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Seylerin Slireci | serhat cacekii

Galileo Galilei, 17. ylizyilda Diinya'nin etrafinda déndiigi, Glines merkezli modeli savunmaya
basladiginda, onu Kopernik’'in yolundan gitmemesi icin uyaranlar arasinda bir zamanlar dost
oldugu Papa da vardi. Cikartildigi mahkemede kilisenin ogretilerine karsi kuvvetli bir stiphe
duydugu gerekcesiyle cezaya carptirilan Galileo'nun, Giines ve Diinya gibi, sistemi olusturan
parcalara bir itirazi yoktu. Gozlemledigi ve karsi ciktigi seyler daha cok sistemin isleyisine ve
sirecine yonelikti.

Papa ve Galileo'nun sahsiyetlerinde temsil ettigi, birbirleriyle ters disen bu iki sistem,
kendi parametreleri dahilinde isleyen ve gercege bu slirec sonucunda ulasacagina inanan
bir kurallar bitind. Bir yaraticinin kudreti veya gézleme dayali sliphecilik gibi sistemlerin
Uzerine kuruldugu sabitler, sistemin isleyisi hakkinda bize ipuclari verirken ayni zamanda
siirec sonucunda ortaya cikan olgu ve varliklarin gercekligini tanimlayan en buylk etkenler.
Bir zamanlar evrenin merkezinin Diinya olarak kabul edilmesi veya atomalti parcaciklara
kitle kazandiran Higgs Bozonu'nun gercekligi bu varsayimlarda temelleniyor. Higgs
Bozonu'nun takma adinin “Tanri Parcacigi” olmasi ise Papa ve Galileo’'nun arasindaki “kicik”
anlasmazliga bir jest olarak gorilebilir.

Gercegin Uretimi ve algilanma yontemleriyle yakindan ilgilenen Guido Casaretto’nun
evreninde ise varligin temelini siirec olusturur. Bir olguyu meydana getiren siirecler ve
isledikleri sistemler—kimi zaman lc¢ boyutlu modelleme yapan bir bilgisayar programi
olabilir, kimi zamansa bir sahte mermer ustasi—sanatci tarafindan kopyalanir ve ortaya cikan
yapit, hem optik hem de yontemsel acidan bir temsilden ziyade gercek olana daha yakindir.
Bu yakinligin derecesi ise sanatcinin sistemi kopyalarken yaptigi ufak miidahalelerle ortaya
cikar. Hem gorsel hem de dokunsal acidan izleyenin algisiyla oynayan bu midahaleler, ortaya
cikan nesnenin sanatsal degerini belirlerken, dogal olarak kopyalanan sistemlerin 6lcegini de
etkiler. Sonucta olcek de ayni duyusal algimiz gibi gorecelidir.

Bu goreceligin okundugu ve goriinimiyle Alp Daglari manzarasini andiran Monte Rosso adli
calisma, agirliksiz bir sekilde havada siiziilirken algi ve hafizamizin alisik oldugu élcegin disina
cikiyor. Sanatcinin boyutlarla oynayarak yarattigi bu illiizyon, daha kicuk dlcekte ise yerini
1s1gin yuzeydeki akrilik ve yagli boya katmanlarindan yansimasina birakiyor. Empresyonist
bir ressamin firca darbelerini biylterek kullanan Casaretto, bu sayede biitiin kiitleyi dagin
ylzeyinin kivrimlarina sigdirmayi basariyor. Tuvalin lzerindeki malzemelere yavas yavas bicim
vermesi ve katman katman uygulanan malzemeler sanatcinin sadece Empresyonist’'lerden
degil, gercek bir dagin olusma siirecinden de ilham aldigini kanitlar nitelikte. Bir olguyu

The Process of Things | serhat caceki

When Galileo Galilei began in the 17th century to advocate the heliocentric idea that Earth
rotates around the Sun, the Pope, who used to be a close friend of him, was among those who
warned him not to follow Copernicus’ footsteps. Galileo, who by the court was found guilty
of doubting the doctrines of the Church, wasn't opposed to the elements that make up the
system, such as the Sun and the Earth. What he objected to was how this system functions and
the process thereof.

