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Dus

yavas yavas

gorunur oluyor.

Bir heykelin Uzerinde sadece sanatc¢isinin imzasi
vardir, ardinda ise 90 Kkisi... Milyon yilda olusmus tasi
ocaktan cikaran, tasiyan, ilk ebatlayan, yontarken
tonlarca agirhd dondiren; madirga, keski, carpacak,
elmas, el makinalari yapan, atdlyeyi temizleyen, cay
getiren... Demiri celik yapan, ilk ebatlayan, kaynak
cubuklarini hazirlayan, hatir soran... Ve hatta izleyen...

Tas ve celik kullanarak yaptigim “iz Kalir, Ben
Kaybolurum” heykelleri, 17 yasinda desen ¢alismak i¢in
surekli gittigim, sonralari terapi mekanim dedigim
istanbul Arkeoloji Miizeleri'nde 1 Eyliil-31 Ekim 2025
tarihleri arasinda sizlerle bulusuyor.

Varligimla iliskilendirdigim bu mekéanda yapitlarimi
goérmek tarif edemeyecedim bir his. Hissettiklerimi
mumkun kilan herkese/her seye en icten tesekkirlerimi
sunarim.




The dream
slowly

becomes visible.

A sculpture bears only the artist's signature, however behind that
were 90 people... Those who quarried the stone that formed over
millions of years to form, transported and initially sized it, and the
operator who endured tons of weight while turning the stone, those
who produced the lump hammer, axes, chisels, hammers, diamonds,
and hand tools, cleaned the workshop, and served tea... Those who
turned iron into steel, produced the welding rods, and inquired about
people’s well-being... and even those who watched...

The “Traces Remain —-Me, Fade Away" sculptures | carved from
stone and steel will be on display from September 1st untill October
31st, at the Istanbul Archaeological Museum, which | frequented at the
age of 17 to practice drawing, and which | later came to call this place,
my therapy space.

Seeing my works in this space, which | associate with my very
existence, is a feeling | cannot describe. | extend my sincerest gratitude
to everyone and everything that made this feeling possible.

Nilhan SESALAN
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SUNUS
PREFACE

Rahmi ASAL

istanbul Arkeoloji Miizeleri Miidirii
Director, Istanbul Archaeological Museum

°
stanbul Arkeoloji Mizeleri, dinyanin sa-

yill kiiltir baskentlerinden istanbul'da

kurulan bir imparatorluk Miizesi'dir. Ul-
kemizin muze olarak insa edilen ilk yapisi,
ilk muzecilik faaliyetleri ve arkeolojik ¢alis-
malari gergeklestiren muzesi olmasinin
yani sira ilk sanat okulu, Mekteb-i Sanayi-i
Nefise-i Sahane'nin blinyesinde 1882 yi-
linda kuruldugu muzedir. 1882'de Sanayi-i
Nefise Mektebi, Cumhuriyet'le birlikte Glizel
Sanatlar Akademisi ardindan Mimar Sinan
Giizel Sanatlar Universitesi adini alan Tiirki-
ye'nin ilk sanat okulunun kuruldugu bu
yerde Ulkemiz glizel sanatlar egitiminde ve

he Istanbul Archaeological Museum
T is an Imperial Museum located in Is-

tanbul, one of the world's top cultural
capitals. It is the first museum in Turkiye to
function both as a museum and as a center
for archaeological research. It also hosted
the first art school in Turkiye, established in
1882 within the Mekteb-i Sanayi-i Nefise-i
Sahane (School of Fine Arts). In 1882, the
School of Fine Arts was founded, and after
the establishment of the Republic, Turkey's
first art school—later known as the Acad-
emy of Fine Arts and now Mimar Sinan Uni-
versity of Fine Arts—was set up in the
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heykel sanatimizin gelisiminde 6ncu kadrolari
Yervant Osgan, ihsan Ozsoy, Ziihtii Miiri-
dogdlu gibi ilk heykel sanatcilarimiz da gérev
yapmistir.

Klasik, Roma ve Anadolu heykel okul-
larinin nadide eserlerine, Osmanl cograf-
yasindan farkli uygarliklara ait cok sayida
essiz eserin sergilendigi Mizemiz, ge¢cmi-
sinden gelen birikimini yansitan bu atmos-
fer igerisinde, gunumizu temsil eden
Nilhan Sesalan “iz Kalir, Ben Kaybolurum"
sergisine, Cumhuriyet'imizin 102'nci yilina
ithafen 1 Eyltl-31 Ekim 2025 tarihleri ara-
sinda ev sahipligi yapiyor.

Muzemizin sadece mimarisi ve ge¢gmisi
ile degil klltur varliklarnyla kurdugu iliskiyle
sanatgilarimizla kultirel mirasimizi gele-
cede aktarma is birliklerine ornek teskil
edecek bu sergiyle gegmisle simdi, gele-
nekle gelecek, tarih ve hafizanin izleri ziya-

museum. Turkiye's pioneering sculptors,
Yervant Osgan, ihsan Ozsoy, and Zihti
Mdridoglu, led the development of fine arts
education and sculpture in this institution.

Our museum, which displays rare works
from the Classical, Roman, and Anatolian
sculpture schools as well as numerous
unique artworks from various civilizations
that adorned the Ottoman territories, now
hosts the "Traces Remain — Me, Fade Away"
exhibition from September 1st till October
31st, 2025. by contemporary artist Nilhan
Sesalan. This exhibition is dedicated to the
102nd anniversary of the Republic and is
presented in an atmosphere that reflects the
museum's historical heritage.

This exhibition, which exemplifies our
museum's collaborations with artists to
share our cultural heritage with the future,
not only through its architecture and history,
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retcisini ilk adimda karsiliyor ve 21. ylzyilin
dislince ve sanat pratiginde giinimiuzle
gecmis ele aliniyor.

100+2 Sureli Muze Sergileri Projesi'nin
kamu ile bulusmasina oncllik eden T.C.
Kiltlr ve Turizm Bakanimiz Sayin Mehmet
Nuri Ersoy'a gonulden tesekkdurlerimi suna-
rim. Sergi projesini hayata gegiren Bakan
Yardimcimiz Sayin Gékhan Yazgi ile Kultar
Varliklari ve Muzeler Genel Midirimuz
Birol incecikdz'e de siikranlarimizi arz ede-
rim. “iz Kalir Ben Kaybolurum"” sergisinin
dizenlemesinde basta, kendisi de Akademi
mezunu olan Sanatgi Nilhan Sesalan‘a, ser-
ginin hayat bulmasinda Mlizemiz uzman ve
calisanlariyla katki veren emegi gecenlere
tesekkuru bir borg bilirim.

S REMAIN -ME, FADE AWAY

but also through its connection with cultural
assets, welcomes visitors with a mix of past
and present, tradition and innovation, and
traces of history and memory. The past and
present are examined within the context of
21st-century philosophy and art.

| extend my sincere gratitude to our
Minister of Culture and Tourism, Mr. Mehmet
Nuri Ersoy, for leading the public launch of
the 100+2 Temporary Museum Exhibitions
Project. | also thank our Deputy Minister,
Mr. Gokhan Yazgi, for bringing the exhibition
project to life, and our General Director of
Cultural Heritage and Museums, Birol
incecikdz. | would also like to acknowledge
Nilhan Sesalan, a graduate of the Academy
herself, for creating "Trace Remain —-Me,
Fade Away," as well as all the experts and
staff at our Museum who contributed to its
realization.




Nilhan Sesalan’in 1 Eyldl - 31 Ekim 2025 tarihleri arasinda

istanbul Arkeoloji Miizeleri'nde gerceklesen

“iz Kalir Ben Kaybolurum" adli sergisi igin basilmistir.

Printed on the occasion of Nilhan Sesalan’s exhibition

"Traces Remain -Me Fade Away" at Istanbul Archaeological Museums
from September 1st untill October 31st 2025.

© 2025. Tim yayin haklari saklidir. All rights reserved.
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Kalandan izler
Traces of the Past

Hasan KARAKAYA

Ikemizin muze olarak insa edilen

ilk yapisi istanbul Arkeoloji Miize-

leri Nilhan Sesalan’in diinyasinda
ayricalikli yerlerin en basindadir. Miize her
seyden 6nce istanbullu olmanin mekanidir
ve sanata yonelmesinde 6nemli yer tutar.
ilk desen calismalarini burada ve yakin
cevresinde yapar. Ote yandan burasi ilk
sanat akademisi Mekteb-i Sanayi-i Nefise-i
Sahane'nin, Miize-i Himayun biinyesinde,
1882 yilinda kuruldugu yerdir. Miize antik
dénemlerden baslayarak Klasik, Roma ve
Anadolu heykel okullarinin nadide eserle-
rine, Osmanli cografyasindan farkli uygar-
liklara ait cok sayida essiz eser ve heykele

he Istanbul Archaeological Museum,
T the first museum in Turkey, is among

the most cherished place in Nilhan
Sesalan's world. The museum is primarily a
symbol of Istanbulite identity and greatly in-
fluences her love for art. She created her first
drawings there and in the Mekteb-i Sanayi-i
Nefise-i Sahane, the first art academy which
was established in 1882. The museum con-
tains rare Classical, Roman, and Anatolian
sculptures fromantiquity, along with many
unique artworksfrom various civilizations
across the Ottoman territories. It also played
a key role in advancing fine arts and sculp-
ture education in Turkey, with pioneering
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ev sahipligi yapar. Ulkemizin glizel sanat-
lar egitiminde ve heykel sanatimizin geli-
siminde Yervant Osgan, ihsan Ozsoy,
ZUhtl Miridoglu gibi 6ncu ilk heykel sa-
natcilarimizin kazilar, restorasyon ve idari
gorevlerle bu miizenin kadrolarinda olma-
siyla da ayri 6nem tasir.

Sanatcinin Akademi egitimi 6ncesinde
de siklikla gittigi, ilk etltler, ilk gizimlerini
yaptid, istanbul kimligine, tarihsel izlerle
sanat Uretimine yonelmesi ve Uretmesinin
ana kaynaklarindan biri dinyanin sayil
miizelerinden istanbul Arkeoloji Miizeleri
olur. Tarihoncesi (prehistorya) donemi
heykelleri UGzerine yaptigi yiksek lisans
tezi ve yapitlarinda muize ile kurdugu bu
baglarin glclu izleri gorulur. Mekteb-i Sa-
nayi-i Nefise-i Sahane'den mezun oldugu
Mimar Sinan Giizel Sanatlar Universitesine
dair izleri barindiran Muize, Sesalan’'in duy-
gusal ve distlince diinyasinda, sanat ha-
yatinda belirleyici izleklerin yuvasidir.

istanbul Arkeoloji Miizelerinin ihtisamli
Antik Cag heykelleriyle ge¢cmis uygarlik-
lara ev sahipligi yaptidi etkileyici orta-
minda “iz Kalir Ben Kaybolurum” sergisi
21. ylzyihn dislince ve sanat pratigini
yansitan Nilhan Sesalan heykellerini sa-
natseverlerle Cumhuriyet'in 102. yilina it-
hafen 100+2 Sureli Miize Sergileri projesi
kapsaminda bulusturuyor. Sergide yer

sculptors like Yervant Osgan, ihsan Ozsoy,
and ZUuhtu Muridoglu working there, over-
seeing excavations, restorations, and ad-
ministration.

The Istanbul Archaeological Museum,
one of the world's best known museums,
was a frequent destination for the artist
even before her formal education, where
she created her early works and drawings.
One of the main influences behind her love
for Istanbulite identity and artistic expression,
shaped by historical factors, was the Istan-
bul Archaeological Museum.

Clear signs of these connections can
be seen in her master's thesis on prehistoric
sculpture and in her artworks. The museum,
which bears marks of her graduation from
Mimar Sinan University of Fine Arts, is cen-
tral to the themes in Sesalan's emotional
and intellectual worlds as well as her artistic
life.

In the impressive setting of the Istanbul
Archaeological Museum, where magnifi-
cent ancient sculptures showcase past
civilizations, the sculpture exhibition “Traces
Remain -Me, Fade Away" by Nilhan Sesalan
reflects 21st-century philosophy and art. Art
lovers can experience the 100+2 Temporary
Museum Exhibitions project, which is dedi-
cated to the 102nd anniversary of the Re-
public. The sculptures in the exhibition
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alan heykeller sadece mimariyle degil
kultdr varliklariyla kurdugu iliski ve baglar
Gzerinden ziyaretgisini ilk adimda karsili-
yor. Sergide yer alan yalin, akiskan, 1s1gin
pesinde bizi donmeye tesvik eden hey-
kellerin ilki sadece beyaz, riizgarla dans
eden soyut figuratif bir bulutu andiryor.
ikinci yapit neredeyse ilkinin birebir 6zel-
liklerini tasirken siyah konturlar, murek-
kep ile ¢izilmis geleneksel haritalara,
sinirlara, izlere atifta bulunuyor. Uclinci
yapit masif, beyaz i¢ hacimler kaybolur-
ken sadece siyah konturlarla varolus izini
metaforlastiriyor.

Gecmis, simdi, gelecek ile iz, varolus
ve anlam arasinda badglar kuran, tas
yontu, paslanmaz celik, kaynak malzemeli
heykeller ifadesini dogada hep var olan
camur, tas, bakirin maddeye 6z ve bi¢im
vermeyle donliismesinden, dislincenin
topraga atilan tohum benzeri icinde hey-
keli bulundurmasi fikir ve sirecinden ali-
yor. istanbul Arkeoloji Mizelerinde
sergilenen lahit ve heykellerde izi kalan,
yok olan renkler, cizgiler Sesalan yapitla-
rinda siyah konturlarina iz olarak yansiyor.
Yapitin fUtdristik 6zellikleri, ge¢cmisin izleri
siyah konturlarla gizilmesine ragmen ka-
lict olmadiginin silineceginin bilgisini de
iceriyor.

TRAC

ES REMAIN -ME, FADE AWAY

immediately greet visitors through their
connections not only with architecture but
also with cultural heritage. The first of the
simple, fluid sculptures, which encourages
us to pursue light, resembles an abstract,
cloud-like figure in white, dancing in the
wind. The second piece has almost the
same features, with black outlines that ref-
erence traditional ink maps, borders, and
traces. The third piece, where the solid,
white interior disappears, symbolizes the
trace of existence with only black outlines.

Stone-carved, stainless steel, and
welded sculptures that connect the past,
present, and future, as well as traces, exist-
ence, and meaning, derive their expression
from transforming mud, stone, and
copper—materials always present in na-
ture—by materializing substance and form.
The idea and process of thought that con-
tain the sculpture within itself, like a seed
planted in soil, are reflected in the black
contours of Sesalan's works, as well as the
colors and lines that linger and fade on the
sarcophagi and sculptures displayed at the
Istanbul Archaeological Museum. Despite
being drawn with black contours, the
work's futuristic qualities also suggest that
the traces of the past are not permanent
and will eventually be erased.
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Geleneksel malzeme tas ve endustri-
lesmeyi temsil eden ¢elik malzeme birlik-
teliginde heykeller, evrensel hafizanin
mekani muzeye yonelisi ile bugin Gzerin-
den moderniteyi sorgularken varolusumu-
zun kultlrel kodlarina, izlerine de isaret
ediyor. Yeri ve kendi sarmalinda izleyicisini
harekete, etrafinda donmeye ¢agiran hey-
keller celik ve murekkep koyu konturlarla
gelecege, dinun izlerine, buginin belir-
sizliklerine, surekli degisime, varlik ve yok-
luga referans verirken bir yandan da yok
olusu da igeren varlida ait kalintilarin hafi-
zada bir iz gibi gelecege aktariimaya
devam edilecegini vurguluyor.

Etkilesimin, hafiza/zaman olgusunun,
varolusun evrensel mekani istanbul Ar-
keoloji Miizeleri'nde Nilhan Sesalan “iz
Kalir Ben Kaybolurum” sergisi “kaybolan
ben"le su an ve yakin bir gelecegdi simge-
lerken heykellerinin fltdrist yonu ile de ha-
fiza, yonelim, hareket, miizik temalarinda
muzeyle gegcmisten gelecege uzaniyor.

The sculptures, created with traditional
stone and steel, representing industrializa-
tion, challenge the modernity of today, using
the museum as a space of collective mem-
ory, while also highlighting cultural codes and
traces of our existence. Inviting viewers to
move around and explore the site and its spi-
ral, the sculptures, made of steel and ink with
dark contours, reference the future, remnants
of the past, uncertainties of the present, con-
stant change, existence and non-existence.
They also emphasize that the remnants of
existence, including annihilation, will continue
to be passed down as traces in memory.

Nilhan Sesalan's “Traces Remain -Me,
Fade Away" exhibition at the Istanbul Archae-
ological Museum, a universal space for inter-
action, memory, time, and existence,
represents the present and near future
through the “fading me,” while the futuristic
elements of her sculptures expand the mu-
seum from the past into the future by ex-
ploring themes of memory, orientation,
movement, and music.
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Bellegin Parcalari, Modernligin Bicimleri
Fragments of Memory, Forms of Modernity

Yazid ANANI

°
ll z Kalir, Ben Kaybolurum”, Nilhan Sesa-
lanin arkeoloji, gelenek ve bugtin arasin-
daki tanidik sinirlari yerinden eden
heykelsi bir miidahalesini sahneler. istanbul
Arkeoloji Mizeleri bahgesinde bu isle kar-
silasmak, bellegin ve modernligin hangi ko-
sullarda dile geldigi Uzerine disinmeye
davet eder. Mlize mekani, ge¢misin frag-
manlarinin bir uygarlik ve sureklilik anlati-
sina gore dizenlendigi bir arsiv olarak
kendi agirhgini tasir. Bu baglamda, cagdas
bir miidahale tarihlerin nasil korundugunu,
nasil harekete gegirildigini ve bugiinlin aci-
liyetleriyle nasil yankilandigini sorgular.

ll races Remain, -Me Fade Away”
stages a sculptural intervention by

Nilhan Sesalan that unsettles the
familiar boundaries between archaeology,
tradition, and the present. To encounter this
work in the garden of the Istanbul Archae-
ological Museums is to be drawn into a re-
flection on the conditions through which
memory and modernity are articulated. The
site of the museum carries its own weight
as an archive of antiquity, a space where
fragments of the past are ordered into nar-
ratives of civilization and continuity. Against
this backdrop, a contemporary intervention

23
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Bu yazi, gelenek ve modernlik Gzerine
bir dizi kuramsal distinceye yonelerek Nil-
han Sesalan'in pratigini Alos (Ali Teoman
Germaner) ile iligkilendirir; her iki sanatginin
da bu tartismalarla nasil bir miizakere yu-
ruttigunu ele alir. Sesalan’in yerlestirmesi-
nin, hem arkeolojik bir mekanda hem de
Alos'un mirasiyla diyalog i¢inde, tam da bu
anda yer almasi; heykel pratiginin kalicilik ve
yok olus, arsiv ve jest, slreklilik ve kopus
arasindaki gerilimleri nasil yonettigini yeni-
den dustinmeye ¢agirir.

