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Gelecegin Arkeoloji Miizesi
Hande Sekerciler, Marcus Graf'la konusuyor

Marcus Graf: Bu seriyi hazirlarken bigime ve igerige dair hangi meseleler
izerine disindigini bizimle paylasabilir misin?

Hande Sekerciler: Heykellerim fikirleri ve inanclari ugruna her seye katlanmaya
razi insanlar hakkinda. Fikirler ugruna yapilanlar beni gok sasirtiyor. Cogu
insan kendi dogruluguna o kadar inaniyor ki, lmeye, ldirmeye razi!
Serideki karakterlerin gézleri bunu ifade edebilmek icin kapali. Kendi iglerine
bakiyorlar sadece. Sizin ne dediginiz, haklilik ihtimaliniz falan hi¢ nemli
degil. Biz de onlari kendi hayal ettikleri bicimde gériyoruz. Belki simdide
ya da gelecekte yasiyorlar ama halen o ilkel insanin dirtilerine sahipler.
Medeniyet ve ilkellik arasindaki catismay: yasiyorlar aslinda. Bu igsel catismay:
anlatabilmek igin cagdas bir gérinimleri olmasina karsin ilkel aksesuarlari,
maskeleri var. Bunlari tasarlarken gesitli cografyalardaki samanlara baktim.
Onlarda gérdiklerimi yeniden tasarladim diyebilirim. Plastik olarak klasikse
Yunan heykeli yol haritam oldu. Sergiyi dizenlerken de galeriyi hayali bir
arkeoloji miizesi gibi disindim. Gelecegin arkeoloji mizesi...

Graf: Ben kendi adima ¢ok olumlu bir durum olarak nitelendirsem de niye
samanizm Uzerine yogunlashgini sormak istiyorum. Bu ilgi sadece bigime mi
yonelikti2 Yoksa islerin icerigini de etkiledi mi2

Sekerciler: Hepimiz halen ilkeliz aslinda. Dirtilerimiz, duygularimiz ilkel
insandan farkli degil ki. Fakat akil yoluyla fikirler iretebiliyoruz ve bu yolla
da medeniyeti kurup gelistiriyoruz. Ne var ki, temelde yine de ilkeliz iste.
Istedigimiz kadar medeni olalim. Son kertede fikilerimizi, inanglarimizi
savunurken; hayat tercihlerimizi yaparken igimizdeki magara adami cikiveriyor
ortaya. Fitirist Michio Kaku gelecek tasvirleri yaparken gegmisin insan
davranislarini analiz etmenin dogru bir yol oldugunu séyliyor. Buna da
yanlis hatirlamiyorsam magara adami sendromu diyordu. Ciinki insanlar ne
kadar medenilesse de ilkel benliginden kopamiyor. Sadece yavas yavas
egitiyor onu. Ben de fiitiristleri drnek alarak, insanlarin igsel durumlarinin
tasviri icin ilkele bakiyorum. Karakterlerim simdinin ya da gelecegin insanlari
olabilirler. Ve énimizdeki 100 yilda da dirtiler yine ayni kalacagindan,
bu dirtileri gérsellestirmek adina, samanlarin maskelerini modernize ediyorum;
ayinlerde kullandiklari takilari, kostimleri yeniden yorumluyorum. Sadece
samanlarinkini de degil... Afrika, Avusturalya yerlilerinin kabile toplantilarinda,
eglencelerinde kullandiklari sislemeleri de kullanryorum. Ama acip baksan
internete bire bir ayni siislemeyi, maskeyi bulamazsin. Cinki onlari yalinlastirp
hem simdide hem gelecekte olabilirmis gibi tasarliyorum. Gelecegin miizesindeki
heykelleri hayal ediyorum. Zaten nasil ki simdi durdugumuz noktada “Vay
arkadas engizisyon ne sagmaymis!” “O partiye nasil da oy vermisler”
“Hitler'i takip nasil etmis insanlare” diyerek sasiryorsak, gelecekte de insanlar
bizlere hayretle bakacaklar. Iste heykellerimdeki karakterler bu insanlar.