Each of the two opposing systems represented by the Pope and Galileo comprise in fact a set
of rules with the belief that it lead to the truth through the workings of its parameters. The
constants such as an almighty creator or observation-based-skepticism provide clues to the
way a system functions, in addition to determining the degree of reality of the phenomena that
emerge as a result of its processes. Both the geocentric belief of the Earth being in the center
of the universe and the reality of the Higgs Boson which gives subatomic particles their mass
are based on these assumptions. The fact that the Higgs Boson was called the "God particle”
can be seen as a reference to the "minor” conflict between the Pope and Galileo.

Process is the foundation of existence in the universe of Guido Casaretto, who is interested in
the ways reality is created and perceived. The artist copies processes that create phenomena
and the systems in which they function—such as a 3d modeling computer software or a
faux marble craftsman—and the resulting object is, both visually and methodically, a close
approximation of the real object instead of a mere representation of it. The proximity of the
copy to the original depends on small interventions introduced during the copying process.
Playing with viewer's both visual and tactile perceptions, these interventions determine both
the artistic value of the resulting object and the scale of the systems which are copied. After
all, scale is relative, just like our sensory perception.

Showcasing this relativity and approximating an Alpine mountain view, Monto Rosso floats
weightlessly, challenging the scale expected by our perception and memory. Viewed from a
closer distance, this illusion created through a play of size gives way to reflections of light on
layers of acrylic and oil paint. Utilizing the brush strokes of an impressionist painter at a much
larger scale, the artist thus manages to fit the whole mass within the folds of the mountain
surface. Casaretto’s manner of slowly shaping the layers of materials on the canvas makes
it clear that he was influenced not only by impressionist painters, but also by the formation
process of a real mountain. In copying the systems that give rise to various phenomena,
Casaretto combines the material itself with the memory of the physical activity and makes use



ortaya cikaran sistemleri taklit ederken, maddenin kendisiyle, bedensel eylemin hafizasini
birlestiren sanatci, ayni demir déven bir usta gibi duyularin ve deneyimin bicimlendirdigi el
aliskanligini kullaniyor.

Kilise 6gretilerini sorgulayan gozlemlerini yapabilmesiicin Galileo’'nun merakini dizginleyecek
ve ona yildizlarin sirlarini acacak bir araca ihtiyaci vardi. Teleskobu icat eden kendisi olmasa
da merceklerini ve tasarimini Ay’daki kraterlerin detayini ve hatta Jipiter’in dort uydusunu
gorebilecek sekilde gelistirdi. Insan géziiniin optik becerilerinden daha fazlasini sunan bu
arac, bilinen gerceklerin sorgulanmasina yol acti. Bu anlamda Casaretto'nun yapitlarinda
6n plana cikan, kartezyen derinlik yerine yiizey tzerinden tanimlanan optik algi da izleyiciyi
goriinenin maddesel gercekligini sorgulamaya zorlar. Sanatcinin dokuyu da optik alginin bir
parcasi yapmasi bu etkiyi gliclendirir. insanlar bir dag biyikligiinde ve Alpler'i kaldiracak
glice sahip oldugumuza inansa, kuskusuz Monte Rosso'nun gercek bir dag oldugunu kabul ederdi.

