field
of senses toward the field of sensations. There-
by, beyond an effort to portray nature, I try to
compel the viewer's intuitive world.

Graf: You never depict nature as it is. And above
you mentioned that a certain grade of abstrac-
tion is always given in your paintings. What does
abstraction add to the formal, aesthetic and con-
ceptual being of your pieces?

Baydar: With the abstraction approach in my
works, I try to create an area in which on the
surface forms which slide, appear and disappear
and emerge as passing through each other, and
the relationship between those forms and that
which is imagined is set in motion; where they
remind, are reminiscent, and provoke thought
and feeling as to the nature of which humans
are a part. Rather than composing optical illu-
sions for the viewer, my goal is to create sensa-
tions, to initiate a mental process. At the same
time, this also means that the state of being is
invited into the randomness of the work.

Graf: You mentioned that “erasing” is an import-
ant act in your artistic process, which opens up
ways for the individual perception of the spec-
tator. Could you please discuss the meaning of
deletion and emptiness in your work?

Baydar: Every act geared towards artistic pro-
duction creates a transformation. In my works,
erasing, which creates this transformation, tar-
gets “"an emergence from something” as an ac-
tion. This withdrawal opens up emptiness as a
field of debate. Every artistic work either shapes
a void or settles into a void. In addition, if the
canvas itself is a void, painting is the act of filling
that void. When I'm filling the void of the canvas,
at the same time I am occasionally opening up
the space [ have filled. I create a new distance
by first covering that which is exposed, then
by continuously trying to expose that which is
covered. [ think that the process which creates
the space in that which is at the fore develop-
ing toward the background, actually has to do
with memory. With the act of erasing, [ bring
the record of the past, or something belonging
to the past, to the front surface of the painting



Baydar: “Gece / Gunduz / Gibi” surekli bir donu-
sum ve yer degdistirmenin séz konusu oldugu
birbirinin karsiti olan durumlar arasindaki gegir-
genlik hem resimlerimde hem de bu sergi bag-
laminda benim en ¢ok ilgilendigim meseleler. Bir
formdan baska bir forma gecis anlan ihtimaller
yaratiyor. Aslinda bir seyi katiliktan kurtaran bu
thtimaller tamimlarin keskinligini eritiyor. Tanim-
larin katihgindan kurtulma niyeti sergi ismine
‘Gibi"yi eklemeyi gerektiriyor ¢unku bu edat,
gecis anlarin, donusumu ve anlami esneten,
yumusatan bir ifade katiyor. Bir surecin i¢inde
oldugumuzu biliyoruz ve bunun bir parcasiyiz.
Surecg surekli degisimlere acgik, yani yeryuzunde
ayni kosullar birebir tekrarlamiyor. Benzerlikler
icerisinde dunya, bize kendini degdiskenligiyle
acyor. Calismalarim ve serginin geneli bu kes-
kin zitiklann degiskenliginin, sandigimiz kadar
da keskin olmadigina isaret eder nitelikte.

Graf. Resimler uzerindeki calisma yonteminizi
tarif eder misiniz? Bir planiniz var mi veya boya-
madan once eskiz yaptyor musunuz, yoksa daha
cok dogaclama ve tesadufler olarak mu gelisiyor-
lar?

Baydar: Calismalarimin temelini eskizler olustu-
ruyor. Genellikle renkli murekkeplerle yaptigim
eskizler karar verme surecimi etkiliyor. Su bazl
boyanin kagit yuzeyiyle kurdugu rastlantisalli-
g1 da resme dahil etmeyi, sureci izlemeyi tercih
ediyorum. Yaghboyayt murekkep gibi kullanmak,
murekkeple yaptigim resimlerde olusan transpa-
ranlik, benim icin yaghboyada da devam eden
bir etki. Bu zihinsel ve plastik egzersizler sonra-
sinda fikri olusturup, neyi nasil yapacagim konu-
sunu netlestiriyorum. Bir fikrin gérunurlugunu,
imkanlannu arastrdigim murekkeple yaptigim
calismalan, sonrasinda tuval yuzeyine geciriyo-
rum. Tuvale birebir eskizin uygulamasinu higbir
zaman hedeflemiyorum. Medyumun imkéanlan-
ni1 da dahil eden, spontan bir tavir ile resmi tuva-
le aktarmay1 hedefliyorum.

Graf: Isleriniz hicbir zaman fazla renk banndirmi-
yor veya guglu tezatlar icermiyor. Cogu zaman
ruya gibi veya bir ruyanin bulanik yansimasi gibi
gérunuyorlar. Bazi isleriniz hatta neredeyse tek
renk. Renk kullaniminizt anlatabilir misiniz?