Graf: Medeniyet ve ilkellik arasindaki geliskiyi irdelerken Antik Yunan'in
estetigini referans alman da kendi icinde bir celiskiye isaret etmiyor mu?
Sekerciler: Gelecek gegmisin izerine insaa ediliyor. Fitiristler gelecegi
tahayyil edebilmek igin gegmise bakiyor. Gegmisteki insan davranislarini
andliz ederek gelecegi insanini anlamaya galisiyorlar. Bu bir anlamda sanatta
da bdyle. Bizde tam olarak bdyle gelismese de, dinyada sanatgilar bir
gelenegin iizerine kendi dokunuslarini ekleyerek giinin sanatini iretiyorlar.
Ben de gelecegin heykelini disinirken, tasarlarken gegmise bakiyorum.
Insan bedenini idealize edildigi, fikirlerin, insanlarin, inanglarin yiceltildigi,
anitsallastirldigr Antik Yunan ve Rénesans heykelini érnek aliyorum.

Graf: ilkel aksesuarlar hangi parametrelere gére sectin?
Sekerciler: Plastik agidan etkileyici duranlari ve beni etkileyenleri sectim
diyebilirim. Bazen “Bu da olabilirmis aslinda” dediklerimi kendim tasarladim.

Graf: Heykellerin beyaz agirlikli. Ancak 6zellikle yiiz kisimlarinda renk de
kullanryorsun. Bu renklerin nasil bir anlami ve nemi var?

Sekerciler: Arkeoloji Miizesi'ne ya da Louvre'a gittigimde dehsete disiyorum
ve ¢ok etkileniyorum. Mithis kuvvetli bir plastik var. Ben o heykeli yapmak
istiyorum istel Oykindigim heykeller Antik Yunan ve Rénesans heykelleri
olunca beyaz kaginilmaz olarak kullandigim renk. Buna karsin heykelin
sadece formlarla ilgili olmadigini da disiniyorum. Dolayisiyla anlathigim
fikri desteklemek hem de plastik olarak gelenegin izerine cagdas bir yapi
insaa edebilmek adina renk kullaniyorum. Tercih ettigim renklerin spesifik
bir anlami da yok.

Graf: Bijyik bistler yapmay: tercih ediyorsun. Bu figiirlerin uzuvlarini
kullanmamanin belirli bir sebebi var mi2

Sekerciler: Arkeoloji miizelerindeki antik heykellere dykiindiigim, o érselenmis
gorselligi sevdigim icin uzuvlar kesiyorum. Ayrica bu seride ifade portrelerde
yogunlasiyor. Bir de her seyin de derin anlamlari yok dogrusu. Benim estetik
anlayisim dyle oldugu igin...

Graf: Kaide kullanip kullanmamak her heykeltirasin izerinde durdugu
meselelerden. Bazilar kendi pratiklerine uyarliyor, bazilar sorunsallastirarak
kullaniyor, bazilar ise 6zellikle 1960'larin minimalizminin etkisiyle hig
kullanmamayi tercih ediyor. Sen ise islerinin bir kisminda kaideyle mekani
icice gegiren ilging bir yontem éneriyorsun. Bu ydntemi nasil bir sirecten
sonra ortaya gikarding

Sekerciler: Eksik heykelleri metal cercevelere koyup, uzuvlarini tamamlamak
eski bir mize sergileme bicimi. Ben bu ydntemi alip uzuvlari tamamlamak
yerine, ek yaph@im parcalar grafik bir dil haline getiriyorum. Karakterlerim
gerceklikle sanallik arasina sikisiyor bdylece.

Graf: Calisma yénteminden bahsedebilir misin2 Kavrami olusturma, tasarlama
ve Uretme sirecini nasil yasiyorsun?

Sekerciler: Ideal olarak fikri bulduktan sonra gizim yapmam, ardindan gamur
eskizler ¢ikarip, nihayetinde de asil bisyiklikteki heykeli yaparak calismay:
sonlandirmam gerekir. Genelde bdyle olmuyor maalesef. Siregte degismeyen
tek sey ilk olarak fikri bulmak. Ardindan “Bu fikri plastik olarak nasil ifade
edebilirim?” sorusu geliyor. Sonrasinda bazen gamur modeller yapryorum
kiiguk dlcekli, bazen de - dzellikle biustlerde - direkt gercek boyuttaki heykele
baslyorum. Heykelleri tasarlarken gizim neredeyse hic yapmadigim bir
asama. Kigik gamur eskizler yapmay: fercih ediyorum. Sonrasi kalip, tesfiye,
boya, vs gibi isler.

