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Hayalet Uzuvlar
Giris | Selcuk Artut

Hayalet Uzuvlar dizen ve cokis arasindaki kirilgan gerilimi sorguluyor. Bu
gerilim, Maymunlar Cehennemi (1968) filmindeki Ozgiirlik Heykeli'nin
kumlara gomulu oldugu urpertici sahneden ilham aliyor. Bu distopik ifsa
aninda, insanligin ihtisamli basarilari bir kalintiya indirgeniyor ve anlamin, onu
ayakta tutan yapilar coktiigiinde ne kadar kirilgan oldugunu aciga cikariyor.

Hayalet Uzuvlar kavrami, var olmayan ama hala derin bir sekilde hissedilen
bir yokluk ve varlik duygusunun metaforunu temsil etmek Uzere bu sergide
yer aliyor. Bu gerilim, Maurice Merleau-Ponty'nin algi ve fenomenoloji zerine
yaptigi calismalara, ozellikle algiyi bedensel bir deneyim olarak ele almasina
paralellik gosteriyor. Tipki bedenin bir hayalet uzvu hissedip ona tepki vermesi
gibi—onun yoklugunda bile varligini hissetmesi—izleyicinin bu eserlerle
karsilasmasi da aktif, bedensel bir anlam yaratma siirecine donistyor.
Goruntdler, duragan nesne olmaktan uzaklasarak, algilama sirecinin birer
hadiselerine donusmekte ve izleyiciyi, formlari yorumlarken kendi yasam
deneyimlerini devreye sokmaya davet etmekteler.

Bu eser serisi, geleneksel geometrik desenleri—uyum ve surekliligin
sembolleri—hem dayanikliigin hem de parcalanmanin birer eseri olarak
yeniden hayal ediyor. Kiltirel tarihe kok salmis bu formlar, parcalanip
donustirilerek noesis* eyleminin bir cesitinsanligin enkazin ortasinda anlam
bulma veya yaratma kapasitesini sorgularcasina eseledigi ortili metaforlara
donlslyor. Bu metaforlar yalnizca gorintilerden ibaret olmamakla birlikte;
goriinir hale gelmis disunceler, zihin tarafindan cizilmis ve hayal gliclyle
sekillendirilmis imgelerdir. Merleau-Ponty'nin onerdigi gibi, algi her zaman

* Edmund Husserl, noesis’i fenomenolojinin temel kavramlarindan biri olarak ele alir. Ona
gore noesis, bilincin aktif tarafini temsil eder. Bu, kisinin bir nesne ya da deneyimle ilgili
bilincli farkindaligini ve anlam yaratma siirecini ifade eder.

Phantom Limbs

Introduction | Selguk Artut

Phantom Limbs explores the fragile tension between order and collapse,
drawing upon the haunting image from Planet of the Apes (1968) where
the Statue of Liberty lies buried in sand—a poignant symbol of a fractured
connection to the past. In this moment of dystopian revelation, the grandeur
of human achievement is reduced to a relic, echoing the precariousness of
meaning when the structures that sustain it falter.

The concept of Phantom Limbs is included in this exhibition to represent a
metaphor for a sense of absence and presence that is not present but is still
deeply felt. This tension echoes Maurice Merleau-Ponty’'s phenomenology,
particularly his exploration of perception as an embodied experience. Just
as the body perceives and reacts to a phantom limb—sensing its presence
even in its absence—the viewer’'s encounter with these works becomes an
active, embodied process of meaning-making. These patterns are not static
objects but events of perception, calling the audience to engage their own
lived experience in interpreting the forms.

This body of work reimagines traditional geometric patterns—symbols of
harmony and continuity—as artifacts of both resilience and disintegration.
These forms, once rooted in cultural stability, are fragmented and transformed,
becoming metaphors for the act of noesis*: the human capacity to find or
create meaning amid the ruins. The patterns are not mere forms; they are
thought made visible, lines drawn by intellect and shaped by imagination.
As Merleau-Ponty suggests, perception is always incomplete, a dialogue
between the perceiver and the world. Similarly, these geometric fragments

* Edmund Husserl considers noesis as one of the fundamental concepts of phenomenology.
According to him, noesis represents the active side of consciousness. It refers to a person’s
conscious awareness of an object or experience and the process of creating meaning.



eksiktir; algilayan ve diinya arasinda bir diyalogdur. Benzer sekilde, bu
geometrik parcalar da izleyiciyle bir diyalog kurar; burada algi, gorilen ile
sezilen arasindaki boslugu doldurur.