Slavoj Zizek'in' gelenek ve modernlik
Uzerine duslinceleri gerekli bir yol acar. Ona
gore gelenek higbir zaman kesintisiz bir su-
reklilik degildir; aksine geriye doniik bir pro-
jeksiyon, epistemolojik kopuslari orten
simgesel bir dizendir. Zamansiz ve miras
alinmis olarak gortlen gelenekler, kopuk ta-
rihler ve kirik miraslar tGzerine sonradan kur-
gulanan butunlik yanilsamalaridir.

calls into question how histories are pre-
served, how they are activated, and how
they resonate with the urgencies of the
present.

This essay turns to a set of theoretical
reflections on tradition and modernity, situ-
ating Nilhan Sesalan’s practice in relation to
Ali Teoman Germaner, known as Alos, and
their respective negotiations of these de-
bates. The presence of Sesalan's installa-
tion here, at this moment, in dialogue with
both the archaeological setting and Alos's
legacy, invites reconsideration of how
sculptural practice navigates the tensions
between permanence and disappearance,
archive and gesture, continuity and rupture.

Slavoj Zizek's' reflections on tradition
and modernity open a necessary path. For
him, tradition is never seamless continuity
but a projection backwards, a symbolic de-
vice that veils epistemological rupture. What
appears as timeless inherited traditions is

1 The Sublime Object of Ideology (1989) - Ideolojinin yiice nesnesi: ZizeKin ideolojiyi bir fantezi olarak ele aldigi ve kopusu ile eksikligi maskeleyen bir
yapi olarak tamimladig ilk ¢alismadir. Bu yaklasim, gelenegin geriye doniik bir yansitma olarak okunmasinin temelini olusturur. For They Know Not What
They Do (1991) - “Ne Yaptiklarini Bilmiyorlar” adli eser, sembolik diizenlerin nasil kirilmalar: “siireklilik mitleriyle” 6rttiigiinii daha da ayrintilandirir.
The Fragile Absolute (2000) - “Kirilgan Mutlak’ta, Hristiyanlik, gelenek ve modernite altinda siirekliligin icad: iizerine tartigir. In Defense of Lost Causes
(2008) - “Kaybedilmis Davalarin Savunusunda’, milliyetgilik ve kokenlere yapilan ¢agrilarin modern siyasette nasil ideolojik islev gordiigiine deginir. Living
in the End Times (2010) — “Son Zamanlarda Yagamak” adl1 eser, hem gelenegin hem de modernitenin metalastirilmug kimlikler haline geldigi geg kapitalizm

dénemini ele alir.
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Bu anlamda modernlik gelenegi orta-
dan kaldirmaz; onun kirilganhigini ifsa eder.
Gelenegin her zaman eksik, istikrarsiz ol-
dugunu gostererek yeni streklilik bigimle-
rini yaratma durtistind tetikler. Modernlik,
ritGelleri, anlatilari ve simgeleri Uretir; bu da
tarihsel kopukluklari értmek icin olusturu-
lan yeni anlam rejimleridir. Dolayisiyla ge-
lenek ve modernlik zit dedgil, birbirini
strduren olusumlardir.

Zizek bu noktada Eric Hobsbawm'in
“Gelenegin icadi” adli galismasina sikca
basvurur. Modern toplumlar, 6zellikle kriz
anlarinda, gegmisle olan bag kopmusken,
gelenekleri icat eder. Kadim ve 6zgin ol-
dugu iddia edilen birgok sey aslinda sonra-
dan uretilmis veya yeniden dizenlenmistir.
Bunlar, sarsilan kimlikleri sabitlemek ve de-
gisim karsisinda aidiyet hissi iretmek ama-
clyla yapilr.

Milliyetgilik bu celiskiyi somutlastirir:
Kadim kokleri gagirir ama kendisi modern
bir ideolojidir. Kopukluklari, kesintisiz aidi-
yet mitleriyle dikerek gizlemeye calisir. Geg
kapitalizm bu paradoksu yogunlastirir: Ge-
lenekleri metalastirir, kulttrel Griinler olarak

already a construct of hindsight, devised to
impose coherence upon discontinuous his-
tories and broken legacies.

Modernity, in this sense, does not abol-
ish tradition; it exposes its fractures. It
shows that what we call tradition has always
been incomplete, unsettled, and therefore
provokes the impulse to fabricate new
forms of continuity. Modernity engenders
the creation of rituals, narratives, and sym-
bols that cover over the historical discon-
nections. Tradition and modernity are
therefore not opposing categories but inter-
dependent formations, each sustained by
the other.

Zizek often turns to Eric Hobsbawm's
work of “The Invention of Tradition,” to
show how modern societies, in moments of
upheaval, fabricate traditions precisely
when older forms no longer hold. What is
declared as ancient and authentic is often
of recent reinvention or readjustment, de-
vised to stabilize identities unsettled by
change. Nationalism embodies this dichot-
omy: it invokes primordial roots but is itself
a modern ideology, stitching ruptures to-

1 The Sublime Object of Ideology (1989) where he first develops the idea of ideology as fantasy, masking rupture and lack. This underpins the reading of
tradition as a retroactive projection. For They Know Not What They Do (1991) expands on how symbolic orders stitch over fractures with myths of continuity.
The Fragile Absolute (2000) discusses Christianity, tradition, and the invention of continuity under modernity. In Defense of Lost Causes (2008) touches on
nationalism and how appeals to origins function ideologically in modern politics. Living in the End Times (2010) addresses late capitalism, where both

tradition and modernity are commodified identities.

25
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dolasima sokar, turistik deneyimlere, miras
festivallerine ve tiketilebilir kimliklere
donUstlrdr. "Otantik” mutfaklar ihrag edilir,
folklor kuresel izleyici i¢in sahnelenir. Mo-
dernlik de bir tiketim kimligine donusdur:
kozmopolit yasam tarzi, surekli yenilik. Mo-
dern 6zne ise gelenegdi hem reddeder, hem
ona siginir. Zizek'e gére bu geliski bir hata
degil, modernligin yapisal temelidir.

Benzer bigimde, Eric Hobsbawm ve Te-
rence Ranger'in “Gelenegin icadi” galismasi,
modernlik ile gelenegin nasil i¢ ice gegtigini
anlamakta vazgecilmezdir. Argimanlari basit
ama etkili: Eski ve degismez gibi goriinen
birgcok uygulama aslinda yenidir.

gether with myths of eternal belonging to
mask its breaks. Late capitalism intensifies
this paradox by commodifying traditions,
circulating them as cultural products, pack-
aged as tourist experiences, heritage festi-
vals, consumable identities. Folklore is
staged for global audiences, "authentic” cui-
sines branded for export. Modernity itself
becomes a consumable identity, marketed
as cosmopolitan lifestyle, as perpetual inno-
vation. The subject of modernity oscillates
between rejecting tradition as a burden yet
clinging to it as a fantasy of belonging. Zizek
insists that this contradiction is not an error
but the very structure of modernity itself.

Similarly, Eric Hobsbawm and Terence
Ranger's “The Invention of Tradition” has be-
come indispensable for understanding how
modernity and tradition are interwoven.
Their argument is deceptively simple but far-
reaching: many of the practices that present
themselves as ancient and immutable are, in
fact, of recent origin. They are deliberately
fashioned and refashioned to produce the
appearance of continuity, to stabilize ident-
ities, and to secure authority in moments of
rupture.

Marek Wolynski, Nilhan Sesalan, Yazid Anani

Sergi izdlisiimii Sdylesisinden. From the Exhibition
Projection Interview. Ahmet Hamdi Tanpinar Edebiyat
Miize Kiitiiphanesi. 03.09.2025
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Bu uygulamalar, sireklilik yanilsamasi ya-
ratmak, kimlikleri sabitlemek ve otorite kur-
mak amaciyla olusturulur.

icat edilmis gelenekleri, belirli degerleri
ve davranis normlarini yerlestirmek lzere
tasarlanmis rittellere dayanan simgesel
pratikler olarak tanimlarlar. Kadimlik iddia-
lari, tarihsel derinlikten ¢ok kalicilik hava-
sina dayanir. Bu tur icatlar genellikle hizli
degisim donemlerinde ortaya c¢ikar. Eski
cerceveler ¢okerken, yeni kimliklerin bir
yere baglanmasi gerekir.

Bu i¢c celiski en ¢ok 1920'ler ve
1930'lardaki cumhuriyetci dontsumlerde
gériilir. Bu reformlar, Osmanli ve islami
cergevelerden uzaklasarak yeni hukuk sis-
temleri, alfabe ve sekiiler ritlieller getirir. Bu
ani degisim, yeni geleneklerin insaslyla yu-
musatilir: resmi torenler, kodlanmis halk
danslari ve sarkilari, islam éncesi Tiirk mo-
tiflerinin ylceltilmesi, arkeolojinin Ana-
dolu’nun antik derinligiyle yeni devleti
iliskilendirmesi.

Milli bayramlar yurttaslik sadakatini
besler, okullar yeni ritlielleri tekrarlar, halk
ezgileri ve danslari “halkin sesi” olarak kod-
lanir. Arkeolojik kazilar ve akademi, cum-
huriyeti Anadolu’'nun antik gecmisine
yerlestirir. Gelenek yok olmaz, yeniden insa
edilir ve modern kimlige kalicilik izlenimi
verir. Bu dinamik yalnizca Turkiye'ye 6zgu

TRAC
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They define invented traditions as sym-
bolic practices governed by a repertoire of
rituals, designed to instill values and norms
of behavior. Their claim to antiquity rests
less on historical depth than on the aura of
permanence. Such inventions typically
arise in periods of accelerated change,
when old frameworks collapse and new
identities must be anchored.

Nowhere is this internal contradiction
more visible than in the republican trans-
formations of the 1920s and 1930s. These
reforms reoriented public life away from
Ottoman and Islamic frameworks, introduc-
ing new legal codes, a new alphabet, and
secular civic rituals. The abruptness of
these changes was tempered by the con-
struction of new traditions: civic cer-
emonies, codified folk dances and songs,
the elevation of pre-Islamic Turkic motifs,
and the mobilization of archaeology to in-
scribe the new state into the deep antiquity
of Anatolia.

National ceremonies cultivated civic
loyalty, schools rehearsed new rituals, folk
songs and dances were collected and codi-
fied as the authentic "voice of the people.”
Archaeological excavations and scholarship
anchored the republic within the deep an-
tiquity of Anatolia, while pre-Islamic motifs
were elevated as symbols of continuity.
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dedgildir, bolgedeki ulus insasi siireclerinde
sikga gorilir ve buglnki siyasi krizlerde
yeni bigimlerde sdrer.

Sanatcilar ve entelektieller bu yeniden
icat surecinin disinda durmaz. Kimileri
otantik ulusal ifade olarak sunulan motif ve
simgelerin kodlanmasina aktif olarak katilr.
Kimileri ise bu uygulamalarin istikrarsizli-
gina isaret eder.

Alos, ikinci gruptandir. 20. yuzyilin
ikinci yarisini kapsayan kariyeri, Turk hey-
kel sanatinda dénim noktasidir ve Sesa-
lan'in pratiginin dayandigi bir soy hattidir.
Miti ya da arkeolojiyi ulusal semboller ola-
rak yucelten bir anlayisi benimsemez. Bun-
lari soyutlar, yeniden cergeveler, ironize
eder; istikrarsizliklarini agiga cikarir. Resmi
gelenek anlatilarinin értmeye calistigi ko-
pukluklari gorindr kilar.

Sesalan'in isleri ulusal bellege dair tek
bir okuma sunmaz; aksine, onun kirilganli-
gini coklu yorumlara acik hale getirir. Tas
ve metal ile kurdugu diyalog, kesintisiz su-
rekliligin dedil, yitip gitmis olanin izlerini
tasir. Kaliciliktan gok yoklugun isaretidir.
icat edilmis gelenekler kopusu drtmeye ¢a-
lisirken, Sesalan'in isleri kopusu bir 6n
kosul olarak kabul eder. Onun pratiginde
kalici olan sey kesinlik degil, yok olusun
farkindaligidir.

What emerged was not the disappearance
of tradition but its reinvention, fashioned to
stabilize modern identity through claims of
permanence. This dynamic was not unique
to Turkey but unfolded across the birth of
nations in the region and continues to find
new articulations in the political upheavals
of the present.

Artists and intellectuals did not stand
apart from the invention and re-invention
of traditions. Some actively participated in
the codification of motifs and symbols that
were presented as authentic expressions
of the nation. Others resisted, pointing to
the instability of these appropriations.

Alos belongs to the latter. His career
spans the second half of the twentieth
century, stands as a pivotal figure in Tur-
kish sculpture and the teacher from whom
Sesalan’s practice draws its genealogy. His
practice avoided monumentalizing myth or
archaeology as national emblems. Instead,
he abstracted them, reframed them, iron-
ized them, exposing their contingency and
dislodging them from closure. Rather than
presenting myths or motifs as fixed em-
blems of identity, he reframes them to re-
veal their instability, exposing the ruptures
that official narratives of tradition seek to
smooth over.
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Bu noktada, Homi K. Bhabha'nin "Kil-
tlriin Mekani" eserindeki diislinceleri vaz-
gecilmez héle gelir. Bhabha'ya gore,
postkolonyal veya Batili olmayan baglam-
larda modernlik, ne Bati formlarinin takli-
diyle ne de yerli kdkenlerin korunmasiyla
tanimlanir. Bunun yerine, onun “Uciincii
Mekén" olarak adlandirdidi bir yerde ortaya
cikar: geviri ve yeniden ifade alani. Anlam-
lar burada ne tamamen gelenekseldir ne de
timduyle moderndir; ne tamamen yerlidir ne
de tamamen Batili.

Bu Uciincli Mekan, saflik iddialarini
sarsar, kulturel pratiklerin melezligini aciga
cikarir. Bhabha'ya gore melezlik, basit bir
karisim degil; kimliklerin parcalandigi, sar-
sildigi ve yeniden kuruldugu bir mizakere-
dir. SOmirge otoritesini istikrarsizlastirir,
ulusal otoriteyi ise kdkenlerin kurgusal do-
Jasini ortaya ¢lkararak bozar. Melezlik, kil-
tlrel anlamin Uretildigi ara bosluklar yaratir.

Tirk modernligini, Avrupa modernist
bicimlerinin Anadolu arkeolojisiyle karsilas-
tigl, laik cumhuriyetci ritiiellerin islami
hafizanin surekliligiyle yan yana var ol-
dugu, kopus ile surekliligin asla sabitlene-
medigi, daima muzakereyle sekillendigi bir
“Uclincli Mekan" da agiga ciktigi seklinde

TR
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Sesalan's works do not propose a sin-
gular reading of national memory; instead,
they stage its fragility through multiple
possible interpretations. Her dialogue with
stone and metal is not evidence of un-
broken continuity but speaks of what has
vanished. It remains as a trace — a mark of
absence rather than of permanence. While
invented traditions labor to conceal rup-
ture, her work insists on rupture as con-
dition. What endures in her practice is not
certainty but the awareness of disappear-
ance.

Here Homi K. Bhabha's reflections in
"The Location of Culture” become indis-
pensable. For Bhabha, modernity in post-
colonial or non-Western contexts is not a
matter of simple imitation of Western forms
or the preservation of indigenous origins.
Rather, it unfolds within what he calls a
"Third Space” of enunciation, a space of
translation and re-articulation, where
meanings are neither wholly traditional nor
purely modern, neither authentically local
nor entirely Western.
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dusunebiliriz. Bhabha ayrica, sémurge
halklarinin sémurgeci bicimleri ikircikli bir
sekilde taklit etmesini tanimladigi "taklit"
(mimicry) kavramindan da s6z eder: “nere-
deyse ayni ama tam olarak degil.” Mo-
dernlik, Bati disi cografyalarda cogu zaman
bu mercekten okunabilir: Avrupa kurumla-
rinin, yonetim sistemlerinin, hukuk kuralla-
rinin ve kultirel pratiklerinin birer taklidi
olarak, ama asla tamamen ayni olmayan bir
bicimde sekillenir. Opera binalari, sanat
akademileri ve arkeoloji muzeleri, Avru-
pa'daki benzerlerine benzer, fakat farkin
ikircikliligini tasir — asla tamamen 6zdes
degildir.

Bu baglamda, Alos'un calismalari, taklit
ve melezlik Uzerinden okunabilecek bir
heykel pratigi olarak degerlendirilebilir.
Paris'te egitim gérmus, modernizmin gor-
selsdz dagarcigini 6ziimsemis, fakat bunu
tekrarlamamistir. Bunun yerine, bu formlari
Anadolu’'nun mitolojileri ve arkeolojik kalin-
tilariyla diyaloga sokmustur. Heykelleri, ne
Batili Usluplari yeniden Uretir ne de yerel
gelenekleri oldugu gibi korur. Bu galigmalar
ara bir mekanda yasar: Mitolojik bir figtr
modernist bigime soyutlanir ama arkaik
yankisini korur. Bir arkeolojik rolyef, yeni bir
heykel dili i¢in ilham olur ama bu dil ironi,
alegori ve mesafe ile dontstirdlir.