Sireci calismak sadece yontemleri ve teknikleri degil, zamani da sanatcinin bir parametresi
haline getirir. Hacmi ve kitleyi bicimlendiren bir heykeltras degil de, Guido Casaretto gibi ylizey
ve yarattigi derinlik algisiyla calisan bir sanatci iseniz zaman dérdiincl boyut yerine tcilnci
boyuta terfi eder. Mermer atdlyelerinde duvara dayali iskartaya cikan parcalardan ilham
alan calismasi Historical Connotations on a Z-axis [Z ekseninde Tarihi Cagrisimlar] zamanin
statik bir sekilde ylzeyde belirdigi iki sistemi bir araya getiriyor. Bunlardan ilki mermerin
damarlarindan okunabilen jeolojik zaman. Akdeniz'in farkli yorelerinden cikan ve mineral
yapisiyla birbirinden ayrilan mermer levhalarin herbiri ait oldugu ana cevherin hafizasina
sahip. Mermerin kendisine etki eden maddesel zaman ile mermerin zanaat ve Uretim sekliyle
ilintili donemsel cagrisimlar, sanatcinin mermerin kendisi yerine mermer desenini duvarlara
uygulayan stucco ustalarini kopyalamasiyla ic ice giriyor.

Sanatcinin Rest-off ve [simsiz calismalari ise olgularin meydana gelis siireclerini maddesel
acidan ele alarak imge temsiliyeti ile kendi gercekliklerini meydana getiriyor. Rest-off'un
heybetli govdesi, sergideki islerin Uretiminde kullanilan bitiin malzemeleri—cimento, kirec,
kum, ahsap, pas, grafit, akrilik ve yagli boyalar—govdesinde topluyor. Bu da digerislerin aksine
Casaretto’'nun at ile insanin birlesiminden olusan bu mitolojik varligin heykelini tretirken
sadece siireci degil, Uretim formilind de temel aldigini gosteriyor. Sanatcinin saydam, sivi
ve oda sicakliginda kuruyabilen bir malzeme olan epoksiye, pas, bakir tozu ve aliminyum gibi
metal partikillerini katarak olusturdugu “nebulalar” ise siirecin rastlantisal estetigini konu
ediniyor. Evrenin yapitaslari hidrojen, helyum ve pek cok iyonize gazi biinyelerinde barindiran
bu toz bulutlarinin Diinya’dan ciplak gozle goriilmeleri mimkiin, ancak kitlesel yogunluklar
sadece elektronik teleskoplarla belirlenebiliyor. Optik teleskoplarin sadece iki boyutta
yansittigr bu gokcisimleri, Casaretto’'nun bir aksiyon ressami edasiyla epoksi katmanlari
arasina doktigu partikiller sayesinde dokunsal bir derinlik kazaniyor. Bu iki yapit bir araya
geldiginde ise, Glnes Sistemi'nde yer alan cogu gezegenin isimlerini Yunan mitolojisinden
almasini hatirlatarak farkli okumalarin kapisini araliyor.

Uretimini diger sistemleri ve siirecleri drnek alarak ve kullandiyi materyallerin 6ziini
koruyarak gerceklestiren Casaretto, izleyicinin duyusal algilari ve alisilagelen olceklerle
oynuyor; sanatcinin yaratma giciind, dogal bilimlerin ve zanaatin yontemleriyle birlestiriyor.
Casaretto’'nun penceresinden baktigimizda, Papa ve Galileo farkli yonlere bakan fakat sirt
sirta duran iki figr olarak gordluyor.

of the skills formed through senses and experience, just like a blacksmith does.

In order to make the observations that were to lead him to question the doctrines of the
Church, Galileo needed a tool that would satisfy his curiosity and help him reveal the secrets of
the stars. Though telescope already existed in his time, he made improvements on its lenses
and design which allowed him to observe the craters on the moon in detail and even see the
four moons of Jupiter. Surpassing the visual abilities of the human eye, this tool lead to his
questioning of known facts. In a similar manner, the optical perception offered by Casaretto’s
works, which are defined by surface instead of Cartesian depth, forces viewers to question
the material reality of the visible object. The artist’s utilization of texture as a part of visual
perception further reinforces this effect. If we were as big as mountains and strong enough to
lift up the Alps, we would without a doubt consider Monte Rosso a real mountain.