Graf: Cergeveler, heykellerin gevresindeki uzami hem gésteriyor hem de ikisi
arasindaki sinirt belirliyor. Heykellerin organikligiyle kaidelerin kah gizgileri
arasindaki bu karsithg ok sevdim. Bir bakima bana Francis Bacon'in,
figurlerini birkag gizgiyle uzamsal bir alana yerlestirmesini hatirlath. Sen de
bu islere kendilerine ait bir alan mi vermek istedin?

Sekerciler: Cergeveleme hem plastik bir etki vermek hem de karakterlerin
disincelerini kutulara koydugu, sinirlandirdigini anlatmak igin gerekliydi.
Bir de kontraslari bende severim. Anlami ve ifadeyi giiclendirirler. Bu
heykellerde de organik dokuyla keskin hatlar arasinda bu gerilimi
yaratabildigimi umuyorum.

Graf: Bu yeni islerin icin neden malzeme olarak epoksiyi sectin?

Sekerciler: Bugiine kadar pek ok farkl meteryal denedim. Su anda kullandigim
epoksi, polyester gibi diger dokim malzemelerinden daha saglikli, daha
saglam. Bir de Turkiye'deki en biyik sorunlardan biri olan, isini dizgin
yapmadan, sirekli karsisindakini kandirmaya yénelik is ahlaki - ya da
ahlaksizhigr - dskimcilik alaninda da gegerli. Bu yizden disartya bagimliligimi



kesmem gerekiyordu. Bu malzeme sadece asistanimdan yardim alarak, bitin
sUreci tek basima gétirebilmemi sagliyor. Bir diger sebepse plastik olarak

istedigim dokuyu bu malzemeyle kolaylikla verebiliyorum. Modelimin detaylarini
da kolaylikla ve eksiksik alabiliyor. Su bazli akrilikle kolaylikla boyanabiliyor.

Graf: Epoksiyle calismak bu heykellerin edisyonlarini yapmayi da miimkiin
kiliyor. Bu islerin edisyonlari var mi2 (Eger varsa, neden? Yoksa da sebepleri
ne?)

Sekerciler: Edisyon yaptigim seriler oldu. Bu da biraz disa bagimliliktan
kaynaklanan ekonomik sebeplerden. Edisyon yaphginizda heykelin sahs
bedelini edisyon sayisina bdlerek koleksiyonerlerinize de bir kolaylik saglamis
oluyorsunuz. Her koleksiyoner gok zengin degil. Kazancinin bir bélimiyle
koleksiyon yapanlar da var. Bu onlara bir alim giici veriyor. Sanafe igin
de Uretim maliyetini disirip, kazanci normalize ediyor gibi gériniyor. Ama
iste biraz énce anlathgim kaliteli iscilik sorunu yizinden aslinda sanatc
maliyeti karsilayabildigine dua eder hale geliyor. Zira yanlis dékimler,
gereksiz yere uzayan tesfiye, boya gibi siiregleri de maddi olarak sanatgilar
telafi etmek durumunda kaliyor. Bir de sanat eseri tek olunca verdigi haz
daha gok oluyor sanki. Dinyada biricik ve yalniz oldugunu bilmek gibi...

Graf: Onceki réportajlarindan birinde Alfred Hrdlicka ve Ron Mueck'e olan
hayranligindan bahsediyorsun. Birisi disavurumcu bir gizgiye sahip, digeri
ise hiperredlist isler yapiyor. Sen, onlarin islerinde en cok neye ilgi duyuyorsun
ve senin Uzerinde nasil bir etkileri vare

Sekerciler: Hrdlicka'nin heykellerindeki yogun duygu, anitsallik, tasa karsi
bir Rénesans adami gibi yaklasimini seviyorum. Hele gravirlerindeki vahsilik,
dinamizm! Bir de sanatta emege ve disinceye cok kiymet veriyorum. Hrdlicka
ve Mueck gibi iki ug tarzi ayni 8lciide sevebilmemin sebebi bu sanirim.
Hrdlicka'nin tasi eski usil murg ve gekile yontmasi benim acimdan bakinca
gereksiz bir kahramanlik olsa da, sabahtan aksama o sekilde galisip bir de
Uzerine geceleri gravir yontmasi ¢ok ilham verici. Mueck'in dantel gibi o
figirleri islemesiyle, Hrdlicka'nin tasi yontmasi arasinda bir irade bitinligi
hissediyorum. Bir de ikisinin heykellerinde de bir yumusaklik, bir canlilik var.
Baskalari da silikon dékiyor, dyle detaylar yapiyor ama Mueck'in karakterleri
gibi yasamiyor. Bunun yaptigin ise kendi 6zinden bir sey vermekle ilgili
oldugunu saniyorum. Bitiin bunlar daha gok calismak, Gretmek igin ilham.