This Third Space unsettles claims of pu-
rity, exposing cultural practices as hybrid.
Hybridity, for Bhabha, is not mere mixture
but a negotiation in which identities are frac-
tured, unsettled, and reconfigured. It desta-
bilizes colonial authority by preventing
mastery, and disrupts nationalist authority by
disclosing the constructed nature of origins.
Hybridity generates what Bhabha names the
interstices, the in-between spaces where
cultural meaning is produced.

We can perhaps think of Turkish mo-
dernity unfolded in a “Third Space” where
European modernist forms engaged Anato-
lian archaeology, where secular republican
rituals coexisted with the persistence of Is-
lamic memory, where rupture and continuity
were never stable but always in negotiation.
Bhabha also speaks of mimicry, the ambiva-
lent imitation of colonial forms by the colon-
ized, “almost the same, but not quite.”
Modernity in non-Western geographies can
often be read through this lens: shaped by
the mimicry of European institutions, sys-
tems of governance, legal codes, and cul-
tural  practices. Opera houses, art
academies, and archaeological museums
resembled their European counterparts, yet
carried the ambivalence of difference, never
entirely identical.
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Ortaya ¢ikan sey, ne birebir bir taklit ne
de sabit bir muhafaza bigimidir; Bati mo-
dernizmi ile ulusgu 6zculugln otoritesini
sarsan melez bir formdur.

Sesalan, Alos'un dgrencisi olarak bu
muzakereyi yeni bir dizleme tasir. Alos'un
mit ve arkeolojiyle kurdugu iliskiyi soyut-
lama ve alegoriyle stizerek donustirdigu
yerde, Sesalan hafiza, iz ve kaybolus ile il-
gilenir. Onun heykelleri, mitolojik motifler-
den ¢ok yokluk siirselligi Gzerine kuruludur.
Yine de melezlik, onun pratiginin de temel
zeminidir. Bellekten kalan pargalari ne ge-
leneksel ikonlara ne de yalnizca modernist
yapilara benzeyen soyut formlara yeniden
yazar. Bu formlar, Bhabha'nin tarif ettigi ara
mekanda yer alir — gegmisin sadece ko-
runmadigi ya da terk edilmedigi, aksine ¢ce-
viri yoluyla dontsturildigu bir alanda.

Sesalan'in mize bahgesindeki heykel
yerlestirmesi, malzemenin daima hayal edi-
len forma ikincil kaldigini gosterir. Eserleri,
muzenin Anadolu'ya ait arkeolojik koleksi-
yonlariyla sureklilik kurmak amaci tasimaz;
bunun yerine yeniden yazim ile ilgilenir —
bellek ve tarih kirintilarini harekete gegire-
rek modernligi tanimlayan sureksizlikleri
gorindr kilar. Tasin ya da metalin katilhgi,
yokluk ve kaybolusu dillendirmek Uzere
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Accordingly, Alos's work can be read
as a sculptural practice of mimicry and hy-
bridity. Having studied in Paris, he ab-
sorbed the vocabularies of modernism, but
he did not replicate them. Instead, he set
them into dialogue with the mythologies
and archaeological artifacts of Anatolia.
His sculptures neither reproduce Western
idioms nor preserve local traditions as they
stand. They inhabit the in-between. A
mythological figure becomes abstracted
into modernist form yet retains its archaic
resonance. An archaeological relief in-
spires a new sculptural idiom but is trans-
figured through irony, allegory, distance.

What results is neither imitation nor
preservation but a hybrid form that un-
settles the authority of both Western mod-
ernism and nationalist essentialism.

Sesalan, as Alos's student, carries this
negotiation into a new register. Where Alos
drew upon myth and archaeology, filtering
them through abstraction and allegory, Se-
salan turns toward memory, trace, and dis-
appearance. Her sculptures are less about
mythological motif and more about the
poetics of absence. Yet hybridity remains
the ground of her practice. She re-inscribes
fragments of memory into abstract forms
that are neither traditional icons nor purely
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yeniden bicimlendirilir; kati malzeme, ge-
Gici ve ugucu olana bigim vermek uzere
boyun egdirilir.

H

Frantz Fanon, "Yeryliziintin Lanetlileri
eserinde, kiltlrln, kriz ve dontsim anla-
rindaki roline dair keskin tezler ortaya
koyar. Fanon'un bu yaklasimi, yalnizca s6-
murgesel baglamlar icin degil, geleneklerin
donarak folklora indirgenme ya da ideolo-
jiye katilma riski tasididi her an icin aydin-
laticidir. Fanon'a gore gelenek, zamansiz
bir miras olarak ele alinip sergilenip koru-
namaz; boyle yapildiginda gelenek canliligini
kaybeder, etkisiz hale gelir. Amag, gegcmi-
sin fosillesmis otantikligini kurtarmak degil,
gelenegi canl bir gli¢c olarak yenilenme,
icat ve degisim pratigi haline getirmektir.

Fanon'un anlayisinda ulusal kulttr, kok-
lere donus degil, gecmisin pargalariyla et-
kilesime girerek gelecekleri yaratma
pratigidir. Kultdr, korunacak bir sey dedgil;
dusunce, eylem ve yeniden Uretim alanidir.
En cok kriz anlarinda canh hale gelir —
¢unkl o zaman gelenek, donisim aracla-
rina dondstuirulebilir.

modernist constructions. They inhabit the
same interstitial space Bhabha describes, a
space where the past is neither simply pre-
served nor abandoned, but transformed in
the act of translation.

Sesalan’s sculptural installation in the
garden demonstrates that material is always
secondary to form imagined. Her work is
not about continuity with the museum'’s re-
pository of Anatolian artifacts, but about re-
inscription, mobilizing fragments of memory
and history to expose the discontinuities
that define modernity itself. The solidity of
stone or metal is re-formed to enunciate ab-
sence and disappearance, subjugating solid
material to give shape to the ephemeral.

Frantz Fanon, in "The Wretched of the
Earth”, offers an incisive theses on the role
of culture in contexts of upheaval and trans-
formation. His work resonates beyond co-
lonial settings and illuminate any moment
when tradition risks being immobilized, re-
duced to folklore, or conscripted into ideol-
ogy. For Fanon, tradition cannot be
approached as a timeless inheritance to be
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Bu cercevede, Alos ve Sesalan, gele-
negin ulusal baglamda dondurulmasina
direnir. Alos, miti alegorik bir bicime
donustlrerek onu ulusgu kapanistan uzak-
lastirir, soyutlamaya yeniden yazar. Sesa-
lan, bellegi arsivde tutmayi reddeder; tarihi
sureklilik olarak varsayan anlayisa anoma-
liler sokar ve onu lirik heykel formlarinda
yeniden bicimlendirir. Her iki pratikte de,
Fanon'un kiltirt duragan sergileme degil,
yeniden anlamlandirma ve etkinlestirme
olarak tanimlayan ¢agrisi, somut bir karsilik
bulur.

Y

Michel Foucault'nun "“Bilginin Arkeolo-
jisi” adli eseri, tarihi dogrusal bir evrim ola-
rak gorme fikrine karsl c¢ikar. Foucault,
tarihin slreksizlikler, epistemik kopuslar ve
soylemlerin ani ortaya cikislariyla sekillen-
digini savunur. Bilgi, bir asamadan digerine
kesintisiz bicimde ilerlemez; aksine yeni
gorundrlik ve anlasilirlik rejimleriyle ken-
dini yeniden yapilandirir. Foucault'ya gore
arkeoloji, bu sdylemsel katmanlarin kazisi-
dir; dogrularin nasil Uretildigini, birikimle
degil, kopus ve donulsiimle nasil ortaya ¢ik-
tigini gosterir.

TRAC
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displayed and preserved intact. To do so is
to render it inert, stripped of vitality. The
task is not to recover authenticity in the form
of a fossilized past, but to reactivate tradi-
tion as a living force, to draw from it prac-
tices of renewal, invention, and change.

National culture, for Fanon, is not the re-
turn to origins but a practice of re-significa-
tion, of engaging fragments of the past in
order to create futures. Culture, is praxis: a
field of action thinking and renewal, not
preservation. It becomes most vital in the
moment of turmoil, when reactivation allows
tradition to be turned into instruments of
transformation.

Within this frame, both Alos and Sesalan
resist such national immobilization of tradi-
tion. Alos transformed myth into allegory,
dislocating it from nationalist closure and
re-inscribing it into abstraction. Sesalan re-
animates memory, refusing to let it remain
in the archive, inducing anomalies into the
presumed continuity of history, drawing it
instead into lyrical sculptural form. In both
practices, Fanon's call for culture as reacti-
vation and re-signification, rather than static
display, finds concrete resonance.
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Michel Foucault's “The Archaeology of
Knowledge"” challenges the familiar idea of
history as linear evolution. Against the no-
tion of smooth continuity, Foucault insists
that history is shaped by ruptures, epi-
stemic breaks, and the sudden emergence
and collapse of discourses. Knowledge
does not progress seamlessly from one
stage to another; it reconfigures itself
through discontinuities, new regimes of
visibility and intelligibility. Archaeology, in
his sense, is the excavation of these dis-
cursive strata, revealing how truths are
produced not by gradual accumulation but

“Gurbet icimde Bir Ok” Tas, kursun kalem, dia.
“Homesick, an Arrow in Me" Stone, pencil, dia.

by transformation and rupture.

40%40x4 cm. - 2007

Bu mercekten bakildiginda, modern
uluslarin dogusundan glinimuze kadar
milliyetgilik, sadece gelenekten modern-
lige gegis degil, yeni bilgi diizenlerinin si-
rekli Uretimi olarak okunabilir. Mizeler,
arkeolojiyi ulusal kimligin temeli olarak su-
nacak sekilde yeniden diizenlenir. Folklor,
kodlanmis disiplinler halinde sistematize
edilir. Universiteler, ideolojik bilgi tiretimi
icin mufredatlarini yeniden yapilandirir.

Through this lens, from the birth of
modern nations until today, nationalism can
be understood not as a simple shift from
tradition to modernity, but as the continu-
ous production of new epistemic orders.
Museums are reorganized to present ar-
chaeology as the foundation of national
identity. Folklore is systematized and re-
systematized into codified disciplines. Uni-
versities restructure their curricula to
generate ideological scholarship. Each of
these recurring ruptures marks the estab-
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Bu tekrarlayan kopuslar, yeni bilgi re-
jimlerinin, diistinme bicimlerinin, ulusal 6z-
nenin icatlarinin ve her seyden Gte segilen
ve gorindr kihnan ge¢misin belirlenmesi-
dir.

Alos'un pratigi, Foucault'nun anla-
minda arkeolojiktir. Mit ve antikadan kalan
pargalari kazip ¢ikarir, onlari dnceki bag-
lamlarindan koparir ve modernist soyutla-
malarla yeniden konumlandirir. Boylece
tarihi sureklilik saglamaz; kopusu gorinur
kilar.

Sesalan da bu arkeolojiyi bugtine tasir.
Muze disindaki gecici yerlestirmesi, kati ile
boslugun diyaloga girdigi bir takimyildiz
gibi islev gordr: tas ve celik, sabit madde
degil, yoklugun hissedildigi esikler olarak
kurgulanir. Bu yapllar, kapali formlar olarak
degil, izleyicinin 6geler arasindan bahgeyji,
daginik antik eserleri ve muizenin tarihi mi-
marisini gérmesini saglayan bir kompozis-
yon olarak insa edilmistir. Bu katmanli
etkilesimde, eser; nesne ile gevre, kalicilik
ile gecicilik, tarih ile simdi arasindaki hiye-
rarsileri sarsar — mekani, heykelsi kom-
pozisyonun bir pargcasina donusturir.

S REMAIN -ME, FADE AWAY

lishment of new regimes of knowledge, new
ways of thinking, new inventions of the na-
tional subject, and, above all, selecting what
past is more legible.

Alos's practice is archaeological in a
Foucauldian sense. He excavates frag-
ments of myth and antiquity, detaches them
from their prior contexts, and repositions
them within modernist abstraction. In doing
so, he does not preserve historical continu-
ity but exposes rupture.

Sesalan similarly extends this archae-
ology into the present. Her temporary instal-
lation outside the Museum functions as a
constellation where solid and void enter into
dialogue: stone and steel are configured not
as stable matter but as thresholds through
which absence becomes palpable. They
are built less as closed forms rather a com-
position that allows the viewer to see
through the components into the setting of
the garden, the scattered artifacts, and the
historical architecture of the museum itself.
In this layered interplay, the work unsettles
the hierarchy between object and environ-
ment, between permanence and tran-
sience, and between history and present by
turning the site into part of the sculptural
composition.
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Peki, bu yerlestirmenin tam da burada,
bu anda gerceklesmesi ne anlama gelir? Bu
durum, muzelerin rolinl nasil anladigimizi,
gelecekte milliyetcilikte stireklilik ve kopusu
nasil hayal ettigimizi ne sekilde sorgular?

Eger Sesalan'in galismasi bize gelenegin
kirllgan, modernitenin ise istikrarsiz ol-
dugunu hatirlatiyorsa, o halde bu ¢alisma-
nin buradaki varlgi, bize mizeyi yeniden
distinme gagrisinda bulunur: Sabit bir kim-
ligi garanti altina alan bir yer olarak degil,
kokenlerin saklandigi bir depo olarak da
degil, aksine, jestlerin, ritimlerin ve hikaye-
lerin siyasi ¢calkantilar ve krizler icinde yeni-
den canlandirildigr bir yenilenme mekani
olarak diisinmeye davet eder.

Asil 6nemli olan sey, Sesalan’in muze-
deki heykel yerlestirmesiyle olusan bu dina-
mik iliskidir. — Bu durumda kurum, sadece
nesnelerin ya da ritliellerin 6zgln formla-
rinda muhafaza edildigi bir yer degil, sanatla
yan yana getirildiklerinde yeniden anlam-
landirildiklari ve buguinin aciliyetine ¢ekil-
dikleri bir mekan haline gelir.

V

To conclude, what does it mean, then,
for this installation to take place here, at this
moment? What does it suggest about how
we understand the role of museums, about
how we imagine continuity and rupture in
nationalism in the future?

If Sesalan’s work remind us that tradi-
tion is fragile and modernity unstable, then
its presence here asks us to consider
whether the museum itself might be re-im-
agined, not as a place that guarantees
fixed identity, not as a storehouse of ori-
gins, but as a space of renewal, where
gestures, rhythms, and stories are reacti-
vated amidst turmoil and political upheaval.

What matters is more of this dynamic
between Sesalan’s sculptural installation at
the Museum, where the institution is not
only a site for the preservation of artifacts
or their rituals in their original form, but a
place where they are re-signified when
juxtaposed with art and drawn into the ur-
gency of the present.
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Maddeye Bicim Vermek
Giving Form To Matter

Hasan KARAKAYA

alkan go¢meni, Ug cocuklu bir ailenin
B ortanca ¢ocugu olan Nilhan Sesalan,

1968 yilinda istanbul'da dogdu. Go-
cukluk yillarini, Edirne'de Turk heykelinin
usta ismi ilhan Koman'in evinin oldugu Kaleigi
semtinde gecirdi. 1985'te tekrar dondukleri
istanbul'da bir yandan calismaya bir yandan
da Sultanahmet, Ayasofya, Yerebatan Sarayi,
Topkap! Sarayi, istanbul Arkeoloji Miizeleri
ve gevresinde flizenle tarihi yapilar, heykeller,
cesmeler, figlr etltleri ¢izmeye basladi.
Mil tasindan hareketle sifir noktasi dedigi,
Romalilarin IV. ylizyilda diktigi tas ile sabitle-
digi bu bolgede desen 6grenmek amaciyla

ilhan Sesalan, the middle child of a
N family of five from the Balkans, was

born in Istanbul in 1968. She spent
her childhood in Kaleigi/Edirne, home to the
Turkish sculpture master ilhan Koman. After
returning to Istanbul in 1985, she started
working on sketching historical structures,
statues, fountains, and figures with charcoal
in the Sultanahmet area, including Hagia
Sophia, the Basilica Cistern, Topkapi Palace,
and the Istanbul Archaeological Museum.
Inspired by the milestone built by the Ro-
mans in the fourth century and ‘in her own
words' the baseline of Istanbul, she at-
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Granit Ocaklari Norveg
Granite Quarries Norway

gittigi resim atdlyesinden Mimar Sinan
Glizel Sanatlar Universitesi'ne yonlendirildi.
Bir ay kadar kisa stre olmasina ragmen
kardesi Fetiye ile girdikleri akademi yete-
nek sinavlarini basariyla verdi ve kendi ifa-
desiyle “maddeye bicim vermeyi 6grenmek
tizere” heykel bolimUnu tercih etti.

Ogrencilik yillarinda hocalari ve Tiirk
heykel sanatinin usta isimleri Ali Hadi Bara,
Zihti Muridoglu, Hiseyin Gezer, Sadi
Calik, Kuzgun Acar, ilhan Koman ve Ali
Teoman Germaner (Alos)'in sanat gorsleri
ve akademi yillarina dair anilarini merakla
dinledi, notlar aldi.2 Ogrenciligin ilk yilinda
bolim arkadaslariyla sanayi bdlgesinde
atdlye kurdu. Burada heykelin yani sira
Beaux Art ekollini benimseyen bolimun-
deki egitimden farkli olarak minyatdrler,
metal aydinlatmalar, blyulk boyutlu strafor
maketler, bustler, freskolar, ipek Uzerine
desenler drettiler. D6nemin modasi olan
hediyelik esya gibi dekoratif siparisleri
Uretmek amaciyla kurduklari bu atolye, 6g-
renciliklerinde malzeme ve kullanimini ge-
listirmelerini de sagladi.

2024

tended a painting workshop to learn draw-
ing, where she was encouraged to apply to
Mimar Sinan University of Fine Arts. In a
short time, she and her sister Fetiye suc-
cessfully passed the aptitude test, and she
attended the sculpture department "to learn
to shape matter.”