Through the study of a process, time becomes a parameter of the artist, just like the parameters
of methods and techniques. As Casaretto works with just the surface and its illusion of depth
—unlike a sculptor who shapes volume and mass—time is promoted from the position of the
fourth dimension to that of the third. Inspired by discarded marble slates leaning against a wall
in a marble workshop, Historical Connotations on a Z-Axis brings together two systems, the
surfaces of which are determined statically by time. The first is the geological time recorded
by the veins in marble. Mined in various locations in the Mediterranean area and different from
one another in its mineral composition, each of the marble slates carry the memory of the ore
from which it came. Periodic associations related to the material time that played a role in the
creation of marble itself and the way marble is processed by craftsmen intertwine as Casaretto
copies the working processes of stucco craftsmen who imitate the texture of marble instead of
using actual marble.

The works Rest-off and Untitled address from a material perspective the processes that give
birth to phenomena, creating their own reality through their representation of images. The
imposing body of Rest-off brings together all the materials used for the other works in the
show: cement, lime, sand, wood, rust, graphite, acrylic and oil paints. This points out the fact
that in creating a sculpture of this mythical creature, which is a combination of human and
horse, Casaretto follows not only the process, but also the creation formula. Created by adding
metal particles such as rust, copper powder and aluminum to epoxy—which is a transparent
liquid resin that dries hard at room temperature—both works focus on the random aesthetics
of the process. Though nebulae—clouds of dust that contain the building blocks of the universe
such as hydrogen, helium and other ionized gases—are visible from the Earth to the naked
eye, their mass density can only be determined using electronic telescopes. Seen in only two
dimensions by optical telescopes, these celestial bodies acquire a tactical depth in this work,
thanks to the particles Casaretto sprinkles between layers of epoxy, like an action painter. The
coexistence of these two works also reveals another layer of thought as it reminds us of the fact
that many planets got their names from Greek mythology.

Working by following other systems and processes all the while keeping the essence of the
materials intact, Guido Casaretto plays with viewer's sensory perception and sizes of things; he
thus combines artistic creative power with the methods of natural sciences and craftsmanship.
From his point of view, the Pope and Galileo are two figures who look in opposite directions yet
stand back to back.



Duyusal Al.gll.a rin Gucu | Guido Casaretto ve Marcus Graf Séylesisi

Marcus Graf: Zilberman Gallery'deki ikinci kisisel sergin icin yeni bir seri lrettin. Bu serinin
bicimsel ve kavramsal altyapisindan kisaca bahsedebilir misin?

Guido Casaretto: Son 5 yildir Girettigim calismalar, bir baglamin algilanma stirecinde diger bir
baglamin yontem ve sireclerinin araci olmasi fikrine odaklaniyor. Acmak gerekirse, baska bir
sistemi temsil etmeye calisan bir sistemi yahut kavramlar grubunu (kurallari) kopyalamaya
yonelik calisiyorum. Bu sirec cesitli durumlari kapsiyor; ornegin gercek bir olguyu taklit
etmeye calisan bir bilgisayar programi yahut insan tretimi bir yapiyr temsil etmeye calisan bir
maket gibi. Son dénemki calismalarimda cesitli zanaat tretimlerinin malzeme ve yontemlerini
kullanmaya odaklandim. Amacim bu tretimlerin ulasmaya calistigi nesne ile bu nesnenin
cikis kaynagi olan baglam arasinda bir aralik ve baglanti bulmak idi.

M.G. Calismalarindan bahsederken “kopya” terimini kullaniyorsun. Birinci gercekligimizdeki
orijinal ile sanat adini verdigimiz ikinci, uretilmis gerceklik arasindaki iliskiyi nasil
yorumluyorsun?