Graf: Islerini birkag yildir takip ediyorum. Absiird veya karikatiirize formlardan
hiper-realizme uzanan bir yelpazede gergekligin farkli yorumlarini yansithgin
serilere imza athin. Gergeklige ve gercekgilige yaklasimini nasil tanimlarsin2
Sekerciler: Detaylarla oynamak, olabilirmis hissi yaratmak hosuma gidiyor.
Var olan gergeklikle benim kurguladigim gercekligin i¢ ice gecmesini izlemek
ve bunu iretmek gok eglenceli.

Graf: O zaman, gergeklige getirdigin yorumlarin diinyanin bugiinki durumunun
tasvirleri oldugunu da sdyleyebilir miyiz2

Sekerciler: Dinyanin en enteresan anlarindan birine denk geldik. Medeniyet
yok mu olacak yoksa fitiristlerin kurguladig gibi st uygarlik seviyesine mi
gegecek? Yeni medeniyetin dogusuna mi taniklik ediyoruz, eskisinin Uzerimize
ckisine mi? Sorunu cevaplamaya calisirken kigik bir gocuk bedeni karaya
vurdu. O giine kadar binlerce insan 6ldi, ama ne zaman ki O'nun fotografini
gordik dinya degisti. Insanlar evlerini bu élimden, sefaletten kagan insanlara
agmaya basladilar. Bu iste bir yanlislik oldugunu fark etmeye, sistemin
gercekten degismesi gerektigini konusmaya basladilar. Bitin dinyada artik
insanlar bdyle deyam edemeyecegimizi anlamaya basladi. Ama cok az vakit
kaldi bizim igin. Urettigimiz teknolojinin bizi bilinglendirme hiziyla, onu
iretirken yarathgimiz kirlilik yanis halinde. Ve kirlenme daha hizli maalesef.
Dinyanin sonu geliyor diyorlar ama aslinda sonu gelen insan irki. Ya
fitiristlerin kurguladigr gibi bir devrim olacak ve tip bir uygarliga gececegiz

ya da yeryiizinden silinecegiz ve dinya bizsiz devam edecek yoluna. Bitin
bunlarin icinde kendimi gérebildigim kadar uzaga bakip, bunlari anlatmaya
calisan bir tanik gibi gériyorum. Bir ¢éziimiin yok. Sadece sorunu gésteriyorum.
Hani filmlerde “Diinyanin sonu geliyor!" diye bagirarak dolasan deli olur.
Filmin sonuna dogru da hakli oldugu cikar ortaya. Iste ben o deliyim!

Graf: Bence islerinin elestirel bir yonii de var. Ama senin bu konuda ne
disindigini de merak ediyorum. Bu heykellerin izleyici izerinde sence
nasil bir etkisi olabilir2 Izleyicinin yorumunun senin nezdinde nasil bir 6nemi
vare

Sekerciler: Tabii ki izleyici benim igin dnemli. Sdylemek istedigim sézler var.
Bunun icin arag olarak da heykeli segtim. Bir kisi bile “Aa sahiden bdyle bir
sey var” derse mutlu olurum. Zira halen romantik bir hayal belki ama, sanatin
insani dolayisiyla dinyay: degistirebilecegine inaniyorum.

Graf: Fotograf, video art, enstalasyon ve medya sanati gaginda heykel
genelde giincel sanatin alanina girmeyen, eski, muhafazakar ve modasi
gegmis bir kategori olarak yorumlaniyor. Bu disiplinin senin iin ilgi ¢ekici
olan boyutu ne?