During this period, she was interested
in artistic perspectives and recollections of
her teachers and masters of Turkish sculp-
ture such as Ali Hadi Bara, ZUhtt Muridoglu,
Huseyin Gezer, Sadi Calik, Kuzgun Acar,
ilhan Koman and Ali Teoman Germaner
(Alog), and took notes.2 During her first year
in the academy, she and her classmates set
up a workshop in an industrial zone. In that
workshop they created sculpture, as well as
miniatures, metal lighting, large-scale sty-
rofoam models, busts, frescoes, and silk
patterns, apart from the Beaux-Art school of
education. This workshop also helped them
to develop their knowledge on materials
during their education.

2 Bu notlarini da igeren desenlerini ¢izdigi Sar: kitabin1 2017de yayimladz. / She published her book “Sar:” (Yellow) in 2017,
which included these notes and designs.
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Nilhan Sesalan akademi yilla-
rinda, Semra Germaner'den "Cagdas
Sanat Tarihi” ve Hilmi Yavuz'dan
“Uygarlik Tarihi” dersleri aldi.
Mimar Sinan Universitesi Giizel
Sanatlar Fakiltesi Heykel B6-
limi'nden 1991 yilinda mezun
oldu. Yiksek lisansini ayni bo6-
limde, insanlik tarihinin en eski
kismini olusturan tarihdncesi donem
(prehistoya) heykelleri Uizerine
yaptigi tezle 1996'da tamamladi.

Ogrenimi siiresince Kibris Ka-
raoglanoglu Sehitligi Anit Heykel
Yarismasi (1990), Almanya Kassel
sergisi (1991), Edirne Kaleici Eski
Vali Konagi'nda Fetiye Sesalan ve
Cengiz Yuzsever ile birlikte heykel
sergisi (1992), Degirmendere 1.
Uluslararasi  Zuhttd  Mduridoglu
Ahsap  Heykel Sempozyumu
(1994), Finlandiya- Ulappa 5. Ulus-
lararasi Plastik Sanatlar Sempoz-
yumu (1995), Finlandiya Bothnia
Ice Cape - Uluslararasi Buz Heykel
Sempozyumu (1996) gibi ¢ok sa-
yida ulusal-uluslararasi sempoz-
yum, sergi ve yarismalara katildi.

In the academy, Nilhan Sesalan
took "Contemporary Art History"
lessons from Prof.Dr. Semra Ger-
maner and "History of Civilization"
from Hilmi Yavuz. She graduated
from the Sculpture Department at
Mimar Sinan University of Fine Arts
in 1991. She completed her master's
degree in the same department in
1996 with a thesis on prehistoric
sculptures. She also participated in
national and international confer-
ences, exhibitions, and competi-
tions such as the Karaoglanoglu
Martyrdom Memorial Sculpture
Competition in Cyprus (1990), the
Kassel exhibition in  Germany
(1991), the sculpture exhibition with
Fetiye Sesalan and Cengiz Yiz-
sever at Kalei¢ci Old Governor's
Mansion in Edirne (1992), the
Degirmendere 1st International
ZUhtl Miridoglu Wood Sculpture
Symposium (1994), the Ulappa 5th
International Plastic Arts Symposium
in Finland (1995), and the Bothnia
Ice Cape - International Ice Sculp-
ture Symposium in Finland (1996).
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1998'de Finlandiya Oulu Visual Cen-
tre'da Finli heykeltiras Karolina Niemela ile
birlikte yaptiklari serginin ardindan ilk kisi-
sel sergisi "Yaprak Agacglar"ni 2004 yi-
inda Fransa Elne'de acti. Bu sergilerini
“Polen Cadl", “Tath Riiyalar”, "istanbul'da
Gece", “Sézle Dolu 1", “Sézle Dolu II",
“Atdlye", “Ferah Feza" adiyla istanbul'da
actigi kisisel sergiler izledi. Tasarladidi ve
“istanbul'da Oturmak” adini verdigi iki kath

"Gokyuzinde Yalniz Gezen Yildizlar" Tas ve mirekkep. “Stars Hanging Lonely In The Sky" Stone and ink.
64x32x%22 cm. - 2016

After exhibiting with Finnish sculptor
Karolina Niemela at the Oulu Visual Centre
in Finland in 1998, her first solo exhibition,
"Leaf Trees,” was held in Elne, France in
2004. Solo exhibitions in Istanbul fol-
lowed: "Pollen Age,” “Sweet Dreams,”
“Night in Istanbul,” “Full of Words I," “Full
of Words II,” "Atelier,” and "Ferah Feza"
She received the Design of the Year
Award at Istanbul Design Week (2005) for



sandalye ile istanbul Design Week 2005'te
Yilin Tasarimi Odilini aldi. 2011'de Kiiltiir

Bakanligi'nin ortak yapimci destegi verdigi
“Rampa -Karda U¢mak” filminin sanat y6-
netmenligini Ustlendi. 2016'da Yonetmen
Yiiksel Aksu'nun iftarlik Gazoz filmine
sanat danismanlidi yapti. 2017'de bagimsiz
sanatcilar olarak olusturduklari Tesisart
Sanatg! inisiyatifi kuruculari arasinda yer
ald.

her two-story chairs, titled “Sitting in Is-
tanbul.” In 2011, she worked as the art di-
rector for the film "Rampa-Flying in
Snow,” which was coproduced by Minis-
try of Culture and Tourism. In 2016, she
served as artistic consultant for director
Yuksel Aksu on the film ‘Soda for Iftar2.
In 2017, she co-founded the Tesisart Art-
ist Initiative with other independent art-
ists.
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“Kozmos'un Haritasi Yunanistan”

Tas ve mirekkep. Drama Sehir Koleksiyonu
"Map of Cosmos Greece"”

Stone and ink. Drama City Collection
235x110x110 cm. - 2021

Yukarida ¢ok kisa bir 6zeti yer alan
ancak kat kat verinin oldugu Nilhan
Sesalan'in kisisel arkeolojisinde heykele
tutkusu, evrenle iliskisi, duygu ve disin-
celerini sanatina yansitmakta gosterdigi
ustalik ilk gbze carpan noktalardir. 40 yila
yaklasan sanat yasaminda kozmosu, diin-
yayl, dogayi, insani ifade ve yorumlama-
sinda sonu olmayan, her seferinde
yeniden pesine distigu 6grenme meraki
ve istegi ile kendi edimlerini tutkuyla eser-
lerine konu edinir. Yaratma ve distincenin
maddede somutlasma slireclerinde top-
rak, tas, metal malzemesiyle butlinlesen
evrenin her bir parcasinin butinu temsil-
den 6nce bir basina butiin oldugundan
hareket eder; her bir parcayi tek tek giglu,
farkliliklariyla bir arada eslestirmenin pe-
sine duser. Kultir, doga, tarih, mimari,
evren, felsefe, muzik, s6z, fotograf, ¢izim,
desen, diinyasina kattiklari ile zengin bir
konu dagarcigi yapitlarinin temalarina yan-
sir, tarih oncesi ¢aglardan bu yana diinya
kilttrlerinin ortak belleginde, sonsuzluk,

Nilhan Sesalan's personal archaeologic
background, include many layers of data,
which is characterized by her passion for
sculpture, her relationship with the universe,
and her mastery in expressing her emotions
and ideas through art. Over nearly 40 years
of her artistic career, she has continually ex-
plored and interpreted the cosmos, the
world, nature, and humanity. Driven by re-
newed curiosity and a desire to learn, she
passionately incorporates her acts into her
works. She believes that every part of the
universe, created with soil, stone, and metal
in both material and philosophy, is a whole
even before it is represented. She aims to
integrate each part— powerful individually
yet unique—based on its specific qualities.
Her broad range of subjects, including con-
tributions to culture, nature, history, archi-
tecture, the universe, philosophy, music,
words, photography, and drawing, is re-
flected in her themes. She questions eter-
nity, existence, time, the relationship
between the part and whole, and the mean-
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varolus, zaman, parga-butin-anlam iliskisi,
madde ve anlam kavramlarini yapitlarinda
sorgular. “Madde ve dlslince senkronize
ilerler... Heykellerim boylelikle olusur, isle-
meyi bilmedigim bir maddeyi ¢agirirsa dui-
stincelerim, égrenirim... Bazen es zamanli
ya da sonrasinda, sézclkler eslik/tarif et-
meye baslar yapitlarimi...” cimleleri sanat
eserini ele alis ve ortaya koyma streci hak-
kinda ipuglarini tasir.

Sanatginin evrenin kaosu ve uyumu,
yok olusu da 6ztinde taslyan varolusu tze-
rinden doga ile kurdugu baglar, 1990'lardan
glinimuze uzanan yalin form, sade Uslup,
anlam ve bicime dinamik yaklasimla yapit-
larinin ana izleklerini olusturur. Eskinin bi-
limi, evrenin ve insanin yaratici izlerindeki
arayisi heykellerini bigimlendirdigi kaynak-
lardan biri olur. Kilin pismis toprak bir kaba,
bir boga basina, harfe, rakama evrilmesi
gibi dogadaki malzemenin distinceyi tem-
silleyen maddeden sanat eserine donusu-
mundeki stre¢ Sesalan'in ilk eserlerine de
formuyla belirgin sekilde konu olur. “Ge-
lince Gitmeyenler” adini tasiyan 1996 yi-
linda soyut figurler, idollerle Urettigi bir seri
eserinde, ilk ¢aglardan bu yana insanin
icinde bulundugu evrenle iliskisine, arkeo-
loji biliminin ortaya ¢ikardiklar Gizerinden
dinyanin gorece surekliliginde gelince git-

ing of both matter and ideas, themes rooted
in the collective memory of world cultures
since prehistoric times. Her statements
“matter and thought progress synchron-
ously... | create my sculptures as such, my
thoughts invite a material that | am unfam-
iliar with; if | don't know how to work it,
I learn... Sometimes simultaneously or later,
words begin to accompany/describe my
works..." provide insight into her work and
presentation processes.

The artist's connection with nature,
through the chaos and harmony of the uni-
verse, and through an existence that in-
herently bears destruction, forms the
primary themes of her work through simple
forms, an austere style, and a dynamic ap-
proach to meaning and shape. The science
of the past, her search for the creative
traces of the universe and humanity, is the
source of her sculptures. The transforma-
tion of natural materials that symbolize
through artworks, such as the evolution of
clay into a terracotta vessel or a bull's head,
letters, and numbers, is a prominent theme
in Sesalan's early works. In the series titled
"Those Who Don't Leave When They Ar-
rive," produced in 1996 with abstract figures
and idols, her references are the humanitys
relationship with the universe, which has
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meyisin izleri Gzerinden géndermelerde
bulunur. Pismis toprak, bakir ve bronzla or-
taya koydugu “Gelince Gitmeyenler”in
soyut idolleri Gzerlerindeki incir yapraklari,
1996'dan sonra “Yaprak Agaclan” serisine
donuslr. Kutsal metinlerde yer alan incir
yapragdi bu yonuyle varolusun ilk giysisidir.
“Genetik Yaprak Agaci”, “Polen GCag",
“Karma Yaprak Agaci”, “Vadim O Kadar Ye-
sildi ki", “"Ruzgarlarin Dinlendigi Yer”, "Kok-
lerim icin Bir Ev" gibi heykellerinde incir
yapragi her birinde dogaya ve baslangig
noktasina donerek evreni agagta sembol-
lestirir.

Sanat Elestirmeni, Yazar ve Kirator Beral
Madra'nin belirttigi tGzere Nilhan Sesalan,
sanat Uretimine basladigi, cevre bilinci bu-
glinkd gibi olmadigi 1990'larin basindan
bugiine, doga ve dogaya iliskin gelenekler
Ustline yapit Uretimiyle dikkati ceker.> 2005
yilinda acilan, 2001 yilinda basladigi ahsap
rolyef yapitindan adini alan Polen Cagi ser-
gisinde, evrendeki her seyin ugusarak farkli
bir genetik olusturmak istercesine birbirine
polen tasidigi distincesi, diinyanin iginden
gectigi slrece koklenme, koklerine bir
mekan olarak ev temasiyla kendisinin doga
ile iliskisini konu edinir. “Genetik Yaprak
Agdac1” sanat¢inin bu duygu ve distlince-

S REMAIN -ME, FADE AWAY

existed since antiquity, through the traces
of the relative permanence of the world
based on archaeological discoveries. The
fig leaves on the abstract idols of "Those
Who Don't Leave When They Arrive," which
she created in terracotta, copper, and
bronze, evolved into her "Leaf Trees" series
after 1996. The fig leaf, mentioned in sacred
texts, represents the primordial garment of
existence. In each of her sculptures, such
as "Genetic Leaf Tree," "Pollen Age," "Karma
Leaf Tree," "How Green Was My Valley,"
"Where the Winds Rested," and "A Home for
My Roots," the fig leaf returns to nature and
its origin, symbolizing the universe in the
tree.

As noted by Beral Madra, a prominent
art critic, writer, and curator, Nilhan Sesa-
lan's work has been distinctive as being
rooted in nature and natural conventions,
dating back to the early 90's when she
began her artistic career and environmental
awareness was still relatively new.® In 2005,
the exhibition "Pollen Age," named after the
wood relief work she started in 2001, ex-
plores the idea that everything in the uni-
verse moves and carries pollen, as if to
create different genetics. She examines her
relationship with nature through themes of

3 Beral Madra, “Nilhan Sesalan ile Soylesi”, Nilhan Sesalan - Ferah Feza, Evliyagil Dolapdere, Istanbul, 2020, 3-6.
Beral Madra, “Interview with Nilhan Sesalan’, Nilhan Sesalan - Ferah Feza, Evliyagil Dolapdere, Istanbul, 2020, 3-6.
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lerle yaklasimini ortaya koydugu, ayni his
ve duygularini ginimuze de tasiyan ahsap
eserlerindendir. Kok, polen, yaprak, tohum
imgeleri ile insanin ve doganin, evrenin
kaosuna, sirlarina, yasamin genetik kodla-
rina atifta bulunur. Kok ve ev duragan bir
anlatimi degil, insanin, doganin gec¢misi,
buglint ile gelecegin tekrara diismeyen bi-
¢imini ifade eder. Yaprak agaci, ormani,
yeryliziinu simgelestirirken; polen ¢cagi ¢o-
galmanin, tohumun, giceklenmenin, gokyu-
zUnldn anlamini heykelin butlnselligiyle
diinyasina alir. "Asya Yaprak Agacl”, kiiglik
bir fidanin golgesi gibi hafiflettigi heykelin-
den c¢ikan yongalarla heykelin ortaya cikis
surecini anlattigi yerlestirme bu bitinselli-
gin en iyi orneklerindendir. Sanatgi kizi
Asya'nin dogumunu bir seftali ¢cekirdegin-
den boy veren mermerden tek bir yaprak
ile agac imgesini kutsarken, bu heykelin-
den yonttugu parcalardan olusturdugu yer-
lestirmesinde de insanin genetik izlerini
yerylzuyle butinlesmeye davet eder.
Doga, anakara, yaprak, agag, toprak ve

“Yeraltindan Kodlar" Yapim sireci.
Norge Uluslararasi Heykel Bienali,
Norveg

“Codes From Underground”
Production process. Biennial Norge,
Norway

2024

rootedness as the world passes through,
and the home as a place for its roots.
"Genetic Leaf Tree" is one of the artist's
woodworks that showcases her approach
to these emotions and ideas, remaining
consistent to this day. Using images of
roots, pollen, leaves, and seeds, her work
references the chaos and secrets of hu-
manity and nature, the universe, and the
genetic codes of life. Roots and houses do
not tell a static story; instead, they represent
the nature's dynamic past, present, and fu-
ture. While the leaf symbolizes the tree, the
forest, and the earth, the pollen age intro-
duces reproduction, seeds, flowering, and
the sky into the world through the holistic
nature of sculpture. "Asian Leaf Tree," anin-
stallation that narrates the story of creating
a sculpture with shavings that reflects the
shadow of a small sapling, is one of the best
examples of this holistic approach. The art-
ist celebrated the birth of her daughter Asya
with a single marble leaf growing from a
peach pit, and in an installation composed
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“Ormanda Bir Gece”

Tas.
“A Night in Forest"
Stone.

45x35x25 cm.
2016
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bltlin parca ile adeta kizinin dogumunu,
her halle arasindaki sulh ilanini ve tutunma-
sinin koklerini, kokleri igin evinin manifes-
tosunu sembollestirir. Bu donem eserleri
kendi basinaliklarini, 6zglnliklerini dingin-
likle ifade ederken diger eserlerle bir ara-
daliklarinda farkli tema okumalarina da
olanak sadlar.

Heykellerinde butiinden eksilen buyutk
parcalar ile ylizeyden eksilen kuguk parca-
larin yarattigi ritmik olmayan duizen, hare-
ketli ve sabit cizgiler, doluluk-bosluk eserin
genel o6zellikleri sanatgisinin kim olduguna
dair daha ilk bakista fikir verir. Gece ile
glindliziin bir arada glind olusturdugu, her
kavramin farkliliklariyla birlikte tamamlayici
oldugu gibi her seyin birbirine baglandigi
orgu eserlerine yansir. Lirik-soyut izlenimini
cok gu¢lu sekilde veren, adiyla oldugu gibi,
edebiyat, muzik, siirle ve tutkusunu yansi-
tan heykellerine sadece "“lirik/soyut” veya
“aktarimci1” demek ise eserlerinin ¢ok yonlu
okumalarini kisitlar.