G.C. Kopya derken, farkli bir baglama ait olan parametrelerin kullanimindan ve tekrarindan
bahsediyorum; tekrarlama sayesinde ben de benzer bir sonuc elde ediyorum. Baska bir
deyisle, fiziksel ve maddesel bir islemler biutiinind buluntu obje gibi kullaniyorum; fakat
bir nesneyi ele alip onu sanatla iliskili bir sorunsala donustiirmekten ziyade, bu sireci bir
islemler grubuna (belirli zanaat sireclerine) uyguluyorum. Sorunun ikinci kismina gelirsek;
Urettigim nesnenin gerceklik acisindan orijinalinden farkli oldugunu distinmuyorum. Bence
ikinci gerceklik (sanat gercekligi) ikisinin arasinda bir yerde konumlaniyor.

M.G. Urettigin calismalari birer kopya mi, yoksa gercekligin baska bir versiyonu, dolayisiyla
farkli bir orijinal olarak mi goriiyorsun?

G.C. Uretilen fiziksel nesneyi, olgusal gerceklik olarak adlandirdifimiz diinyanin siradan bir
parcasi olarak goriiyorum. Ornek vermek gerekirse, “gercek” bir mermer ile cizilmis mermer
arasinda bir fark oldugunu disinmuyorum. Bence bu versiyonlar arasindaki fark daha ziyade
bizim onlar arasinda buldugumuz iliskilere dayaniyor.

M.G. Urettigin calismalar, doga ve onun temsili fikrini yansitiyor. Yeni serindeki doga kavramini
nasil tanimliyorsun?

The Power of Sensorial Perceptions

Guido Casaretto in conversation with Marcus Graf

Marcus Graf: For your third solo show at Zilberman Gallery, you have prepared a new series of
works. Could you please shortly outline its general formal and conceptual framework?

Guido Casaretto: Over the past five years of my production | mainly focused on processes of
perceptionofanydifferentcontext,throughthemeansandprocessesofanother. Toclarify, lactually
tryto copyasystemorasetof concepts (rules) thatis trying to representanother. This background
can vary, like a computer program trying to imitate a factual occurrence or a maquette trying to
represent a final manmade structure. In the last body of works | focused on the use of materials
and processes of different artisanal productions, trying to find a space and correlation between
the subject matterintended in these productions and the concept from which the subject derives.

M.G. You use the term ‘copy’ in connection to your work. How do you see the relation between
the original matter in our ‘first’ reality and the one produced in art as our 'second’ reality?

G.C. | tend to use the term ‘copy, to express the appropriation and repetition of
parameters that belong to a different context, and by repetition | achieve a similar
outcome. To clarify, | think | am using a set of physical and material movements, as a
ready-made piece, but instead of using a given object and altering it to an art-related
problematic, | do the same to a set of movements (in the specific, artisan processes).
As regards the second part of your question, | don’t see the outcome object that | produced
being any different from the original matter or in terms of reality. | believe that second reality
(the art reality) stands between the two.

M.G. Is your work a copy or just another version of reality and so another original?

G.C. As | mentioned above, | see the physical piece—the object that | have produced—as an
ordinary part of the realm that we call factual reality. To give an example, | see no difference
between a piece of ‘real’ marble and a ‘drawn’ marble. | think the difference of versions lies in
the correlations that we find between them.

M.G. Your works reflect on the idea of nature and its representation. How would you describe
the concept of nature in the current series?

G.C. As you pointed out, the main concern in my work is the representation and perception of
the factual. | tend not to see it as nature in the strict sense of the word, because | am mainly



G.C. Senin de dedigin gibi calismalarimdaki esas kaygi, olgusal olanin temsili ve algisi. Bunu
tam anlamiyla doga olarak disinmuiyorum, zira baska bir slrecin tekrarlanmasina dayali
bir sekilde calistyorum. Tipki digerleri gibi bu yéntem de dogal bir sistemde cagrisimlarini
bulabilir. Kopyalamak vasitasiyla temsil etmek, genellikle dogal olgulari anlamak ve algilamak
icin kullaniliyor, ve bu sirec dolayisiyla konu ettigim seyleri de bu baglama cekiyor, fakat bu
benim icin bir oncelik degil.