Sekerciler: Heykelin modasinin gectigi falan yok. Olan su: Zaman degisti ve
arhik saydigin disiplinlerin iretme kaynaklarina erisim kolaylash. Telefonu
olan herkesin fotograf makinesi, video kamerasi, bu araglarla topladiklari
datay isleyebilecekleri yazilimlari ve hatta cizim yapabilecekleri grafik
programlari var. Bunu iyi bir sey olarak gérisyorum. Uretmek, fikrini anlatmak
isteyen herkesin araci oluyor bdylece. Ne var ki bu disiplinle Uretilen islerin
sayisindaki artis, klasik yontemlerin modasi gegmis gibi gérinmesine sebep
oluyor. Bu ayni “Sanat 6ldi” hikayesine benziyor bence. Ne sanat 8ldi ne
de heykelin modasi gegti. Sadece bir ifade araci olarak hakkini verebilmeniz
icin ok fazla 6grenmeniz gereken sey var. Oysa ki insanlarin cogu hemen
olsun istiyor. Hemen anlatsin, hemen Unli olsun, hemen zengin olsun...
Sorunda bahsettigin bu disiplinlerin bu kadar moda olmasinin sebeplerini
bunlar olarak gériyorum. Bunlar olmayan her sey de benim heykeli sevme
sebeplerim. Bir diger nokta ise heykel bir miicadeledir. Hayat gibi... Bitin
bedeninle zihninle Gretirsin. Bunlari yaparken olaylara karsi i¢ boyutlu bir
bakis edinirsin heykel sayesinde. Nasil ki heykeli yaparken her agidan iyi
yapmaya calisirsan, hayata da 8yle yaklasirsin ister istemez. Olaylarin tek
tarafini degil, gevire evire her yiiziini okumaya baslarsin. Ve nihayetinde
yiz yil sonra bin yil sonra kimin modasi gegmis olacak?

Graf: Islerini seriler halinde ireten sanatgilar, genelde bu tecribelerinin
sonunda yeni bir sey 6grendiklerini sdylerler. Bu kadar uzun bir disinme
ve uygulama sirecinin sonunda hem entelektiiel hem de manevi anlamda
onlari zenginlestirdiginden bahsederler. Bu seri hem kisisel hem de sanatsal
anlamda sana neler kath2

Sekerciler: Ne bagimliliklari ne de fanatikligi olan biriyim. Fakat insanlarin
olaylar, fikirler, ideolojiler karsisindaki fanatizmini gériince, hali hazirda
septik biri olarak kendi durumumdan da siphe etmedim desem yalan olur.
“Bu insanlar her sey ugruna 8lmeye hazirken ben nasil béyle olabiliyorume”
diye... Insan hayati, beden bitinligi her seyden dnemli. Bertrand Russell'in
da dedigi gibi “Disincelerim icin 8lmeyi gdze almam, ¢inki yaniliyor
olabilirim.”

Graf: Bu sohbet icin cok tesekkiir ederim.

Sekerciler: “Neden sanat?” diye sormadigin icin ben tesekkir ederim.
Saka bir yana, réportajlari rettiklerimi begenen ama anlattiklarim, dert
edindiklerim hakkinda belki de hi¢ disinmemis izleyicilere, bir disinme
firsat yaratan imkanlar olarak gériyorum. Sorularin bu anlamda gok gizeldi.
Tesekkir ederim.



Archeology Museum coming from the Future
Hande Sekerciler in conversation with Marcus Graf

Marcus Graf: Dear Hande, could you please outline the formal and conceptual
matters that you were interested in while developing your current series.
Hande Sekerciler: My statues are about those who are willing to take in
anything for the sake of their ideas and beliefs. Most of the people have
such confidence in their beliefs that they are ready to die or even to killl The
eyes of the characters in the series are shut in order fo stress this situation.
These figures' gaze is inwards. And we, as the spectators, see them as they
envision themselves. They might be living in the past or the future but they
still embrace the most primitive impulses. In fact they are just experiencing
the clash between the civilization and the primitiveness. And their primitive
accessories and masks, which are at odds with their modern appearance,
highlight this conflict. As a part of my research and design process | delved
into the Shaman practices all around the world. To put it aptly, | redesigned
what | have found during this research. And ancient Greek sculptures have
been my aesthetic guide. | envisioned the installation process as if | was
installing an imaginary museum of archeology. An archeology museum
coming from the future...