Baydar: Bu sergi kapsaminda calismalarimdaki
renk skalasinin daraltilmasindaki temel neden
ufak farklarin gecislerin ve degiskenliklerin vur-
gulanmasini tercih edisimle basladi. Dolayisiyla
keskin ve net bir anlatim yerine, kontrasthgin
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once again, to the current time. This action co-
incides with the memory process of the painting
itself. In other words, my effort is not to create a
new memory, but to expose the painting’'s own
memory.

Graf: Let us speak about the current series that
you exhibit at Milli Reasurans. Could you please
outline the aesthetic issues and contents that
you were interested in?

Baydar: The permeability of “Night / Day / Like"
in which situations of constant transformation
and displacement exist in contradiction to each
other are issues that are of the most interest to
me both in my paintings in the context of this
exhibit. The moments of transition from this
form to another creates possibilities. Actual-
ly, these possibilities which liberate something
from stiffness dissolves the rigidity of definitions.
The intent to liberate requires me to add “Like" to
the name of the exhibit because this preposition
contributes an expression which makes the mo-
ments of transition, transformation and mean-
ing, softer. We know that we are in a process, of
which we are a part. The process is constantly
open to change, that is, the conditions of earth
are not repeated exactly. Within similarities, the
world opens itself to us with its variations. My
works and the exhibit in general are such that
they point out that the variations in these rigid
contradictions are not necessarily as rigid as we
may think.

Graf: Could you please describe the way you
worked on the paintings. Do you have a plan
or do you do sketches before you paint, or is it
rather a play of improvisation and coincidence?

Baydar: Sketches comprise the basis of my work.
The sketches I compose mostly with color ink
have an impact on my decision-making process.
[ prefer to incorporate into the painting the ran-
domness of the water-based paint on the sur-
face of the paper and follow the process. Using
oil paint like ink, the transparency that emerges
in my paintings is an impact which continues for
me in oil paintings as well.

After these mental and plastic exercises [ form
an idea and clarify how I am going to do what.
[ transfer the visibility of an idea onto canvas
after I've investigated the possibilities with ink.
[ never aim to apply the sketches directly onto
the canvas. [ aspire to transmit the painting onto
the canvas, in a spontaneous manner which in-



mumkun oldugunca azaldig bir gorsel anlatumu
tercih ettim. Genel olarak calismalanm, kontrast-
liktan kacinma, keskin ve net olmayanla ilintili
hafizamizin bize sundugu goéruntuleri geri ca-
girma niyetiyle ilgili.

Graf: Sergide boyut ve formatlar degisken. Bazi
calismalanniz buyuk, bazilan ise oldukg¢a kucguk.
Yani kompozisyonlariniz farkli boyutlarda mum-
kun olabilmis ki, bu normalde ¢cok nadiren rast-
lanan bir durumdur. Boyuta nasu karar veriyor-
sunuz?

Baydar: Gece ve gunduz gibi genel tanimlama-
lar kullansam da her gece ve her gunduz bir di-
gerinden renk, 151k, sicaklik, uzunluk ve bunun
gibi pek ¢cok ozellik bakimindan farklihklar gos-
terir. Resimlerimde bunu, bazen aynist oldugunu
dusundugumuz ama ashinda farklh olant goster-
meye calistyorum. Yine yaptigim diptik resim-
lerde ayni boyut ve bi¢cimlerde tuvalde calismis
olmakla beraber gercekte iki resim birbirini sa-
dece andirtyor. Yani biri digeri ‘gibi’. Kisaca tuval
ve renk seg¢imlerim, animsatan ama aslinda aynt
olmayani anlatmaya yonelik.

Graf: Gece Gunduz serisinde yuvarlak bir format
tercih ettiniz. Bunun sebebi ne?

Baydar: Gece ile gunduzun karsithdn ve i¢ iceligi-
nin olusturdugu déngu ve bu donguye yapmak
istedigim vurgu beni tondo kullanmaya yonlen-
dirdi.

Graf: Sonunda her yeni calisma serisi, berabe-
rinde yeni bir sey getirir ve sanatsal uretim bu-
tunune bir sey katar. Bu nedenle bir sergi daima
calismalann mevcut halinin gézden gecirilmesi
icin bir imkandur. Siz islerinizin mevcut durumu-
nu nasil degerlendiriyorsunuz ve bundan ne 6g-
rendiniz?

Baydar: Oncelikle 2005 yilinda Is Bankast Kibele
Sanat Galerisinde yer alan “Yer -Gok” serisinde,
yer-gok ve ufuk cizgisinin resimlerimde ilk ola-
rak gorunmesi ile birlikte bugune gelen sureci
degerlendirmeliyim.