M.G. Senin calismalarini anlamak acisindan illizyonizm kavraminin 6nemli bir rol oynadigini
diistiniiyorum. illiizyon ve gercekligin rollerini nasil degerlendiriyorsun?

G.C. Simulasyon veya illizyonizm zanaat siirecinin onemli ozelliklerinden birisi—bu ister
bir siva ustasinin, ister empresyonist ressamin siireci olsun; bence ikisi de ayni. Dokusal
bir diizenin tekrarlanmasinin yahut dogal bir olgu (6rnegin bir dagin olusumu) ve bir yiizey
lizerinde boya tabakalarinin katmanlar halinde kullanilmasinin benzer siireclere dayandigini
distiniiyorum. Soruya donecek olursak; tretimlerimdeki illizyonun veya simulasyonun
derecesi, tekrarlamaya calistigim siirecin kendinin ne kadar gercek olduguna bagli.

M.G. Optik sorunlarin 6n planda oldugu empresyonizmle bagintili olarak konusacak olursak,
calismalarini optik ve simulasyon konulari ile nasil bagdastiriyorsun?

G.C. Optik meseleler, daha dogrusu tim duyusal algilar, Gretimimdeki en temel
paramatrelerden biri oldu. Tim calismalarimin ortak 6zelliklerinden birisi belki de bu. Diger
yandan, bu baglamda bir firca darbesinin nasil olup da algiyr taklit ettigini—ki empresyonist
donem ressamlarinin ortak o6zelligi buydu—analiz etmeye calistim. Isik verisini temsil emek
lizere tek ve doygun bir firca darbesinin tekrar edilmesi, beni de bir peyzaj resmindeki malzeme
katmanlarini retmek Uzere ayni sireci kullanmaya itti. Firca darbesinin biyukligini gercek
malzemeye yakinlastirarak, alglyr optik alandan dokunma duyusuna dogru kaydirmayi
denedim.

M.G. Seriler halinde calisiyorsun ve distince sekline uyacak sekilde seriden seriye estetik
ve malzeme konusunda degisiklikler yapiyorsun. Kullanilacak malzeme, estetik ve sanatsal
teknik konusunda nasil karar veriyorsun?

G.C. Bu taklit etmeye calistigim siirece bagli. Bazilari belirliyontem ve hareketleri beraberinde
getiriyor ve dolayisiyla kullandigim estetik de buna bagli olarak ortaya cikiyor. Daha soyut
surecleri takip ettigim durumlarda ise orijinal kavrama uygun kararlar vermeye calisiyorum
—dijital grafiklerin bilgisayarda hesaplanmasi siirecini, malzemelerin mimari amacla
katmanlar halinde kullanimi ile karsilastirmak gibi). Malzemeler acisindan aktif bir arastirma
sireci ylritmeye gayret ediyorum; bu cogunlukla merakimi karsilamak amaciyla oluyor ve
bunun biyiik kismi calismalarda kullanilmiyor. Teknik ve gerceklik konusuna gelirsek; bence
bu bir dlcek sorusundan ibaret. Benim algilama seklim acisindan bakilacak olursa, bir resim
cok ince bir heykel olarak dislndulebilir; ciinki onun da bir sekilde insa edilmesi gerekiyor.
Diger sanatsal teknikler acisindan da bu gecerli.

M.G. Dilersen bazi isleri detayli inceleyelim. Serginin ismi ile baslamaya ne dersin?

bound to the repetition of another process. This can find its connotations in a natural system
like any other. The act of representing through copying is generally used to understand and
perceive natural phenomena, thus it takes my subjects to this context, but it is not a prerogative.

M.G. | believe that the concept of illusionism plays a fundamental role for the understanding
of your work. How do you evaluate the role of illusionism and realism in your current work?

G.C. Simulation or illusionism is an important feature of an artisan process, neither the
process of a stucco artisan or that of an impressionist painter is fundamentally different from
my work. The repetition of a textural pattern or a correlation between a natural occurrence,
like the formation of a mountain, and the layering of paint strokes on a given surface, have the
same process similarities in my context. To return to your initial question, the grade of illusion
or simulation in my works is given by the degree of realism involved in the initial process | am
trying to repeat.