Graf: Why did you focus on the culture of Shamanism, which | would consider
rather positive? Is this relation rather formal or contentual as well2
Sekerciler: We are all primitive on a certain level. Who can claim that our
impulses, feelings to be different from the primitive human beings'. We create
and refine our civilization through the same path. No matter how civilized
we think we are, our inner 'caveman’ shows her/himself both in the way we
defend our thoughts, beliefs and our choices. Futurist Michio Kaku claims
that analyzing the past behaviors of the humankind would help us to see
what future hides. If I'm right he coined this situation as 'the caveman
syndrome'. No matter how civilized humanity gets, s/he cannot detach
her/himself from primitivity. All s/he can do is to educate this primitive core
gradually. That's why, taking my clues from the futurists, | look at the primitive
to show people's inner lives. My characters might be both from the future
or the past. And | modernize Shaman masks, redesign the accessories and
costumes worn in Shamanic rituals in order fo visualize these primitive
impulses, which will probably continue to exist in the following 100 years
as well. Other than Shamanic patterns, | also employ the ornaments used
in the rituals of native tribes of Australia and Africa. But my images are really
different from the ones you can find on the Internet. | minimalize them to the
point where you cannot tell whether they're artifacts coming from the past
or the future. Besides, think of how we cannot comprehend or grasp the
reasons behind the certain events of the past -such as the rise of a figure like
Hitler, the insanity of the inquisition or the voters' behavior in the prior
elections- when we situate ourselves within the present. It's possible that we
would be thought of in the same line in the future as well. My statues are of
those people from the future who will possibly take a look at our age.

Graf: While discussing the paradox between (modern) civilization and
primitivism, you use the aesthetic of the Greek antique. Is this not a paradox
itself2. Why did you choose this formal approach?

Sekerciler: Future is built on the past. Futurists look at the past in order to
envision what will happen in the future. They project their thoughts on the
people of the future through their analysis of the past. It's more or less the
same in art as well. Maybe Turkey is an exception but internationally,
contemporary art is created through several touches applied to tradition.
Hence my imagination of the future sculpture relies on the past. Sculpture of
ancient Greece and Renaissance, the ages where human body was idealized,
ideas, humans and beliefs were glorified inspire me.

Graf: According to what parameters did you chose the primitive accessories@
Sekerciler: | might say that | singled out the ones that stroked me aesthetically.
And some of them are works of my own imagination. | envisaged how

different things could be done in a primitive sense and created them myself.

Graf: Your sculptures are white. Nevertheless, you use paint on certain points,
especially the face. What role does the colour play?

Sekerciler: Whenever | go to an archeology museum or Louvre, | always feel
astonished by the powerful aesthetics of the pieces being exhibited. That's

what | want to achieve, that's the statue | want to carve! And inevitably, as
a result of the inspiration | take from Renaissance and ancient Greece, white
is the dominant color in my statues. However, | don't consider form to be the
sole component of sculpture. Thus, in order to highlight my ideas and build
a contemporary structure on the traditional ground, I also apply color. And
they don't have specific meanings for me.

Graf: You have chosen to create large busts. Why did you neglect the arms
and legs?

Sekerciler: As a result of the inspiration | take from the ancient statues | see
in the archeology museum and my fondness for their demolished looks |
choose to cut the limbs of my figures. However, | don't think that it'd be right
to search for a deeper meaning in every aspect of these works. The main
reason for this choice is my aesthetic views.

Graf: For every sculptor, the pedestal is an important issue. Some integrate
it, some problematise it, and since 1960's Minimalism, some neglect it. You
have found an interesting model for some works. How did you come up with
this form between pedestal and spatial environment.2

Sekerciler: Installing the incomplete statues in the metal frames and ilustrating
their missing limbs through various means is a customary method of exhibition
used in the museums. | take this method and instead of illustrating the missing
limbs, | use the additional parts to form a different graphic language.
Accordingly my characters find themselves stuck between virtuality and reality.

Graf: The frames mark and outline the space around the sculpture. | like the
between the organic lines of the sculptures and the straight lines of the
pedestal. In a way it reminded me of the way Francis Bacon was giving his
figures with just a few lines a pretty concrete a spatial environment. Did you
feel a need to give the pieces a certain space?

Sekerciler: Framing was essential for a certain aesthetic approach. But other
than that it helps to show how these characters can't think outside the box
and limit their thoughts. And contrasts are of interest to me as well. They
reinforce both the meaning and the expression. | hope to have created such
a contrast between the organic and the straight lines in these works.

Graf: How do you work2 Could you please describe your process of
conceptualizing, designing, and producing?

Sekerciler: In an idealistic world | would first find the idea, and then sketch
it. Later | would apply these sketches to mud. And finally | would start carving
the statue. However it does not always work like that. The only thing that
does not change in this line is the prominence of the idea. Afterwards the
question of method arises. | sometimes start with working on a mud draft.
And sometimes, especially for the busts, | directly start carving the statute.
Most of the time | skip the sketching part. | prefer making little drafts with
mud. Steps such as modeling, lapping and paint come afterwards.

Graf: Why did you choose Epoxy as material for your current work?