Sesalan yapitlarinda soyut bir resim
gibi duruslarinda veya farkh bakis yonle-
rinde yukari-asagl, alt-tst, 6n-arka ayrimi
olmaksizin adeta yercekimsiz ortama gore
farkl okunmasini saglayacak formlarin/olu-
sumlarin pesindedir. Varolusun ve yok olu-
sun; gecmis, simdi ve gelecegin sinirlarini

TRAC
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of pieces carved from this sculpture, she in-
vited the genetic traces of humanity to
merge with the earth. Nature, the leaf, the
tree, the soil, and all these pieces symbol-
ized her daughter's birth—a declaration of
peace among all nations, the roots of her at-
tachments, and her home's foundation to
hold her roots. The works from this period
quietly reflect individuality and originality
while also allowing for various thematic in-
terpretations when combined with other
works.

The irregular patterns created by large
pieces missing from the whole and small
pieces missing from the surface, the dy-
namic and static lines, and the fullness and
emptiness of the work give an immediate
idea of the artist's identity. The intertwining
of night and day to form the day, the com-
plementarity of each concept with its differ-
ences, and the interconnectedness of
everything are reflected in the artist's
works.

In her works, Sesalan explores forms
and structures that allow for multiple inter-
pretations in an almost weightless space,
whether in an abstract painting-like stance
or from various viewing angles, without dis-
tinctions of up or down, top or bottom, front
or back. Questioning the limits of existence
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sorgulayan, arkeoloji, mimari ve dogaya re-
ferans veren eserler tasidiklari kltirel bi-
rikimi, zamanin tim ¢agrisim ve stresini de
icinde tasir. DNA sarmalindan doganin sir-
larina, yildizlara, Samanyolu’'ndan sarkilara
uzanan temalar, adlarina yukledigi anlam
ve sozle dolu hissiyat, sanat tutkusu, pe-
sinde olunan her bir yapitta kendisini ayirici
sekilde belli eder. Sanat Tarihgisi Omer
Faruk Serifoglu’'nun “Nilhan’'in Atélyesi'nde
Gecenin Finali, Sabahin Isigidir!” sergi ya-
zisinda belirttigi Uzere, sanatgl pek ¢ok
eserinde Anadolu’nun hallerini heykele
donustdrlr.* Sesalan, "Polen Cagi”, “Ruh
ikizleri” "S6zle Dolu”, “Diinyanin Bitiin Su-
lari Birbirine Akar”, “Yaprak Agact”, "Kokle-
rim igin Bir Ev", “Gékyiiziinde Yalniz Gezen
Yildizlar”, “Samanyolu”, “Telli Turnam”,
“Asya Kusu”, "Yer Cekimli Karanfil” gibi
adlar taslyan pek ¢ok yapitinda, Anado-
lu'nun kilttrel zenginligi, gecmisi, etnogra-
fik kimligi, hallerini heykellerine konu edinir.
Meraklari, i¢ dlinyasi, hayatin akisi icinde
siirekli olan degisimi/devinimi, formu, mal-
zemesi ve adiyla "yapit ilk olarak zihnimde,
dustncenin soyut potasinda ergitmeye
ugrar” diyen sanatcida yapit; anlam, form,
yeri ve yeni haliyle ilk olarak usunda yer
tutmaya baslarken her birim, her 6l¢t yapitin
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and annihilation, past, present, and future,
and referencing archaeology, architecture,
and nature, these pieces carry their cultural
heritage, along with all the connotations and
stresses of time. Themes ranging from the
DNA helix to nature's secrets, from the stars
to the Milky Way, and songs—the meanings
and lyrical sentiments she infuses into her
tittes—and her passion for art are clearly
evident in each work. Art historian Omer
Faruk Serifodlu noted in an exhibition essay,
"The Night's Finale in Nilhan's Workshop is
the Light of Morning!" the artist transforms
the states of Anatolia into sculpture in sev-
eral works.* In works titled "Pollen Age,"
"Soul Twins," "Full of Words," "All the Waters
of the World Flow into Each Other," "Leaf
Tree," "A House for My Roots," "Stars Wan-
dering Alone in the Sky," "Milky Way,"
“Crane Bird", "Asian Bird," and "Gravity Car-
nation" Sesalan explores Anatolia's cultural
richness, history, ethnographic identity, and
states of being through her sculptures. For
the artist, who says that "a work first fuses
in my mind, in the abstract crucible of
thought," driven by curiosity, her inner
world, and the constant flux of life, form,
material, and name, the work begins to take
shape in her mind with its meaning, form,

4 Omer Faruk Serifoglu, “Nilhan'n Atdlyesinde Gecenin Finali, Sabahin Isigidir!”, Nilhan Sesalan-Istanbul'da Gece, Art On Istanbul, 2017. 4-7.
Omer Faruk Serifoglu,"The Night's Finale in Nilhan's Workshop is the Light of Morning!" Nilhan Sesalan-Istanbulda Gece, Art On Istanbul, 2017.4-7.
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buttintyle belirli bir iliski kurar. “Diistincele-
rimi seviyorum, beni inandirma stireglerini...
Birakmayacaklarindan emin oldugumda da
malzemeye geciyorum.” cimleleri ile hey-
kellerinin formla malzemesine, ardindan da
adina kavusmasini 6zetler.

Tarih 8ncesi uygarliklar, istanbul, siirden
bir dize, tarih, edebiyat, sinema, mimarlik,
doda, agag, yaprak, tohum, dogurganhgi ile
toprak, zorlugu ile tas, metal, ¢ivi yazisi,
Anadolu, cografya, hayatin giindelik akisin-
dan bir iz, Selguklu slislemesinden bir
detay gibi unsurlar glcli ve sade bicimde
yapitiyla bulusur. Evren, varlik kavrami, kiil-
tlrel yapi, kimlik, madde, form ve anlamin
gorme, gorilme iliskisi sanatginin titiz ¢a-
lismasi sonunda sadelige kavusur.

Bu 6zellikler Nilhan Sesalan ismini, im-
zasinl tasimasa dahi, yapitlarinin sanatgisi
ile kimliklendirilmesini saglayan belirleyici
unsurlarin basinda gelir.

place, and new condition. Each piece, each
measure, creates a specific relationship
with the whole work. "l love my ideas, their
process of convincing me... And when | am
sure they won't let go, | just move on to
transform all to the material.”

These words encapsulate how her
sculptures connect with form and material,
which then connect with their names. El-
ements like prehistoric civilizations, Istan-
bul, a line from a poem, history, literature,
cinema, architecture, nature, trees, leaves,
seeds, fertile soil, tough stone, metal, cunei-
form, Anatolia, geography, a fragment from
daily life, and a detail from Seljuk ornamen-
tation all come together powerfully and
simply in her work. The universe, existence,
cultural identity, matter, form, and the rela-
tionship between meaning, perception, and
being seen come together with clarity in the
artist's precise work.

These features are among the main fac-
tors that enable the identification of Nilhan
Sesalan's works with the artist, even if they
do not bear her name or signature.
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“Yeraltindan Kodlar"”
Granit ve yagliboya.
Norge Uluslararasi
Heykel Bienali, Norveg
“Codes From
Underground”

Granite and oil painting.
Biennial Norge, Norway
350x250%150 cm.
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Hafizanin Kartografyasi:
Nilhan Sesalan'in Maddenin Poetikasi Uzerine
Cartography of Memory:
Nilhan Sesalan's Poetics of Matter

Marek WOLYNSKI

rkeoloji Miizesi'ndeki sergisi vesi-
Alesiyle Nilhan Sesalan'in galisma-

lari hakkinda konusmak benim igin
blylk bir keyifti. Bunu, kendisi de yasa-
yan bir heykel olan istanbul'da yapmak
ozellikle 6nemliydi: tas, hafiza ve zamanin
bir palimpsesti. Malzemelerin birden fazla
hikaye tasidigi ve tarihin agirhginin bugi-
ndn enerjisiyle bir arada var oldugu bir
yer. Nilhan Sesalan'in ¢calismalari tam da
bu katmanli ortamda en derin nefesini ali-
yor.

t was a real pleasure to speak about the

work of Nilhan Sesalan on the occasion

of her exhibition at the Archaeological
Museum. It felt especially significant to do
so in Istanbul, a city that itself is a living
sculpture: a palimpsest of stone, memory,
and time. A place where materials carry
multiple stories and where the weight of
history coexists with the energy of the pres-
ent. Itis precisely in this kind of layered en-
vironment that Nilhan Sesalan's work
breathes most fully.
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Nilhan Sesalan istanbul'da dogdu ve
Mimar Sinan Universitesi'nde heykel egitimi
aldi. Burada sadece teknik becerilerini degil,
en 6nemlisi, malzemelere felsefi yaklasimini
gelistirdi. Nilhan'i yalnizca ge¢misi ve aldig
derecelerle tanitmak, 6zU gézden kagirmak
olur. Daha da 6nemlisi, pratiginin izledigi
yoldur; on vyillar boyunca, maddi olanla
maddi olmayan, kalicilik ile gegicilik, tasin
agirhg ile siirin hafifligi arasinda tutarh bir
sekilde bulusma noktasini arama bigimidir.

izler, Zaman ve Atlas Olarak Muize

istanbul yasayan bir heykelse, Arkeoloji
Mduzesi de yasayan bir atlastir. Nilhan icinse,
degerli bir yerdir; on yedi yasindan itibaren
cizim yapmak icin sik sik ziyaret ettigi bir
yerdir.

Antik heykelleri 6l eserler olarak degil,
zamanin komsulari olarak gérmeyi 6gren-
digi yer burasidir. Miize ve mahalle, istan-
bullu kimligini sekillendirmis, pratigini tasin
gerektirdigi disiplin ve merakla doldurmus-
tur.

Bu nedenle, Cumhuriyet'in 102. yildénu-
munud kutlayan 100+2 Gegici Miize Sergi-
si'nin bir parcasi olan “iz Kalr Ben,
Kaybolurum" adli sergisinin Arkeoloji Miize-
si'nde sergilenmesi son derece yerindedir.
Eserler, ziyaretcileri mimarinin akrabalari

Nilhan Sesalan was born in Istanbul and
studied sculpture at Mimar Sinan University,
where she developed not just her technical
skills but most importantly her philosophical
approach to materials. To introduce Nilhan
through background and degrees alone
would be to miss the essence. What matters
more is the trajectory of her practice—the
way she has, across decades, consistently
sought the meeting point between the ma-
terial and the immaterial, between perma-
nence and ephemerality, between the
weight of stone and the lightness of poetry.

Traces, Time, and the Museum as Atlas

If Istanbul is a living sculpture, its Ar-
chaeological Museum is a living atlas. For
Nilhan, it is a cherished place—a site she
frequented from the age of seventeen to
practice drawing.

It is where she learned to see ancient
sculpture not as dead artefacts but as
neighbours in time. The museum and the
neighbourhood shaped her Istanbulite
identity, saturating her practice with the dis-
cipline and wonder that stone demands.

It is thus profoundly apt that her ex-
hibition Traces Remain -Me, Fade Away,
which was part of the 100+2 Temporary
Museum Exhibitions marking the 102nd an-
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olarak karsilamistir: rizgarda dans ediyor-
mus gibi goériinen beyaz, bulut benzeri bir
figlir; siyah sinirlarla gcevrelenmis kardes bir
form - geleneksel mirekkep haritalari, si-
nirlar, izler; ve yalnizca ¢izginin kaldig
Gguncu bir form - asili kalmis bir varolus izi.

Pigmentleri kalici ve solgun olan antik
lahitlerin ortasinda, bu tastan ve celikten
heykeller ge¢cmise, bugiine ve gelecege:
izlerin miras alindigi, donusturildigu ve si-
lindigi ve yine de hafiza olarak kaldigi ger-
cegine seslenirler. Sergi, zamanin bir
etnografisi haline gelir: gamur pismis top-
raga, demir celige, sessizlik heykele donu-
sdr.

Maddeyle Diyaloglar

Nilhan bir keresinde soyle demisti:
"Malzemeye dokundugumda, icimde olup
biten her seye dogrudan erisebildigimi his-
sedebiliyorum." Malzemeyle diyaloglar sa-
natci icin gergekten icguduseldir. Az dnce
alintiladigim sozler, tas, bronz, ahsap, bakir
ve mirekkeple calisan bir sairin inancini
andirtyor. Onun ellerinde malzeme, disiin-
cenin, hafizanin ve varolusun bir araci ha-
line geliyor.

Heykelleri, bigcime damitiimis siirlerdir.
iclerinde koca diinyalar barindiran haiku
benzeri jestlerdir. Bu anlamda, seylerin

TRAC
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niversary of the Republic, unfolded in the
Archaeological Museum. The works greeted
visitors as architecture’s kin: a white, cloud-
like figure that seems to dance in the wind;
a sister form outlined by black borders—tra-
ditional ink maps, borders, traces; and a
third where only the line remains—a trace of
existence suspended.

In the midst of ancient sarcophagi
whose pigments linger and fade, her stones
and steels spoke to past, present, and fu-
ture: to the fact that traces are inherited,
transformed, and erased—and yet persist as
memory. The exhibition became an ethnog-
raphy of time: mud turned to terracotta, iron
to steel, silence to sculpture.

Dialogues with Matter

Nilhan once said, “When | touch the ma-
terial, | can feel direct access to everything
that happens in me.” Dialogues with material
are truly visceral for the artist. The words |
have just quoted strike me as the credo of a
poet who happens to work with stone,
bronze, wood, copper, and ink. In her hands,
material becomes a vessel of thought,
memory, and existence.

Her sculptures are poems distilled into
form. They are haiku-like gestures that con-
tain within them entire worlds. In this sense,
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6zUnu arayan Brancusi, heykelin kultirel
bir kdpri olmasina izin veren Noguchi ve
malzemeyi maddi olmayana bir esik haline
getiren Kapoor ile diyalog halindedir. Ayni
zamanda, Nilhan'in katkisi acik¢a kendine
aittir. Cografyadan, hafizadan ve Turki-
ye'nin kiiltiirel melezligi... O, istanbul'un bir
heykeltirasi, Anadolu'nun bir heykeltirasi,
cok katmanli tarihlerin bir heykeltirasi.

Kamusal Sanat ve Mekan Yaratimi

Nilhan'la birkag¢ yil 6nce, Suudi Arabis-
tan'in Vizyon 2030 kapsaminda diinyanin
en iddiall kamusal sanat girisimlerinden biri
olan Riyadh Art'ta Bas Kirator olarak gérev
yaptigim sirada tanistim. Sanatin, sehrin
kamusal alaninda nasil yer alacagini sekil-
lendirmekle goérevlendirildim. Riyadh Art,
kdltird hizla gelisen bir metropoliin giinlik
dokusuna isliyor ve mahallelere, parklara,
ulasim alanlarina, koprilere ve hatta kent-
sel vadilere 1.000'den fazla sanat eseri
yerlestiriyor. Onde gelen programlari ara-
sinda, diinyanin dort bir yanindan sanatgi-
lari, kamusal alanlari sureg, sergileme,
diyalog ve anit arasinda kopri kuran is bir-
likgi stlidyolara donUstiren, yerinde blyuk
Olcekli eserler yaratmaya davet eden bir
sempozyum olan Tuwaiq Heykel de yer ali-
yor.

she stands in dialogue with Brancusi, who
sought the essence of things, with Noguchi,
who allowed sculpture to become a cultural
bridge, and with Kapoor, who makes material
a threshold to the immaterial. At the same
time, Nilhan's contribution is distinctly her
own. She draws from the geography, the
memory, and the cultural hybridity of Turkey.
She is a sculptor of Istanbul, a sculptor of
Anatolia, a sculptor of multiple, layered his-
tories.

Public Art and Placemaking

I' met Nilhan a few years ago through my
capacity as Lead Curator at Riyadh Art, one
of the world's most ambitious public art initi-
atives under Saudi Arabia's Vision 2030. |
was entrusted with shaping how art inhabits
the city's public realm. Riyadh Art weaves
culture into the everyday fabric of a rapidly
evolving metropolis, with over 1,000 artworks
embedded across neighbourhoods, parks,
transit spaces, bridges, and even urban
wadis. Among its flagship programs is the
Tuwaiq Sculpture, a symposium which in-
vites artists from around the globe to create
large-scale works on-site, transforming pub-
lic spaces into collaborative studios that
bridge process, display, dialogue, and monu-
ment.
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“Varolus"

Yapim stireci.

Tuwaiq Uluslararasi
Heykel Sempozyumu.
Riyad,

Suudi Arabistan
"Existence”
Production process.
Tuwaiq International
Sculpture Symposium.
Riyadh,

Saudi Arabia

2023
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Nilhan Sesalan'in ¢alismalari tam da bu
gerceveler icinde yanki buluyor: hem nesne-
leri hem de atmosferleri sekillendiriyor: sehre
nefes alma, diistinme ve yeniden hayal etme
alani sunan, bilin¢li mekanlar. Tuwaiq Hey-
kel'in iki edisyonunun kuratori olarak, Nil-
han'in devasa bir tas pargasini, bir toprak
parcasini nasil bir sanat eserine donusturdu-
gune taniklik etme zevkini yasadim. Daha
sonra, heykelleri Riyad'in kamusal alanina
yerlestirmekle gorevlendirildigimde, sanat
eserinin nasil kentsel bir sehir manzarasinin
parcasl haline geldigine tanik oldum.

Itis precisely within such frameworks
that Nilhan Sesalan’s work resonates: she
sculpts both objects and atmospheres: in-
tentional spaces that offer the city room to
breathe, reflect, and reimagine. As the cu-
rator of two editions of Tuwaiqg Sculpture,
| had the pleasure of witnessing how Nil-
han turns a piece of massive stone, a
piece of land, into a piece of art. Later, en-
trusted with placing the sculptures within
the public realm of Riyadh, | witness how
her artwork becomes a piece of urban
cityscape.
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Kiresel bir kultlirel mekan olusturma
ajansi olan Futurecity'de inovasyon Direktorii
olarak rolim, hem 6zel projelerde hem de
kamu kurumlarinda sanatla harmanlanmig
donlstmleri yonlendirmeyi kapsiyor. Future-
city, 2007'deki kurulusundan bu yana diinya
capinda 300'den fazla kiiltlirel mekan olus-
turma stratejisi, kulttirel ana plan ve kamusal
sanat projesi gerceklestirdi. Mimarlar, mu-
hendisler ve gelistiricilerle is birligi yaparak,
sanatgcilari ve kiltirel kurumlari mimari, peyzaj
ve altyapi projelerine dahil eden girisimler
Uzerinde calistim. Bu kuresel bakis agisi,
Nilhan'in pratigine ikinci bir bakis agisi sunu-
yor: Samimi siirsel formun, bir topluluk olce-
ginde iyilestiren, baglayan ve anlatan mekan
olusturma pratiklerine nasil donustugu.