M.G. Referring to impressionism, where optical matters and issues were of fundamental
importance, how do you relate your work to optical matters and simulation?

G.C. Optical matters, or more specifically, sensorial perceptions, have been one of the main
parameters throughout all my production. It is maybe one of the common threads in all
my bodies of work. That said, in this context | tried to analyze the means through which a
brushstroke imitates a perception, which is the main common denominator for the impressionist
period. The repetition of single saturated strokes to represent light information led me to copy
the same process to achieve actual material layers in a landscape. | changed the brushstroke
width, to be somewhere in between the factual material and the paint thickness, trying to push
the perception from optical to a more bodily-haptic one.

M.G. You work in series, and often change aesthetics and material according to the needs of
your line of thought. How do you decide on materials, aesthetics and media?

G.C. This depends on the process that | am trying to imitate. Some come with a specific set
of movements and materials, thus the aesthetics form accordingly. In the case of following
a more abstract process, | try to base decisions on the concept of the original matter, like
comparing digital rendering to architectural material layering. | try to keep an active research
in case of materials, mostly just out of curiosity, a big portion of which is not used in the works
itself. To my specific perception, a painting is just a very thin sculpture, because it still has to
be built and so on for the other media.

M.G. Let us discuss some works in detail by starting with the meaning of the title of the show.

G.C. The two references use their respective systems to explain how occurrences take shape. In
both cases there is a search for truth that has connotations in the factual world, and they both
work within their parameters. In a much smaller scale, | try to achieve the same relation with
every piece. The concept of every object has to work by itself, of course, in my case eliminating
any search of a truth whatsoever. | see a relation between a craftsman trying to direct the



G.C. Referans olarak alinan iki karakter, olgularin nasil olustugunu aciklamak icin kendi
sistemlerini kullaniyor. Her iki durumda da olgusal diinya ile bagintili bir gercegin pesinde
olma durumu soz konusu; ve her ikisi de kendi parametreleri dahilinde isliyor. Ben de irettigim
herbir calisma ile ayni iliskiyi daha kiiclk bir 6lcekte yaratmaya calisiyorum. Her nesnenin
kavrami kendi icinde gecerli olmali, bu ise bir gercek arayisini dogal olarak gecersiz kiliyor.
Olgusal malzemenin yapisini yénlendimeye cabalayan bir zanaatkar ile, mantigi kullanmaya
gayret eden bir bilim adami veya din adami (ne kadar basarisiz da olsa) arasinda bir baglanti
oldugunu disindyorum.

M.G. Monte Rosso calismasinin bicimsel ve kavramsal cercevesinden bahsedebilir misin?

G.C. Bu calisma ile acik havada (en plein air] resim yapma siirecinin asamalarini takip etmeyi
denedim. Bunu saglamak icin ise empresyonist donemin firca darbelerini—boyutlarini
buylterek—kullandim.Bir firca darbesi ile gercek bir dagin olusumu arasindaki baginti bu
calisma icin cok Gnemli, bu yiizden sadece geleneksel resim malzemelerini (tuval, akrilik ve
yagliboya gibi) kullanmaya karar verdim; amac bunlara yavas yavas bicim vermekti. Calisma
belirli bir dag grubunun olusumunu temel almiyor, fakat bir Alp manzarasina yakinsiyor,
dolayisiyla ismini buradan aldi.

M.G. Monte Rosso calismasinin gorkemli yapisina zitlik yaratir sekilde, levhalari kullanan
diger calisman ise son derece minimal. Biraz da ondan bahsedelim mi?