Sekerciler: | have worked with so many materials till now. However epoxy
is healthier and stronger compared to other molt materials such as polyester.
And it was necessary for me to work in a more independent atmosphere in



order to avoid the irresponsible and unethical attitudes seen in molting
practices, unfortunately which is not an exception when you think of other
lines of business in Turkey. This material provides me a free space in which
| require just help from my assistant. Another reason for me to use epoxy is
that it makes it easier for me to play with the texture of the works. Also, it
takes shape easily and | can effortlessly apply acrylic paint on this material.

Graf: As you work with epoxy and cast forms, you could work in edition
series. Are the works editions? (If yes, what is the reason? If not why not)
Sekerciler: | had worked on edition series formerly. The reason that it was
not the case for this one is mostly economical. When you work on editions,
you divide the price to the number of the editions. And it gives an access
to these works for the not-so-rich collectors. And when you think of the other
side, it also reduces the production costs for the artist and keeps the earnings
in balance. In theory of course! Because of the inconveniences | have just
mentioned, it doesn't work like that and the artist always ends up praying
to make both ends meet. The artist him/herself has to cover for all the delays
and problems seen in molting, lapping, paint, etc. Moreover there's a pleasure
in knowing that these works are unique. It's almost the same feeling as
knowing that you are unique in this world.

Graf: | have read in a previous inferview of yours that you admire Alfred
Hrdlicka, and Ron Mueck. One worked rather expressive while the other is
hyper-realistic. What do you like in their works and are there influences?
Sekerciler: | love the intensity in Hdrlicka's work. The way he conceives stone
like a Renaissance man is another thing | admire in him. And let's not forget
the wilderness and dynamism in his etchings. Moreover the part labour and
intellect plays in art are also an interest of me. | assume that is the reason |
can admire both Hrdlicka and Mueck, who are coming from the different
ends of the spectrum. Even though Hdrlicka's method of carving the stone,
using old fashioned tools such as hammer or chisel is a bit too ambitious for
my taste, | cannot stop admiring his intense labour and the fact that he carves
stone all day and later finds time to draw his etchings. | sense there is a
connection of will between Muerck's elaborate figures and Hrdlicka's method
of carving the stone. Moreover both of their works have this vivid and smooth
feeling. For example using a material like silicone would make creating such
defai]g much easier, but it would definitely not feel the same. | think this is
something to do with how much you invest yourself in your work. And
consequently, all these inspire me to work and produce more.

Graf: | am following your work for a couple of years now. You have produced
various series in Wg)ich different notions of realism that vary between absurd
or caricature-like versions to hyper-realistic approaches. How would you
describe your interest in reality and realism?

Sekerciler: | love to take my time with the details and reach the borders of
what's possible in real life. And to see how the reality | created and the
redlity in life come and work fogether always amuses me.

Graf: Would you agree then in saying that you create your own versions of
real;'gy with you works, which critically comment on our current state of the
world.

Sekerciler: We are going through one of the strangest moments in the history.
Are we reaching the point where civilization will be destroyed altogether?
Or is the civilization evolving to advance? While we are conducting this
interview, a dead little girl's body was found in the seashore. Even though
we have witnessed thousands die till now, the photograph showing this little
girl lying dead on the shore changed everything. People opened their houses
to these immigrants who are trying to leave death and misery behind. They
started fo fee?fhaf there was something not going all right with the world
and a discussion on the liability of the system ensued. However there is not
much time left for us. It's true that the technology we create enlighten us. But

at the same we pollute the world as we go after inventing new technologies.
And sadly the pollution is ahead at this race. It's not the world coming to
an end; it's the human race. Either a revolution towards a new kind of
civilization will take place as the futurists claim, or the world will go on
turning without us. Among all these | feel like an onlooker, staring at the far
beyond to see and understand what happens. | don't offer a solution, though.
You know the kooky type in the movies... The one who goes on screaming
about how close the end of the world is and cannot convince anyone till the
end where s/he happens to be right all along. | am that kooky character.

Graf: | believe that you work is critical. Though, what do you think: What
effect could the scu{)iures have on the spectator? Is s/he of importance for
ou?
Sekerciler: Of course the spectators are of importance for me. | have something
to say and | chose sculpture as my medium. | would be happy if even one
of them becomes aware of these issues through my works. It may sound like
a dreamy thought but | still believe that art has the power to change lives
and consequently, the world.