Geometrik desenler, genellikle denge, birlik ve askinligin arketipleri olarak
gordlir. Ancak burada, kiltirel ve entelektiel gecmisin hayalet kalintilari
olarak yeniden yorumlaniyor. Parcalanmis halleriyle, hafizanin eserleri—
6zgln batdnliklerinin ifadeleri—haline geliyorlar. Parcalanmis olmalarina
ragmen, tarihsel ve sembolik anlamlarinin izlerini tasimaya devam ediyorlar;
bu da yokluk icinde varlik paradoksunu yansitiyor. izleyiciyi, bu siireci bir
nostalji eylemi olarak degil, gecicilige yaratici bir yanit olarak yeniden insa
etmeye davet ediyorlar.

Bu celiski alaninda, glizellik ve ciirime bir arada var olmaktadir. Parcalanmis
desenler, hayalet uzuvlar gibi, fiziksel bitlnliklerini kaybetseler bile tamlik
hissini korurlar. Soyut sanatin, somut ve kavramsalolanidengeleme kapasitesi
bu eserlerde belirgindir; sistemler coktiglinde kaybolanlarin yani sira geride
kalanlari—yeniden yapilanma, algilama ve yeniden hayal etme potansiyelini—
dislinmeye davet ederler.

Merleau-Ponty'nin algiyr 6zne ile nesne arasinda bir tir ic ice gecme olarak
ele alan goruslne dayanarak, bu eserler anlamin dayatilmadigi, fakat ortaya
ciktigr fenomenolojik bir alan yaratmaktadir. Bu parcalanmis desenleri
algilama eylemi, hem bir yansima hem de yaratim deneyimine dondsur;
yoklugu varliga donistirme ve kaos icinde tutarliik bulma kapasitesini
somutlastirir.

Bueserler, distopik ve zamansizolan arasinda hassas bir cizgide yirimekteler.
Geometrik formlarin uyumunu bozarak, anlamin kendisinin kirilganligini
yansitan bir gerilim yaratma cabasi icindedirler. Ancak bu bozulmanin icinde,
insanin kaosun ortasinda anlam bulma, geciciligi stireklilige dondstiirme ve
coklsln golgesinde bile giizellik yaratma cabasi yatmaktadir. Batik bir anit
gibi, bu eserler, geciciligi disinmeye, ama ayni zamanda onun ifsasi icinde
yaratmaya cesaret etmeye davet etmekteler.

invite a dialogue with the viewer, where perception bridges the gap between
what is seen and what is intuited.

Geometric patterns, often seen as archetypes of stability, unity, and
transcendence, are here recast as phantom remnants of a cultural and
intellectual past. In their deconstructed state, they become artifacts of
memory—echoes of their original wholeness. Even in their altered forms, they
retain a lingering trace of their historical and symbolic significance, mirroring
the paradox of presence within absence. They ask us to engage in a process
of reconstruction, not as an act of nostalgia, but as an imaginative response
to impermanence.

In this space of contradiction, beauty and decay coexist. The fragmented
patterns, much like phantom limbs, retain the sensation of completeness
even when their physical integrity is lost. Abstract art’s capacity to balance the
tangible and the conceptual is evident in these works, as they invite viewers to
reckon with what is lost when systems collapse but also what remains—the
enduring potential for reconstitution, for perceiving and imagining anew.

Drawing on Merleau-Ponty’s idea that perception is a form of intertwining
between the subject and the object, these works situate the viewer in a
phenomenological space where meaning is not imposed but emerges. The
act of perceiving these fractured patterns becomes an experience of both
reflection and creation, embodying the viewer’s capacity to transform absence
into presence, and to find coherence within chaos.

The works draw a delicate line between the dystopian and the timeless. By
disrupting the harmony of geometric forms, they create a tension that mirrors
the precariousness of meaning itself. Yet, within this disruption lies the
human drive to find coherence amid disorder, to transform impermanence
into continuity, and to create beauty even in the shadow of collapse. Like a
sunken monument, these works invite us to contemplate transience, but also
to dare to create in its disclosure.