G.C. Farkli mermer kesim atolyelerinde cekilmis fotograflardan faydalandim, o6zellikle de
artan mermer parcalarina ve onlarin nasil depolandiklarina odaklandim. Akdeniz bolgesinden
gelen parcalari secip, uygun sekilde kesilmis kompozit panelleri bir araya getirerek bu
parcalardan tek bir yigin olusturdum. Son olarak grafit kullanarak herbir mermer levhanin
dokusunu taklit ettim. Kullandiyim sireg, bir “dis cephe dekoratori”niin calisma sirecini
olusturan adimlari takip ediyor. Diger siireclerden ziyade mermer taklit siirecini kullanma
kararim ise suna dayaniyor: gercek mermerin (ve dolayisiyla tarihsel kaydin) olusumu ve bu
parcalariyigin halinde bir araya getirme siireci her ne kadar birbirinden farkli gibi gériinse de,
aslinda bunlarin ikisi de ayni kavrama dayali.

M.G. Peki Centaur adli eserin bicimsel ve kavramsal paramatreleri neler?

G.C. Bu calisma, olusturulmus bir kavrama dayaniyor, bu sebeple her ne kadar gercek bilgiye
gonderme yapsa bile, bunun—bildigimiz kadariyla—gerceklik ile dogrudan bir baglantisi
yok. Diger eserlerde kullanilan malzemelerin timinid yigin halinde bir araya getirerek
bir heykel olustururken ise bu iki durum arasindaki yakinligi vurgulamaya calistim. Bir
diger deyisle, kullanilan malzemeler arasindaki iliskinin belirsizligi vasitasiyla, konunun
kavramsallasmasinin icerdigi belirsizligi tekrarlamis oldum.

composition of the factual material and a scientist or a priest trying to wield logic, with very
small success, | might add.

M.G. Could you please introduce the formal and conceptual outlines of the work Monte Rosso?

G.C. In this piece | mainly tried to emulate the phases of an outdoor painting process. To
achieve that | tried to copy the brushstroke technique of the impressionist period, enlarging
their width. The correlation between a stroke and the periodical build-up of a factual mountain
is imperative in this piece, so | decided to use only the materials given in any classical painting,
such as linen, acrylic and oil paint, by gradually molding them. The subject does not derive
from any actual mountain chain, but is an approximation of an Alpine landscape, hence the
made-up title.

M.G. Whereas the work Monte Rosso is spectacular, the work Historical Connotations on a
Z-axis is rather minimal.

G.C. For this piece | collected a few photos from different marble cutting facilities, focusing
mainly on the spare parts and the systems they use to stack them. Selecting the ones that
originate from the Mediterranean region, | recomposed the stack as a whole piece with
appositely-cut composite panels. Finally | replicated the texture of each marble slab with
graphite. The whole process repeats the steps that a 'stucco decorator’ follows to complete
a batch of work. The decision to use the marble replication process instead of many others
they use was taken in view of the fact that the formation of the reference rock, as it says in the
historical record, and the stacking action have very different archival processes but continue to
derive from the same concept.

M.G. What are the formal and conceptual parameters of the work Rest-0Off?

G.C. The original subject of this work is a composed concept, therefore has references to
factual information but has no direct derivation that we know of. By amassing all the materials
used in the exhibition in the casting process of the sculpture, | tried to emphasize the proximity
of the two. To simplify, | repeated the non-clarity of the conceptualization of the subject in the
non-clarity of the relation among the used materials.
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Historical Connotations on a Z-axis, 2017
Ozel kesim panel iizerine grafit / Graphite on appositely cut panel
172 x 267 x 23 cm







isimsiz / Untitled, 2017
Epoksi ve metal partikilleri / Epoxy and m
196,5 x 289,5 cm

allic particules



isimsiz / Untitled, 2017
Epoksi ve metal partikiilleri / Epoxy and metallic particules

186 x 277 cm
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Rest-0ff, 2017

Ozel konstriiksiyon Gizerine beton, ahsap,
akrilik, epoksi, grafit, metal ve pas /
Concrete, wood, acrylic,epoxy, graphite,
metal, rust on apposite construction

226 x 79,5 %151 cm
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