Graf: In times of photography, video art, installation and media art, sculpture
is often considered in contemporary art as classic, old-fashion, conservative
or outmoded. What is fascinating you about this discipline?

Sekerciler: Well, sculpture is not ofd—fashioned or anything. What happens
is this; times have changed and it has become easier to access the disciplines
you have mentioned. Anyone who owns a cellphone can also take photos
and videos, and reach softwares to process the datas s/he collects. Even the
tools for graphic design are available on those phones! | consider this to be
a positive. Anyone who has something to say has access to such utilities.
However, the rise in the number of works produced using these mediums
make classical methods seem old-fashioned. It's no different than that clichéd
phrase; “Art is dead”... Art is neither dead, nor has the sculpture become
unfashionable. You just have to spend more time to grasp and use the
language. Though nowadays people lose their patience so quickly. They
want to be able to tell their stories, become rich and famous at once. [ believe
this is the reason behind the popularity of the disciplines you have mentioned.
This is also the reason | love sculpture. The other thing is that sculpture is a
challenge for me. You have to devote your mind and body. Just like life
itself... Sculpture gives you opportunity to add spatial dimension when you
think about issues. You take every side of the statue in account, which is not
different from what you do in life. You inspect every inch of the issue. Then
finally, what do you think will become unEJshionab/e in a century or a
thousand years?

Graf: Artists who work in series often have some kind of “learning outcome”
at the end of the series. After a long time of conceptually and practically
work, artists feel intellectual or spiritual enriched. What did you learn from
your current series as professional artist and private person?

Sekerciler: I'm neither a fixated nor a fanatic person. However, being the
skeptical person | am, fo see how some are attached to certain ideas causes
and ideologies made me think about myself as well. And | thought if there
was anything wrong with me since | was not willing to die or kill for my
thoughts like those people did. Be that as it may, right to live and bodily
integrity is above any cause or ideology for me. In other words, as Bertrand
Russell puts it "l would never die for my beliefs because | might be wrong".

Graf: Thank you very much for this conversation.

Sekerciler: Thank you for not asking why | chose art as a profession. Well,
all kidding aside [ see interviews as a mean fo convey my thoughts and ideas
to an audience who have seen and liked my work but didn't have a chance
to think about the process behind them. Your questions were exemplary in

that sense. Thank you very much.



korkuncg simetri
fearful symetry

2015

200 x 50 x 50 cm
Epoksi ve Akrilik
Epoxy and Acrylic







o hangi kanatla
yukselebilir?

on what wings dare
he aspire?

2015

200 x 50 x 50 cm
Epoksi ve Akrilik
Epoxy and Acrylic










kaplan, kaplan
fyger, tyger

2015

200 x 50 x 50 cm
Epoksi ve Akrilik
Epoxy and Acrylic



No.1

2015
54 x74 cm
Acid Free Hahnemihle Albrecht Diirer Paper



No.2

2015
54 x74 cm
Acid Free Hahnemiihle Albrecht Diirer Paper






parlak yalaza
burning bright

2015

64 x33 x22cm
Epoksi ve Akrilik
Epoxy and Acrylic










neydi cekic,

ya zincir neydi?
what the hammer?
what the chain?

2015

170 x 26 x 21 cm
Epoksi ve Akrilik
Epoxy and Acrylic
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giildi mi o, goriince eserini?
did he smile his work to see?

2015
66 x 34 x 22 cm
Epoksi ve Akrilik
Epoxy and Acrylic






gecenin ormaninda
in the forests of the night

2015

36 x21 x10cm
Epoksi ve Akrilik
Epoxy and Acrylic




No.3

2015
54 x 74 cm
Acid Free Hahnemiihle Albrecht Diirer Paper



No.4

2015
50x70 cm
Acid Free Hahnemiihle Albrecht Direr Paper



yildizlar mizraklarini asagiya atinca
when the stars threw down their spears

2015
32x192x20cm
Epoksi ve Akrilik
Epoxy and Acrylic







kuzu'yu yaratan mi
yarath seni?

did he who
made the lamb make thee?

2015

82x31 x38cm
Epoksi ve Akrilik
Epoxy and Acrylic






No.5

2015
Acid Free Hahnemiihle Albrecht Diirer Paper



No.7

2015
154x 111 ecm
Acid Free Hahnemiihle Albrecht Diirer Paper



No.9

2015
155 x 106 cm
Acid Free Hahnemiihle Albrecht Diirer Paper
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