Ufuk cizgisini bir sorunsal olarak degerlendir-
mem sonucunda, yerle gok arasinda yer alan
bu farazi cizginin resimlerimdeki iptali ile boslu-
gun ve arada olma halinin suregeldigi 2012 y1-
linda “Tki Sey Arasinda” ve ardindan 2015 yiinda
Londra’'da “Transition Moments” sergilerini yap-
tim. Bu bosluk ve aradalik hali mevcut sergim
"Gece / Gunduz / Gibi" ile birlikte birbirinin icine
giren butunluklu bir anlatima donustu. Beni bos-
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cludes the potential of the medium.

Graf: Your works never show many colors or
consist of strong contrasts. They often appear
like a dreamy or blurred reflection of a dream.
Some works are even nearly monochrome.
Could you please explain your use of color?

Baydar: The basic reason for the narrowing of
my use of the color scale insofar as my works
within the scope of this exhibit started with my
preference to emphasize minor differences,
transitions and variations. Therefore rather than
a rigid and clear narrative, I preferred to use a
visual narrative in which the contrasts were re-
duced as much as possible. In general, my work
i1s about the avoidance of contrast with the in-
tention to recall images which are associated
with that which is not sharp and clear, presented
to us by our memories.

Graf: In the exhibition, you vary sizes and for-
mats. Some works are large while other are very
small. Still, your compositions work in different
dimensions, which is normally rarely seen. How
do you decide on the size?

Baydar : Although [ use general definitions like
night and day, each night and each day are dis-
tinct in terms of color, light, warmth, length and
many other characteristics. In my paintings, [ try
to demonstrate what is essentially distinct de-
spite our thought that they are the same. In the
diptych paintings that [ make, although [ work in
the same dimensions and forms on the canvas,
in reality, the two paintings are merely reminis-
cent of one another. That is, one painting is 'like’
the other. In short, my selection of canvas and
colors are intended to be reminiscent but never
the same.

Graf: In the series Gece Gunduz, you have cho-
sen a round format. What is its reason?

Baydar: The cycle created by the contradiction
and interrelation of night and day and the em-
phasis [ wanted to place on this is what com-
pelled me to use the tondo.

Graf: In the end, every new series of work brings
something new, and adds something to the ar-
tistic oeuvre. That is why an exhibition is always
a review of the current state of work. How do
you evaluate the status quo of your works, and
what did you learn from it?

Baydar: First, I should assess the process that
has led up to today which was initiated with the



luk ve dolulugun, bu baglamda tum kontrast-
liklann i¢ iceligine vurgunun arttig1 bir noktaya
getirdi. Artik salt bir bosluk vurgusundan ¢ok,
bosluk-doluluk, gece-gunduz gibi tum kontrast-
liklann bir aradaligq ve butunun bu bir aradalikla
var oldugu plastik ve dusunsel bir anlatima ulas-
tigumi dusunuyorum. Aslinda yaptigim her calis-
ma bir sonraki calismanin nedeni oluyor. Yapi-
lan ¢alismalann her birinde aklimdan say1siz fikir
geciyor. Bu dusunce firtinast bir bakima baslama
niyetinden gittikce uzaklastigim, fikirlerin birbi-
rini kovaladid1 ve zihnin genlestigi bir surec olu-
yor. Iste bu stirec bir sonraki adimun fikirlerini de
veriyor.
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appearance of the earth, sky and horizon in my
paintings in the "Earth-Sky” series which was
exhibited at the Is Bankasi Kibele Art Gallery in
2005.

As a result of my assessment of the horizon line
as problematic, I created the exhibits entitled
‘Between Two Things” in 2012 at the Mabeyn
Gallery and subsequently “Transition Moments”
in 2015 in London, in which the state of this
imaginary line between the earth and sky in my
paintings was deleted and with that, the state
of being intermediate continued. This state of
emptiness and intermediateness transformed
into an interwoven, coherent narrative with this
exhibit, “Night / Day / Like". It brought me to a
point where emptiness and fullness, where the
emphasis on the interrelations of all contrasts,
increased.

[ think now that I have achieved a plastic and
mental narrative in which beyond the mere em-
phasis on emptiness, the collectivity and whole-
ness of all contrasts such as emptiness-fullness,
and night-day are expressed. Actually, all of the
work that I do becomes the reason for the next
work. In each of my works there are innumer-
able ideas which pass through my mind. This
brainstorm in one sense becomes a process
where [ eventually am distanced from the inten-
tion [ initially started out with, in which ideas run
rampant and the mind expands. It is this process
which provides ideas for the next step.



orman 0150216, tuval Uzerine yadliboya / forest, oil on canvas / 35 x 45 cm / 2016
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orman 0160216, tuval Uzerine yagliboya / forest, oil on canvas / 25 x 30 cm / 2016
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goérunmeyen, duvar yerlestirme, muhtelif boyutlu, tuval Uzerine yagliboya / unseen, wall installation, various sizes, oil on canvas, 2016
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