Ug bakis agisini paylasmak istiyorum:

Sivil Bir Temel Olarak Sanat

Kamusal sanata genellikle kdlturel bir
altyapi olarak yaklasiyorum; asla bir deko-
rasyon olarak degil, her zaman mekan olus-
turmanin temeli olarak, her projenin kultlrel
DNA'sini tanimlayarak. ister bir yenileme
ister yeni bir kentsel bolge tzerinde ¢alisiyor
olun, soru ayni: Sanat, insanlarin mekani sa-
hiplenmesine, icinde yasamasina ve anlat-
masina nasil yardimci olur? Nilhan'in

TR
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As Director of Innovation at Futurecity,
a global cultural placemaking agency, my
role extends to steering art-infused trans-
formations across both private devel-
opments and public institutions. Since its
founding in 2007, Futurecity has delivered
more than 300 cultural placemaking strat-
egies, cultural masterplans, and public art
commissions worldwide. Collaborating with
architects, engineers, and developers, | have
worked on initiatives embedding artists and
cultural institutions into architectural, land-
scape, and infrastructure projects. This glo-
bal vantage offers a second lens to Nilhan's
practice: how intimate poetic form trans-
lates into placemaking practices that heal,
bind, and narrate at the scale of a commu-
nity.

| would like to share three perspectives:

Art as Civic Groundwork

| often approach public art as cultural
infrastructure—never as decoration, but al-
ways foundational to placemaking, defining
the cultural DNA of each project. Whether
working on a regeneration or a new urban
district, the question remains the same: how
does art help people claim, inhabit, and nar-
rate space? Nilhan's poetics, like her scripts
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siirselligi, tipki sessizlik metinleri, murek-
keple cizilmis sinirlari, soyut jestleri gibi, bu
tlr ortamlar icin mikemmel araclardir. Dik-
kat cekmezler, davet ederler.

Kamu Katilimi Olarak Stirec

Tuwaiq Heykel araciligiyla Riyadh Art,
sanatcilarin ¢alismalarinda kamusal tanik-
liga davet ediyor. Nilhan 2023'te sempoz-
yuma katildiginda, binlerce ziyaretgi katim
g0sterdi; canli heykel yapimini izlediler, atol-
yelere katildilar, panel tartigsmalarina katildi-
lar. Tas ocadi kesifleri, yavas ama yogun
yontular, mirekkeple boslugu haritalama
gibi materyal diyaloglari da ayni etigi yansi-
tir: kamusal sanat, bicim, baglam ve benligi
anlamaya giden kolektif bir gegistir.

Yerel Jeoloji ve Kiiresel Siir

Sanat eserlerini kamusal alana yerles-
tirmek asla estetik bir tesaduf degildir. Ca-
lismalarim, mekanin dinamiklerini, kullanici
deneyimini ve uzun vadeli degeri yonlendi-
ren kdltirel cergeveler gelistirmeye odakla-
niyor. Bunu, manzara, akis ve Kkdltirel
hafizanin bir koreografisi olarak gériiyorum.
Nilhan'in kokliiligi (Afyon mermeri, istan-
bul kaligrafisi, yaprak ve tohum metaforlari)
bunu yansitiyor. Heykelleri, konusurken me-
kanin 6zgulligind yansitiyor. Evrensellik:
Melez sehir yapiminda ideal bir denge.

of silence,her inked borders, her abstract
gestures, are perfect agents for such en-
vironments. They don't command attention,
they invite it.

Process as Public Engagement

Through Tuwaiq Sculpture, Riyadh Art
invites public witnessing of artists at work.
When Nilhan participated in the symposium
in 2023, thousands of visitors engaged—
watching live sculpting, joining workshops,
attending panel discussions. Her material
dialogues, including quarry explorations,
slow but intense carving, ink mapping the
void, reflect this same ethos: public art as a
collective passage into understanding form,
context, and self.

Local Geology and Global Poetics

Placing artworks in the public realm is
never aesthetic coincidence. My work fo-
cuses on developing cultural frameworks
that guide the dynamics of place, user ex-
perience, and long-term value. | see this as
a choreography of landscape, flow, and cul-
tural memory. Nilhan's rootedness (her
Afyon marble, her Istanbul calligraphy, her
leaf and seed metaphors) mirrors this. Her
sculptures echo locational specificity while
speaking universality: an ideal balance in hy-
brid city-making.
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Yapim Ekolojisi

Bir heykel yalnizca sanatginin adini ta-
slyabilirken, Nilhan bize her eserin arka-
sinda tas ocadi iscileri, makine operatorleri,
alet yapimcilar, surrticiler, stidyo asistan-
lari, kaynakgilar, konservatorler ve atolyede
zamani tutan sessiz taniklarin durdugunu
hatirlatir. Bu insanlardan bahsettiginde, bu
yalnizca bir minnettarlik etigi degil; benim
buna yapim ekolojisi dedigim seydir.

Nilhan'in pratigi ve tas secimi bagla-
minda ekoloji ne anlama geliyor?

Oncelikle, zamandir. Tas, yogunlastiril-
mis jeolojidir, diinyanin yavas hafizasidir.
Mermer veya granit Gzerinde ¢alismak, hiz-
lanmay! reddeden bir hizi kabul etmektir.
Aninda uUretim ¢aginda, Nilhan'in yavasliga
olan baghhg! zaten gevresel bir durustur:
formun maddenin ritmine ulagsmasi konu-
sunda israr ederek cikarimsal hiza direnir.
Boslugu haritalayan o siyah konturlar olan
yedek murekkep cizgileri ekolojik kararlar-
dir. Tasi 6rtmek yerine buydutdrler; yogun
ylzey islemlerinden kaginirlar; malzemeyi
okunakli, nefes alabilir ve dirUst tutarlar.

ikincisi, bu bir mekandir. Uygulamasi
uzun zamandir yerel jeolojiye ve eserin son
sesini sekillendiren alanlara odaklanmistir:

TRAC
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Ecology of Making

While a sculpture may bear only the art-
ist's name, Nilhan reminds us that behind
each work stand quarry workers, machine
operators, toolmakers, drivers, studio assis-
tants, welders, conservators, and the quiet
witnesses who keep time in the workshop.
When she mentions those people it is not
simply an ethic of gratitude; it is what | call
the ecology of making.

What does ecology mean in the context
of Nilhan's practice and her choice of stone?

First, it is time. Stone is condensed
geology, the earth’s slow memory. To work
in marble or granite is to accept a pace that
refuses acceleration. In an age of instant
fabrication, Nilhan's devotion to slowness is
already an environmental stance: it resists
extractive speed by insisting that form arrive
at the rhythm of matter. Her spare ink
lines—those black contours that ‘map the
void'—are ecological decisions. They am-
plify the stone rather than cover it; they
avoid heavy surface treatments; they keep
the material legible, breathable, honest.

Second, it is place. Her practice has
long been keyed to local geology and to
sites that shape the work's final voice: Afyon
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Afyon mermerleri, Akdeniz kiregtaslari, sert
GOl granitleri. Buradaki "yerel", somutlasmis
enerji hakkinda distnmenin bir yoludur:
malzemenin nasil hareket ettigi, kimin do-
kundug@u, ne kadar yol kat ettigi, nasil asi-
nacagl ve onarilacagi. Eser kamusal bir
ortamda ortaya ¢iktiginda, heykel konumla-
nir; riizgara, ginese, insan hareketine ve
mahallesinin kdlturel hafizasina uyum sag-
lar. Cevresel bir yaklasim her zaman bag-
lamsal bir yaklagimdir.

Uclinciis, habitat olarak kamular. Mey-
danlarda ve mize avlularinda heykelleri
mikro iklimler olarak islev gorir: yoldan ge-
cenleri yavaslatir, golge yakalar, ayak ses-
lerini yonlendirir, durup dustinmek icin alanlar
yaratir. Bu, kentsel ekolojinin incelikli bir bi-
cimidir: Sanat zaman Urettiginde, bir sonraki
gosteriyi tiketme zorunlulugunu azaltir.
Dikkatin kentsel bir metabolizmasini 6gretir.
Daha az beyan; daha fazla dinleme; daha
fazla mevcudiyet.

Nilhan, bir heykelin yalnizca sanatginin
imzasini tasidigini, ancak eserin aslinda bir-
cok el tarafindan tutuldugunu belirttiginde,
toplumsal ekoloji ve esitligi ayni ciimlede
birlestirir. Soyle diyor: “Sdrddrtlebilirlik ilis-
kiseldir. Malzemelerin ve insanlarin saglgi-
dir; zanaat bilgisinin stirekliligi ve kosullarinin

marbles, Mediterranean limestones, hard
desert granites. ‘Local’ here is a way of
thinking about embodied energy: how
material moves, who touches it, how far it
travels, how it will weather and be re-
paired. When the work appears in a public
setting, the sculpture becomes situated—
aligned to wind, sun, human movement,
and to the cultural memory of its neigh-
bourhood. An environmental approach is
always a contextual approach.

Third, publics as habitat. In plazas and
museum courtyards, her sculptures oper-
ate as microclimates: slowing passersby,
catching shade, redirecting footsteps, cre-
ating places to pause and reflect. This is a
subtle form of urban ecology: when art
produces time, it reduces the compulsion
to consume the next spectacle. It teaches
a civic metabolism of attention. Fewer
declarations; more listening; more pres-
ence.

When Nilhan notes that a sculpture
bears only the artist's signature while the
work is actually held up by many hands,
she folds social ecology and equity into
the same sentence. She is saying: “Sus-
tainability is relational. It is the health of
materials and the health of people; it is the
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adaletidir. Bunu fark etmek, bir bakma eko-
lojisi uygulamaktir: imzanin 6tesini, kolektifi
ve nesnenin 6tesini, sorumlu bir sekilde ya-
sadigi diinyayi gérmek.”

Bir izin Ug Perdesi

Peki, Nilhan'in sergisini Arkeoloji Muzesi
baglaminda nasil okuyabiliriz?

Ug perde halinde okumayi éneriyorum:

Perde I: Formun Ortaya Cikisi

Yumusak, beyaz, riizgarda savrulan bir
varlik, agirliksiz hissettiren bir tas gévdesi.
Egrileri, incelmis gegitleri, 1sigin neredeyse
delip gectigi vaadi algiliyoruz. Etrafinda do-
lasmaya, tasin 1s1g1 ve golgeyi nasil mizik
gibi ilettigini hissetmeye davet ediliyoruz.

Perde II: Boslugun Haritalanmasi

Siyah metalle ¢evrelenmis bir kardes
form. Burada ¢izgi, hafizanin bir araci gorevi
goruyor. Haritalar, sinirlari, susleri ve gol-
geleri animsatiyor, ancak bunlardan higbiri
haline gelmeden. Cizgi, heykelin isiga ver-
digi s6zU tutma bigimidir.

Ugiincii Perde: iz
Beyaz i¢ kisim geri ¢ekilir. Geriye kalan
tek sey cizgidir. Varlik, konusan yokluga do-
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continuity of craft knowledge and the fair-
ness of its conditions. To recognise that is to
practice an ecology of looking: to see
beyond the signature, to the collective, and
beyond the object, to the world it responsibly
inhabits.”

Three Acts of a Trace

How, then, might we read Nilhan's ex-
hibition within the context of the Archae-
ological Museum?

I would like to propose reading it in three
acts:

Act I: The Emergence of Form

A soft, white, wind-borne presence, a
body of stone that feels weightless. We reg-
ister curves, thinned passages, the promise
of light almost breaking through. We are in-
vited to walk around it, to feel how stone
conducts light and shadow like music.

Act ll: The Mapping of the Void

A sister form edged in black metal. Here,
the line acts as an instrument of memory. It
recalls maps, borders, ornaments, and
shadows, but without becoming any one of
them. The line is the way the sculpture
keeps its promise to light.
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niisir. iz bir eksiklik degildir; kendi basina
bir figlirddr, solan seyin kaybolmadigini sdy-
lemenin bir yoludur; hafizanin araci
héline gelir.

Bu U¢ perde ile birlikte, Nilhan'in yapiti-
nin egrisini prova eder: yapraktan agaca, to-
humdan yumurtaya, tastan i1sida, sinirdan
solan c¢izgiye. Her birimizin kendi anilarini,
geldigimiz cografyalari, tasidigimiz dilleri,
0zlemini cektigimiz evleri, hayal etmeye ce-
saret ettigimiz gelecekleri getirebilecegimiz
bir alan olustururlar.

Act lll: The Trace

The white interior withdraws. What re-
mains is line alone. Presence becomes ab-
sence that speaks. The trace is not a lack; it
is a figure in its own right, a way of saying
that what fades does not vanish; it becomes
the medium of memory.

Together, these three acts rehearse the
arc of Nilhan's oeuvre: from leaf to tree, seed
to egg, stone to light, border to fading line.
They hold space where each of us may
bring our own memories, the geographies
we come from, the languages we carry, the
houses we long for, the futures we dare to
imagine.







“Diinya’nin Tum Sulari
Birbirine Akar" Tas.
“All Waters of the Earth

Converges" Stone.
izmit Universitesi
Rektorliik Binasi,
Hereke, Turkiye
20x195x70 cm.
2007
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Boslugun Haritasi - iz Diismek
The Map of the Void - Leaving a Trace

Hasan KARAKAYA

esalan’in sade murekkep konturlarla
S yapitlarina belirgin izler diismesinin,

ilk cizgilerin o6nclst “Dlnyanin
Biittin Sulari Birbirine Akar” (2007) heyke-
lidir. Bu yapitinda Klasik Osmanli Dénemi
motiflerine sahip iki cesme gokylziinde
birbirlerine birlesir. Suyun diinya ile dongui-
siinde her turlt ayrimciliga karsi sanatginin
durusu iki muslugun devri daim yapma-
sinda, sularin birbirine karismasinda ifade-
sini bulur.

esalan's sculpture "All Waters of the
S Earth Converges" (2007) serves as a

precursor to the signature use of
simple ink contours and initial lines in her
works. In this piece, two fountains featuring
motifs from the Classical Ottoman Period
merge in the sky. The artist's stance against
all forms of discrimination in the cycle of
water within the world is expressed through
the perpetual circulation of two fountains
and the blending of waters.
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“Fikrimin ince Giili" Ahsap ve miirekkep.

Cordoba Sehir Koleksiyonu, Arjantin

"The Delicate Rose of My Thoughts” Wood and ink.
Cordoba City Collection, Argentina

210x60x40 cm. - 2009
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Her tlrli malzemede ustaligini yansi-
tan “Koéklerim igin Bir Ev” serisinden mer-
mer ve ahsap VI heykeli de (2008),
geleneksel siisleme motifleriyle ev ve kok-
ler siyah konturlara sahiptir.

Arjantin'de 2009 yilinda yonttugu
ahsap heykeli ise filmlere, dizilere konu
olan ve Adalet Agaoglu’'nun bir romanina
da adini veren Muallim ismail Hakki Bey'in
sarkisina atfen “Fikrimin ince Guli" adini
tasir. Sanatginin tanikhigini da igeren yakin
tarihli kiltirel referans, diiz ve koseli ¢iz-
gilerle islam giizel yazi geleneginin kafi
tezyini Uslubunda, yapraga da benzeyen
bir ev, dal ve soyutlanmis Selcuklu sisle-
mesini andiran iki figurdn birbirine digim-
lenisi ile tamamlanir.

Her iki eserde yasadigi cografyanin
zengin kultlrel 6geleri dikkat ¢eker, siyah
murekkep dis konturlari isaretlerken, hey-
kelin kafi formunu ve slislemelerini daha da
belirginlestirir.

TRAC
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Reflecting her mastery over all ma-
terials, her marble and wood sculpture VI
(2008), from the series "A House for My
Roots," features traditional decorative motifs
of a house and roots outlined in black.

Her wooden sculpture, carved in Ar-
gentina in 2009, is titled "The Delicate Rose
of My Thoughts," after a song by Muallim is-
mail Hakkl Bey, which was adapted into
films and television series, and the title of a
novel by Adalet Agaoglu. This recent cul-
tural reference, which includes the artist's
testimony, is completed by knotting two fig-
ures reminiscent of a leaf-like house, a
branch, and abstract Seljuk ornamentation,
all in the Kufic style of Islamic calligraphy,
with straight and angular lines.

Both works highlight the rich cultural el-
ements of their homeland, with black ink
marking the outer contours and further em-
phasizing the sculpture's Kufic form and or-
namentation.
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istanbul Resim ve Heykel Miizesi ko-
leksiyonundaki “Ciinkii igin Sézle Dolu-
dur” yapitinda bronz armudi gévdesinde
mavi gizgileriyle buyuk bir yaprak, heykelin
blnyesinde tasidigi yikin yogunlugunu,
adeta dogurganhidini vurgular. Heykelin
glglu yalin hali ile yapragin ylzeye islenisi,
anlatmak/aktariimak istenenin eserin
O0zunde olduguna adiyla birlikte isaret
eder.

“Mevsim" adini verdigi 2011 tarihli ya-
pitindaysa, eserinin malzemesi aga¢ tek
yaprak biciminde, yalin formuyla parganin
butlni, kozmosu simgeledigini vurgular
ve siyah ¢izgilerin ritmi ile belirginlesir. To-
humlarinin da yaprak icinde olusu Sesa-
lan‘in 1990'lardan bu yana yapitlarinda
parcgasl oldugumuz evrene ve dogayi ele
alisini yansitan ozellikler tasir.

In her work “Cause Words are Em-
bedded in You" part of the Istanbul Museum
of Painting and Sculpture collection, a large
leaf with blue lines on a bronze pear high-
lights the intensity of the burden carried by
the sculpture, symbolizing fertility. The
sculpture's powerful simplicity and the in-
scription on the leaf's surface, along with its
title, suggest that the core of the work lies
within its.

In her 2011 piece "Season" the material,
the tree, features a single leaf with a simple
shape that underscores the symbolism of
the whole, the universe, reinforced by the
rhythm of the black lines. The presence of
seeds inside the leaf reflects Sesalan's ap-
proach to the universe and nature, of which
we have always been a part since the
1990s.
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“Mevsim"”

Ahsap ve mirekkep.
Catay Ailesi Koleksiyonu
"Season”

Wood and ink.

Catay Family Collection
75x%55x45 cm.

201
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“Yildiz Tozu" Tas. / Nedret Altintop Nelson Koleksiyonu - “Star Dust” Stone. / Nedret Altintop Nelson Collection - 60x45x21cm. - 2013
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2013 yilinda "Yildiz Tozlari" ismini tasi-
yan heykellerinde ise, kendine 6zgu yalin-
liktaki gok taslarina, kuyruklu yildizlara
benzeyen yapitlarinda doluluk-bosluk, mal-
zeme, IsIk, egri ve duzlerden, uyum ve zit-
liklarin yarattigi etki, anlamlandirmanin izini
stirdiigu yaklasim one cikar. 2015'te som
beyaz Afyon mermeri “Anadolu” yapitinda
sanatg¢i icinde yasadigi cografyayi, yasa-
min simgesi yumurta formunda ele alir. Be-
lirgin murekkep konturlar, bltln ve parca
iliskisini, bosluklarin sinirlarini belirlemekle
kalmaz, gévdesinden hafiflettigi, tas kuslar,
kanatlar, geleneksel stislemelerin izlerini
tasityan bolimler, iz birakmayi vurgulayan
Gizgiler bir bakista yapitin, ana formun bi-
tinliginde algilanmasini da kolaylastirir.
Konturlar ana formu vurgularken haritalarin
sekillerine ve sinirlara géndermelerde bu-
lunur. Sanat¢inin malzemeyle sakince bu-
tinlesen Uslubu, eserinde ortaya ¢ikan 6z,
eksilen, kalan ve eksiltenle baglanti, siyah
murekkebin cizgileriyle daha gortnur hale
gelir. Yapitin bitlinliginden yansiyan cgiz-
giler, U¢gen prizmay! andiran biyometrik
stslemeler, ana govdenin igine, ylzeyin
derinligine, malzemesine 15131 ceker.

TRACE!

\ -ME, FADE

"“Bir Baska Yildiz Tozu"

Tas. / Brigitte Haasner Koleksiyonu
"Just Another Star Dust"”

Stone. / Brigitte Haasner's Collection
32x14x12 cm. - 2013
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"Anadolu” Heykelinin yapim stireci.
Nilhan Sesalan Atolyesi

Production process of the "Anatolia”.
Nilhan Sesalan's Studio

2015

"Anadolu” Tas ve mirekkep.
Metin Mizrakli Koleksiyonu
“Anatolia” Stone and ink.
Metin Mizrakli's Collection
GEMO (Gebze Modern)
60x40%x40 cm. - 2015

In her 2013 sculpture "Star Dust," her
unique work resembling meteors and
comets highlights an approach that ex-
plores the effects of harmony and contrast,
solidity and void, material, light, curves, and
planes, and the tracing of meaning. In her
2015 work called "Anatolia," constructed
with pure white Afyon marble, the artist ad-
dresses her geography in the form of an
egg, a symbol of life. Distinct ink contours
not only define the relationship between
whole and part and the boundaries of
spaces, but also facilitate the perception of
the work within the overall shape, including
sections where she lightens from the body,
such as stone birds, wings, and traces of
traditional ornamentation, and lines that em-
phasize leaving a mark. The contours high-
light the main form while referencing map
shapes and borders. The artist's style,
which calmly merges with the material, and
the connection to the essence—the sub-
tractive, the remaining—emerge in her
work, becoming more evident through the
lines of black ink. These lines, reflecting the
unity of the work and biometric ornaments
reminiscent of triangular prisms, emphasize
the main body, the surface depth, and the
material itself.
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“Denizde Bir Gece" Tas ve mirekkep.
Korga Sehir Koleksiyonu, Arnavutluk
“A Night at the Sea” Stone and ink.
Korga City Collection, Albania
220x95x70 cm. - 2016

Arnavutluk'ta 2016 yilinda ortaya koydugu “Denizde Bir Gece"
anitsal heykeli ve "Ormanda Bir Gece" yapiti da bu dingin Gslubun
orneklerindendir. “Gokyuzunde Yalniz Gezen Yildizlar” heykelle-
rinde, "Ferah Feza" sergilerinde ise oval, soyut kompozisyonlara,
belirgin glicli cizgilere sahip tas eserler, suluboya, kolaj ve serigrafi
isleri ile bir aradadir. Birbirleriyle ilgilerini sessizce gdsteren, ¢oklu
bir yerlestirme seklindeki sergileme, sanatginin birikim ve hissiya-
tinin yapitlarin birbirleriyle baglantilarina yansidigi gorulur. Eserlerin
sergi icinde varolusa dair kendi 6zellikleri, igerigi, sanat¢isina 6zgi
anlatim ve arayisi ile bir buttinllk iginde anlamini pekistirir.

Her monumental sculptures "Night at Sea," created in Albania
in 2016, and "Night in the Forest," also exemplify this serene style.
In the sculptures "Stars Wandering Alone in the Sky" and the ex-
hibition “Ferah Feza" oval, abstract compositions and stones with
bold, clear lines are contrasted with watercolors, collages, and silk-
screens. The exhibition, which features a multi-installation that
quietly demonstrates interconnectedness, reveals the artist's skill
and emotions reflected in the interconnectedness of the works. The
works' unique features, content, and artist-specific narrative and
pursuits within the exhibition collectively reinforce their meaning.
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Ay Isid1, Pesrev, Semai gibi
sanatcisinin verdigi adlar eser-
lerin anlamini sinirlandirmaktan
cok sanat eseri Uretmenin
kadim sorulariyla giristigi he-
saplasma 6z, mana ve bigim
tzerinden dingin, kendi ifadesini
bulmus halde oncesinden ve
simdisinden farklilagsmasini da
yansitir.

Yekpare som beyaz mermeri
yalin, astarsiz bir tuval gibi kul-
landigl Ferah Feza eserlerinde
sanatcinin ifadesi ile “yapitini
hafifletirken” c¢ikan pargalar
geometriden ¢ok, egrisel ¢izgi-
lere sahip gok cisimlerine donu-
slr. Tasin egrisel ylzeyi disa
veya ice dogru inceldiginde
eser 1sik, golgeye, bosluga, at-
mosfere yer acar.
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“Semai ile Pesrev" Tas ve miirekkep.

Ferah Feza Sergisi'nden gorinim.

“Semai with Prelude (Peshrev)” Stone and ink.
View from the Ferah Feza Exhibition.

2020

The artist's titles, such as
Moonlight, Prelude, and Semai, do
not limit the works' meaning; in-
stead, they reflect the artist's en-
gagement with the timeless
questions of artistic creation, rep-
resenting a calm, self-reflective
confrontation with the past and
present through essence, mean-
ing, and form.

In "Ferah Feza" where she
uses solid white marble as a bare,
unlined canvas, the resulting
pieces transform into celestial
bodies with curvilinear lines rather
than straight geometry, as the art-
ist says, "lightening her work." As
the stone's curvilinear surface
tapers outward or inward, the
work opens up space for light,
shadow, void, and atmosphere.



"Ferah Feza" Tas ve kirmizi mirekkep. Stone and red ink. 40x40x10 cm. - 2020
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“... Parlak bir 1sik usulca siziyordu tasin en ¢ok
inceldigi yerinden... Isigin birazini kendinde
tutup, birazini bu yana salan tasin, neredeyse
kopacak kadar azaldigi derin ¢izgi igindeki
beyaz isik, tas kalinlastikca azalip, pembelesgi-
yordu... Isigin beyazindan tasin beyazina
dogru giderek, i1sik gegciremeyecek kadar ka-
Iinlasan tas, icindeki kristalleriyle yeniden
bembeyaz oluyordu... Siyah sinir cizgileri ol-
masa, sonsuza kadar uzayip gidecekmis gibi
duruyordu egrisel beyazliklar... inceldigi yerden
kopmayan beyaz tasin sirri bu incecik siyah
cizgiler olmaliyd..”

“... A bright light was slowly seeping from the
point where the stone was thinnest... The white
light within the deep line—where the stone,
which kept some of the light inside and let some
out, was almost breaking—was diminishing and
turning pink as the stone thickened... Moving
from the white of the light to the white of the
stone, the stone, which had become too thick
to let light through, was turning pure white
again with the crystals inside... If it weren't for
the black borders, the curvilinear whites
seemed to go on forever... The secret of the
white stone that didn’t break where it thinned
must have been these thin black lines.” ®

“Semai” Tas ve kalici miirekkep. Stone and ink.
45x40%35 cm. 2020

5 Nevzat Sayin, “Inceldigi Yerden Kopmayan Ta’, Nilhan Sesalan - Ferah Feza, 18.
Nevzat Sayin, “Stone That Does Not Break Where It Is Thin”, Nilhan Sesalan - Ferah Feza, 18.
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2019 yilinda ispanya'da ortaya koy-
dugu anitsal dlgekli eserlerine geometrik
soyutlanmis, adeta yalin kuslara benzer
derinlikli alanlar, i1sik ve golgeyi heykelin
hacminde icine alir. Samanyolu eserle-
rinde ise butlinden ayrilan, blyuklu k-
cuklli yongalara benzeyen pargalar diz
ylzeye U¢ boyut etkisiyle heykel 6zelligi
de kazandirir. Evrende zamanin lineer
degil noktasal bir an déngu olabilecegini
dustnen sanatgi gecmisle, dncesinde
urettikleriyle baglar kursa da yeni yapitla-
rinda dnceki islerini tekrarlamayan nite-
likte gecmis islerine gdndermelerde
bulunan 6zginlugln pesine diser. Yapi-
tin gerektirdigi ustalik, 6zen ve sabri yan-
sitan ¢ok yonliu ilgisi form, ylizey ve
hacim arasindaki iliskide 6zgun bir bi-
cimde kendisini ortaya koyar.

In her monumental works created in
Spain in 2019, geometrically abstract, deep
spaces resembling simple birdsencapsulate
light and shadow with in the sculpture. In
her artifact named Milky Way, however,
fragments, large and small, separated from
the whole and resembling flakes, give a
sculptural quality to the flat surface with a
three-dimensional effect. The artist, who
believes that time in the universe can be
momentarily cycle rather than a linear pro-
gression, establishes connections with the
past and her previous works. Still, in her
new pieces, she seeks originality that refer-
ences her earlier works without repeating
them. Her multifaceted interest, reflecting
the mastery, care, and patience requiredby
her craft, manifests uniquely in the relation-
ship between form, surface, and volume.



"Yildiz Haritas!" Tas.
Albalate Del Arzobispo
Sehir Koleksiyonu
“Map of Stars” Stone.
Albalate Del Arzobispo
City Collection
110x80x%90 cm.

2019




1,3, 4:

"Varolus Sabah”
Tas ve miirekkep.
Musandam Sehir
Koleksiyonu,
Umman
“Existence Sabah"
Stone and ink.
Musandam City
Collection, Oman
300%x80%80 cm.
2023

2:

“Varolus"

Granit ve mirekkep.
Riyad Sehir
Koleksiyonu
Suudi Arabistan
“Existence”
Granite and ink.
Riyadh City
Collection

Saudi Arabia
320x90%90 cm.
2023




“Riyad’da granitten ve Umman‘da
Limra tasindan iki heykel yaptim. ‘Va-
rolus’ ve ‘Varolus Sabah’ koydum isim-
lerini. Konturlarini siyah mUrekkep ile
belirginlestirdim. Son yillarda yaptigim
heykellerin bircogunda boslugun hari-
tasini mirekkeple ¢iziyorum. Gelenek-
sel iki boyutlu harita referansi Gg¢lnci
boyuta tasinirken, mtirekkep ‘ge¢mis’
ile aramdaki bagi ifade ediyor. Ve pek
¢ok antik heykelde oldugu gibi bu hey-
kellerimdeki ¢izgiler de zamanla yok
oluyor... Tim sinirlar gibi...”

“I created two sculptures from
granite in Riyadh and limestone in
Oman. | named them ’Existence’ and
‘Existence Morning'. | highlighted their
contours with black ink. In many of my
recent sculptures, | map the void with
ink. While the traditional two-dimen-
sional map reference is enhanced with
the third dimension, the ink reflects my
connection with the ‘past’. And as in
many ancient sculptures, the lines in
these sculptures fade over time... Like
all boundaries...”
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"Kozmosun Haritasi Turkiye"
Mermer ve murekkep.
istanbul Sehir Koleksiyonu
"Map of Cosmos Turkiye"
Marble and ink.

Istanbul City Collection
230%140x135 cm.

2022

2021'de Yunanistan'da yaptigi "Koz-
mosun Haritasi Yunanistan”, 2022'de
Tlrkiye'de yaptigi "Kozmosun Haritasi
Turkiye" anitlari mirekkep konturlariyla
onceki yapitlariyla harita tizerinden bag-
lar kurar. Konturlar siyahla vurgularken
Gizgilerin, sinirlarin zamanla yok olaca-
gini da belirginlestirmek ister. iki harita
aniti da sinirlari, boslugu u¢ boyutla ha-
ritalandirirken gegmisin kultrel izlerine,
iki Ulkenin mibadele yillarina da atifta
bulunur.

2023'te ispanya, Riyad ve Um-
man'da, 2024'te yaptig1 “Sonsuz Klon"
eserlerinde yalin, kendi sarmalinda bizi
de harekete, etrafinda donmeye ¢agiran,
kaidesine ise saglam basan anitsal hey-
kellerinde varolusun kdlttrel kodlarini
konu edinir. Murekkep konturlar glinu-
muz dinyasindaki belirsizlikleri, strekli
degisimi ve kati olan her seyin buharlas-
tigina isaret ederken sinirlar gibi bu giz-
gilerin de =zamanla yok olacagina,
sadece ortak hafizamizda sk, gen,
polen gibi izi kalacagina deginir.



“Sonsuz Klon" Alliminyum dékim, boya ve miirekkep.
“Clone Eternal” Aluminium casting, paint and ink.
350x70%70 cm. 2024

Her monuments, "Map of the Cosmos,
Greece," sculpted in Greece in 2021, and
"Map of the Cosmos, Turkiye," sculpted in
Turkiye in 2022, connect her earlier works
through maps that use ink contours. By
highlighting the contours in black, she em-
phasizes that lines and borders fade over
time. Both monuments map borders and
space in three dimensions while also refer-
encing the cultural traces of the past and
the years of population exchange between
the two countries.

In "Clone Eternal" created in Spain,
Riyadh, and Oman in 2023 and 2024, she
explores the cultural codes of existence
through these plain yet monumental sculp-
tures. Each spiral invites us to move and re-
volve around it while standing firmly on its
pedestal. The ink contours suggest uncer-
tainties, constant change, and the dissol-
ution of what is solid in the present, while
also hinting that, like borders, these lines will
fade over time, leaving only traces in our
collective memory—such as light, genes,
and pollen.
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"Rlizgarda Bir An"

Tas ve mirekkep.

Gilena Sehir Koleksiyonu,
ispanya

“A Moment in the Wind"
Stone and ink.

Gilena City Collection,
Spain

240%65x70 cm.

2023
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Sesalan’in yapitlari ortaya konduklari
tarih, tema yonunden degerlendirildiginde,
varlik ile yokluga dair kusaktan kusaga ak-
tarilan mirasin, genetik kodlarin her defa-
sinda baslangica ve kendine dénme ortak
disuncesinde kesisir. Malzemenin glicl ve
dile getirdiklerinin pesinde olan sanatgi
maddenin ¢ekim glclind tas malzemede
daha ok hissettigini ifade eder. Uretim sii-
reci esnasli ve sonrasinda eserinden birik-
tirmeye devam ettigi sozcukleri de formlari
aracihigiyla gorunur kilmasi her defasinda
en basa donmek arzusunu da icerir. Bas-
langic noktasi sadece dénemler, sergiler
veya proje basliklari altinda degerlendi-
rilme sinirlamasina sanatgisinin serh diis-
mesini de icerir. Bu baslangica donus
alimlayicisi tarafindan tek ve gok merkezli
gorulebilecek yapitlari Gretmesini mimkin
kilar.

Evrim Altug'un yazisinda belirttigi gibi
yalin bir form denizine sahip Sesalan eser-
leri geometrik soyutlama, gercekusticulik,
bio-morfizm, modernizm, fovizm, art brut
ve primitivizm gibi estetik ve sanat tarihsel
yaklasimlari da, sakincasiz ve 6zgurce, ba-
risik bir merakla i¢sellestirmis gorindr.®

S REMAIN -ME, FADE AWAY

Analyzing Sesalan's works by produc-
tion date and themes reveals that the legacy
and genetic codes passed down through
generations about existence and non-exist-
ence intersect with the common idea of re-
turning to the beginning and the self. The
artist, in pursuit of the power and ex-
pression of material, reflects her strong per-
ception of the gravitational pull of the stone.
Her ability to express the concepts she ac-
cumulates in her work through forms, both
during and after creation, also embodies a
desire to return to the beginning. This core
idea involves the artist's reservations about
the limitation of being judged solely based
on periods, exhibitions, or projects. Turning
back to where all starts allows her to create
art that can be perceived as both unique
and multicentered by viewers.

As Evrim Altug pointed out, Sesalan's
works, which contain a sea of simple forms,
also seem to possess an internalized aes-
thetic and art historical approach, such as
geometric abstraction, surrealism, biomor-
phism, modernism, fauvism, art brut, and
primitivism — freely, without objection, and
with peaceful curiosity.®

6 Evrim Altug, “Varligin Ferahhg1, Yoklugun Fezasinda’, Nilhan Sesalan - Ferah Feza, 22-24.
Evrim Altug, “The Comfort of Being, The Space of Absence’, Nilhan Sesalan - Ferah Feza, 22-24.
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islevden ok form ve fikre ilgisi, forma si-
irsel yakinlk ve 6zeni, bugtinl, ge¢misi, ge-
lecegi bir arada ¢agristirir. Kendi deyimiyle iz
“bitin bu hizl akista, varlik da yokluk da
zamanin noktasalliginda zihnimizde g6z kir-
parken hafizamiza yerlesen isikli bir cisim-
lesme” ya da bir enerji olabilir mi? Yapitlari
bircok alandan besledigi sanatinda kendi
arkeolojisinden edindigi edimlerin hafizasin-
daki cisimlesmeleri bu bakimdan. Sanatgisi-
nin her ¢esit malzemeyi ustalikla kullandigini
gosteren, her biri ayri ayn tekil 6zelliklere
sahip, Uretiminden itibaren dénlisim ve ye-
nilik iceren yapitlari i¢sellestirdigi sorularin-
dan ve sorularina yanit arayisindan izleri de
glinimuze tasiyor.

Eril glic gerektirdigi genel kabul géren
heykel sanatinda agir is¢i olmaya, malzeme-
nin zorluguna, 6n yargilara Nilhan Sesalan
40 yila yaklasan sakin bir glicle ve yapitla-
riyla sanat yapitlariyla iz diserek yanit veri-
yor. Sanat¢inin tim samimiyetiyle, biriktirdigi
sOzcukleriyle birlikte yapitlarinda bizimle
paylastigi sey nedir sorusunun bir cevabi da
cogulcu, disiplinler arasi yontemlerle sanat
yapitinin pur (saf) haline ulagsmaya, yapita
0zgu sinirlart kesfe gikarken hepimiz adina
sordugu "kaybolan benlik ve kalan iz"imizde
sakli duruyor.

Her focus on form and idea rather than
function, her poetic intimacy, and her at-
tention to form evoke the present, the past,
and the future all at once. In her own
words, could a trace be "a luminous em-
bodiment or an that settles in our memory
as presence and absence wink in our
minds at the punctuality of time, amidst all
this rapid flow?" Therefore, her works—
each bearing unique features and marked
by transformation and innovation from the
moment of creation—carry traces of her
internal questions and her ongoing search
for answers.

In sculpture, a practice often seen as
requiring masculine strength, Nilhan Sesa-
lan has responded to the challenges of
labor, the difficulty of materials, and preju-
dices with a calm strength that has lasted
nearly 40 years, leaving a mark through
her art. One answer to the question of what
the artist shares with us in her works, with
all her sincerity and accumulated words, is
found within the "loosing your own and the
trace that remains," a question she raises
on behalf of all of us as she explores the
boundaries inherent in her work, reaching
the pure state of art through pluralistic, in-
terdisciplinary methods.




“Varolus" yapim sireci.
Tuwaiq Uluslararasi
Heykel Sempozyumu
Riyad, Suudi Arabistan
"Existence” production
process.

Tuwaiq International
Sculpture Symposium
Riyadh, Saudi Arabia
2023
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Kilometre Taslari
Milestones

Kisisel Sergiler Solo Exhibitions

2025
2020
2017
2016
2010
2008
2005
2004
1998

2025
2020
2017
2016
2010
2008
2005
2004
1998

iz Kalir Ben Kaybolurum, istanbul Arkeoloji Miizeleri, istanbul, Tiirkiye
Ferah Feza, Evliyagil Dolapdere, istanbul, Tirkiye

istanbul'da Gece, Art On istanbul, istanbul, Tlrkiye

Atolye, Uniq Galeri, istanbul, Turkiye

S6zle Dolu, Galatea Sanat Galerisi, istanbul, Tiirkiye

Tatl Rilyalar, Dolmabahge Sarayi Sanat Galerisi, istanbul, Tiirkiye
Polen Cagi, Artisan Sanat Galerisi, istanbul, Turkiye

Yaprak Agaglari, Elne, Fransa

Visual Centre, Oulu, Finlandiya

Traces Remain -Me Fade Away, Istanbul Archaeological Museums, Istanbul, Turkiye
Farah Faza, Evliyagil Dolapdere, Istanbul, Turkiye

Midnight in Istanbul, Art On Istanbul, Istanbul, Turkiye

Atelier, Uniqg Gallery, Istanbul, TUrkiye

Full of Words, Galatea Art Gallery, Istanbul, Ttrkiye

Sweet Dreams, Dolmabahce Palace Art Gallery, Istanbul, Turkiye

Polen Age, Artisan Art Gallery, Istanbul, Turkiye

Leaf Trees, Elne, France

Visual Centre, Oulu, Finland
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Sempozyumlar

2024
2024
2023
2023
2023
2023
2023
2024
2021
2021
2019
2018
2017
2017
2016
2015
2012
20M
201
2010
2009
2008
2007
2007
2006
2006
2002
2002
1999
1998
1996
1995
1994

Baki Celik Heykel Sempozyumu, Azerbaycan

Norge Uluslararasi Heykel Sempozyumu, Norveg

Artifex Sculpture Bienali, ispanya

Odemira Heykel Bienali, Portekiz

Musandam Heykel Forumu, Umman

Sohar Sculpture Camp, Umman

Tuwaiq Heykel, Riyad, Suudi Arabistan

Bilyiikcekmece Uluslararasi Heykel Sempozyumu, istanbul, Tiirkiye
Marbel Peak Uluslararasi Tas Heykel Sempozyumu, Yunanistan

24. Festival des Heures Romantiques, Fransa

Uluslararasi Tas Heykel Sempozyumu, ispanya

Uluslararasi 25. Zihtt Miritoglu Ahsap Heykel Sempozyumu, Turkiye
Uluslararasi Ahsap Heykel Sempozyumu, Kara Orman, Almanya.

Land of Sculptors, Lefkosa, KKTC

Korga Heykel Parki, Arnavutluk

Uluslararasi Tas Heykel Sempozyumu, Marmara Adasi, Balikesir

1. Uluslararasi Balkan Ruhu Tas Heykel Sempozyumu (Kliratér), Tlrkiye
Gumra-Catalhoylik Tas Heykel Sempozyumu (Kiratér), Turkiye
Bandirma Uluslararasi Tas Heykel Sempozyumu, Turkiye

Vadodara Uluslararasi Bronz Heykel Sempozyumu, Vadodara, Hindistan
Unquillo Uluslararasi Ahsap Heykel Sempozyumu, Cordoba, Arjantin

1. Didyma Uluslararasi Tag Heykel Sempozyumu (Kiratér), Tlrkiye
Hereke Uluslararasi Tas Heykel Sempozyumu, izmit, Tiirkiye

istanbul Teknik Universitesi Tas Heykel Atélyesi, istanbul, Tiirkiye
European Bridges, Uluslararasi Heykel Sempozyumu, Blikres, Romanya
Ankara Uluslararasi Tas Heykel Sempozyumu Ankara, Turkiye

Mersin Uluslararasi Tas Heykel Sempozyumu, Mersin, Turkiye

Maltepe Uluslararasi Tas Heykel Sempozyumu, istanbul, Tiirkiye
Semadirek Uluslararasi Plastik Sanatlar Sempozyumu, Yunanistan
Fujino Uluslararasi Plastik Sanatlar Sempozyumu, Japonya

Bothnia Ice Cape - Uluslararasi Buz Heykel Sempozyumu, Finlandiya
Ulappa 5 — Uluslararasi Plastik Sanatlar Sempozyumu, Finlandiya
Degirmendere 2. Uluslararasi Ahsap Heykel Sempozyumu, izmit, Turkiye
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Symposiums

2024
2024
2023
2023
2023
2023
2023
2022
2021
2021
2019
2018
2017
2017
2016
2015
2012
20m
20Mm
2010
2009
2008
2007
2007
2006
2006
2002
2002
1999
1998
1996
1995
1994

Baku International Steel Sculpture Symposium, Azerbaijan

Symposium Norge, Norway

Artifex Sculpture Biennale, Spain

Odemira Sculpture Symposium, Portugal

Musandam Sculpture Symposium, Omman

Sohar Sculpture Camp, Omman

Tuwaiqg Sculpture Symposium, Riyadh, Saudi Arabia

Buyukcekmece international Stone Sculpture Symposium, Istanbul, Tirkiye
Marbel Peak International Stone Sculpture Symposium, Greece.

24. Festival des Heures Romantiques, France

International Stone Sculpture Symposium Spain

International Wood Sculpture Symposium Izmit, Turkiye

International Wood Sculpture Black Forest, Germany

Land of Sculptors, Nicosia, Northern Cyprus

Korca Sculpture Park, Albania

International Marble Sculpture Symposium Marmara Island, Turkiye

1. International The Spirit of Balkan's Stone Sculpture Symposium (Curator), Tirkiye
Cumra-Catalhoyik Stone Sculpture Symposium (Curator), Turkiye
Bandirma International Stone Sculpture Symposium, Turkiye

Vadodara International Bronze Sculpture Symposium, India

Unquillo International Wood Sculpture Symposium, Cordoba, Argentina
1. Didyma International Stone Sculpture Symposium, (Curator), Turkiye
Hereke International Stone Sculpture Symposium, Hereke, Turkiye
Istanbul Technical University, Stone Sculpture Symposium, Turkiye
European Bridges Sculpture Workshop/Bucharest, Romania

Ankara International Stone Sculpture Symposium, Turkiye

Mersin International Stone Sculpture Symposium, Turkiye

Maltepe International Stone Sculpture Symposium, Turkiye
Samothrace International Plastic Arts Symposium, Greece

Fujino International Plastic Arts Symposium, Japan

Bothnia Ice Cape-International Ice Sculpture Symposium, Oulu, Finland
Ulappa 5 - International Plastic Arts Symposium, Finland
Degirmendere 2nd International Wood Sculpture Symposium, Izmit, Turkiye



"Ay 1s191”

Tas ve mirekkep.
“Moon Light"
Stone and ink.
42x42x50 cm.
2020
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Karma Sergiler Group Exhibitions

2024
2023
2022
2022

Insane, Tesisart, istanbul ve Kiigiikhan, Ayvalik, Tiirkiye
Kiiltiir Fabrikasi Acilis Sergisi, istanbul, Tiirkiye
Yildizlarin Pesinde, Tesisart, istanbul, Turkiye
Uluslararasi 4. istanbul Trienali, istanbul, Tlrkiye

2021-2 Stones Under the Green Shadow, Hindistan

2021
2019
2019
2018
2016
2014
2012
2009
1998
1997
1997
1991

2024
2022
2022

4x4 Tesisart, istanbul

Tekbir Usta Sec 'Dogda’, Evliyagil Dolapdere, istanbul
Birlikte, Kunst Schaffer Gallery, Almanya

99 Kare, Art On Galeri, istanbul, Turkiye

Dolomiti Bienali, italya

Kiguk Guzeldir, KUAD Galeri, istanbul, Turkiye

Teras Sergisi, Elgiz Cagdas Sanat Miizesi, istanbul, Tiirkiye
Klasik, Daire Galeri, istanbul, Tiirkiye

Kadin Eserleri Kutliphanesi, istanbul, Turkiye

Elhamra Sanat Galerisi, istanbul, Turkiye

Oteki, Cagdas Sanatlar Sergisi, Antrepo, istanbul, Tiirkiye
Grup Sergisi, Kassel, Almanya

Insane, Kursunluhan, Istanbul and Kucukhan, Ayvalik, Turkiye

Burden, 4'th Istanbul Triennale, Istanbul, Turkiye
In Search of the Stars, Tesisart, Istanbul, Tlrkiye

2021-2 Stones Under the Green Shadow, India.

2021
2019
2019
2018
2016
2014
2012
2009
1998
1997
1997
1991

4x4 Tesis Art, Istanbul Turkiye

Evliyagil Dolapdere Gallery, Istanbul, Turkiye

Together, Gallery Kunst Schaefer, Germany

99 Square, Art On Gallery, Istanbul, Turkiye

Biennale Arte Dolomiti, Italy

Small is Beautiful, KUAD Gallery, Istanbul, Ttrkiye

Terrace Exhibitions, Elgiz Museum of Contemporary Art, Istanbul, Turkiye
Classic, Daire Gallery, Istanbul, TUrkiye

Women's Library, Istanbul, Tlrkiye

Elhamra Art Gallery, Istanbul, Turkiye

The Other, Contemporary Arts Exhibition, Antrepo, Istanbul, TUrkiye
Group Exhibition, Kassel, Germany
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Anitlar

2019  Yurt Aniti, Tas ve Bronz, Bursa, Turkiye

2019 Gog¢ Aniti, Tas ve Bronz, Bursa, Turkiye

2016  Dinyanin Tum Sulari Birbirine Akar, Bronz, Wiesbaden, Almanya
2010 Vipassana, Bronz, Hindistan

Filmler

2016 iftarlik Gazoz, Sanat Danismani
201  Rampa Karda Ugmak, Sanat Yonetmeni ve
Kiiltiir Bakanhgi ile birlikte ortak yapimci

Kitaplar

2020 Ferah Feza

2018 Sarn

2017 istanbul'da Gece
2016  Atelier
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Monuments

2019  Monument for Homeland, Stone and Bronze, Bursa, Turkiye

2019  Monument for Migration, Stone and Bronze, Bursa, Turkiye

2016  All Waters of the Earth Converges, Bronze and Stone, Wiesbaden, Germany.
2010 Vipassana, Bronze, India

Movies

2016 61 Days, Motion Picture, Art Consultant
2011 The Ramp, Flying Over the Snow, Art Director and
Co-producer with the Turkish Ministry of Culture

Books

2020 Ferah Feza

2018  Yellow

2017 Midnight in Istanbul
2016 Atelier
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Sergi

Exhibition
PROJE SAHiIBI KOORDINATORLER
PROJECT OWNER COORDINATORS

T.C. KULTUR VE TURiZM BAKANLIGI
KULTUR VARLIKLARI VE
MUZELER GENEL MUDURLUGU

ONUR KURULU
HONORARY BOARD

Mehmet Nuri ERSOY
Kaltlr ve Turizm Bakani

Gokhan YAZGI
KUltlr ve Turizm Bakan Yardimcisi

Birol INCECIKOZ

Kaltdr Varliklarr ve Mizeler Genel MudurU

KULTUR VARLIKLARI VE
MUZELER GENEL MUDURLUGU

Bilent GONULTAS
Genel Mudur Yardimcisi

Serkan GEDUK
Muzeler Daire Baskani

Mehtap ATES
Sergiler Subesi Muduru

Secil COBAN
Uzman
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ISTANBUL iL KULTUR VE
TURiIZM MUDURLUGU

Hiseyin KESKIN
il Ktiltdr ve Turizm Mduri

iISTANBUL ARKEOLOJi MUZELERI
MUDURLUGU

Rahmi ASAL
istanbul Arkeoloji Miizeleri
Mudurd

Giilcay YAGCI
istanbul Arkeoloji Miizeleri
Madur Yardimcisi

SERGi KURULU
EXHIBITION COMMITTEE

KULTUR VARLIKLARI VE
MUZELER GENEL MUDURLUGU
MUZELER DAIRESI UZMANLARI

Niliifer BABACAN

Dr. Levent BOZ

Deniz Dogu YONDEM

Kayra KiRPi AKTAN

Nazile KAHRAMAN

Y. Steven SAHILLI

Glilsen FIRAT ATAMAN

Nergiz IMRE

Ayca BASTURKMEN BASOGLU

Hakan AKTAS - Grafik Tasarim
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Sergi
Exhibition

SERGiI SANAT DANISMANI
EXHIBITION ART CONSULTANT
Hasan KARAKAYA

Sanat Tarihgisi

SERGi TASARIM
EXHIBITION DESIGN
NOMOGRAF

SERGi VIDEO
EXHIBITION VIDEO
Ensar TUG

Sergi Kitabi
Exhibition Book

EDITOR EDITOR
Omer Faruk SERIFOGLU

METINLER TEXTS
Yazid ANANI

Hasan KARAKAYA
Marek WOLYNSKI

TASARIM DESIGN
NOMOGRAF

CEViRi TRANSLATION
Efe MORAL

FOTOGRAFLAR
PHOTOGRAPHY
Emre DOGAN

Cetin KORKMAZ
Nilhan SESALAN

BASKI VE CILT
PRINTING AND BINDING
Ofset Yapimevi istanbul
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Tesekkiirler
Acknovledgements

Rahmi ASAL
Giilcay YAGCI

Yazid ANANI
Nejat CINAR
San KARASAHIN
Cali MAXAMED
Zeynep OZALTIN
Nevzat SAYIN
Selda SENKUL
Marek WOLYNSKI
Asya YUZSEVER
Cengiz YUZSEVER

ERMAS
EKiP
TEKNIK ALET

m



istanbul Arkeoloji Miizeleri Istanbul Archaeological Museums
100+2 Siireli Miize Sergileri Projesi 100+2 Temporary Museum Exhibitions Project
‘iz Kalir Ben Kaybolurum’ Sergisi ‘Traces Remain -Me, Fade Away’ Exhibition

T.C. KULTUR VE TURIZM ISTANBUL

iL KULTUR ve TURIZM

BAKANLIGI MUDURLUGU

KULTUR VARLIKLARI VE MUZELER
GENEL MUDURLUGU

ISTANBUL
T.C. ISTANBUL VALILIGI ARKEOLOJI
MUZELERI

— 1869 ——
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Sanatgi iletisim
Artist Contact

Nilhan SESALAN

ATOLYE
STUDIO

Kursunlu Han
Kirekgiler Kapisi Sokak
No:47

Karakoy 34421
istanbul

TEL
PHONE

+90 532 558 20 04

WEB
nilhansesalan.com

E-POSTA
E-MAIL

nilhansesalan@gmail.com
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