Geomart-ut-scT, 2025
Yaratici kodlama ile tasarlanmis aliminyum heykel
Aluminum sculpture designed with creative coding

180cmx @ 4 m










Planet, 2025

Diasec baski; 3B Modelleme, fotorealistik goriintl Gretimi
Diasec print; 3D Modelling, photorealistic image making
117 x 200 cm







Presence in its Absence, 2025

Yaratici kodlama, 3B Modelleme, miizik kompozisyonu
Creative coding, 3D modelling and music composition
2 kanalli / 2 channel 4K video, 2’
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Geomart -ut-sc2, 2025

Yaratici kodlama ile tasarlanmis ve paslandirilmis celik heykel
Rusted steel sculpture designed with creative coding

60 cm x @ 60 cm
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Geometri Sanati Kavram ve Yasam iliskisi
Uzerine Ne Soyler?

Selcuk Artut’un Hayalet Uzuvlar Sergisi (2025) | Emre San

Selcuk Artut'un Hayalet Uzuvlar sergisi, sanat ve teknoloji arasindaki iliskiyi geometri
lzerinden yeniden kurgularken cagdas felsefenin en yakici zorluklarindan biri
olan kavram ve yasam ikiligine yeni bir yorum getirir. Bilgisayar tabanli hesaplama
araclariyla, verianalitigi ve kodlarla sekillenen eserlerizleyiciyi geometrik desenlerden
hareketle yasayan bedenin algisina ve estetik dinyanin logos'una tasir. Béyle bir calisma
bir tarafta kavramsal ve sembolik olanin soyut diinyasina diger yandan dil 6ncesine ait
varolussal bir alanin, algisal bilincin yasantisina gonderir. Artut'un geometrik diistince
ve estetik deneyime dair derin bagi ifade eden eserleri, cagdas sanatta goz ardi edilen
ve nasil Uretildikleri bir tir muamma olan geometrik sanat mirasinin anlasilmasina
katki saglar.

Galerinin girisinde izleyiciyi karsilayan eserler, yaratici kodlama ve geleneksel desen
analizini bulusturan dev metal konstriksiyon Geomart-ut-sc! ve onun Maymunlar
Cehennemi'ni andiran bir atmosferdeki halini canlandiran Planet. Sanatci bu eserlerde
Nigde Ak Mederese'deki (1404) ve izmir Birgi Aydinoglu Mehmet Bey Camii'ndeki
(1312) geleneksel sanatin desenlerini dénistirir. Hayal glicimiizii zorlayacak kadar
gecmis bir sembolik ortamdan cikip gelen bu desenler bilgisayar ortamindaki sanal
stiidyoda yeni orgileme bicimleriyle sunulur. Fakat Artut sadece bir bilgisayar sanatcisi
degildir, o el becerisini 6ne cikararak malzemenin dokusunu izleyiciye hissettirir.
Ozellikle celikten yapilmis Geomart-ut-sc2 heykeli, madde ve siire iliskisini disiinmeye
tesvik eder. Heykelde geleneksel geometrik desenleri ifade eden bir sanatsal fiil s6z
konusudur ama bu sefer eser sadece geometrik sekliyle degil estetik dokusuyla da
one cikar.

Selcuk Artut, geometri sanati ile ilgilenir ve onun medya sanatinin kaynagr oldugunu
one siirer. ilk izleri Helenistik donemde bulunan ve dzellikle islam Sanati ile gelisen
geleneksel geometri sanatinin cagrisina cevap vermek hic de kolay gozikmez.
ibadethanelerin, medreselerin mimari yapilarina eslik eden geleneksel geometri
sanatini takip eden sanatci icin glinimuzin geometri bilgisi ve bilgisayar sayesinde
bambaska bir kavrayis, analiz ve sentez bicimi olusur. Peki glinimiz sanatinin
ve kiltirel ortaminin baskin ilerleme, inovasyon fikirleri kolektif beklentilerimizi

What Does Geometric Art Say to Us About
the Relationship Between Concept and Life?

Selcuk Artut’s Phantom Limbs Exhibition (2025) | Emre San

Reconstructing the relationship between art and technology through geometry, Selcuk
Artut's Phantom Limbs exhibition offers a fresh interpretation of the duality between
concept and life—one of the most challenging issues in modern philosophy. Shaped
by computer-based computing tools, data analysis, and coding, Artut’s works based
on geometric motifs, convey viewers toward a perception of living bodies and the logos
of the aesthetic world. This artistic practice simultaneously references the abstract
realm of conceptual thought and the life of a perceptual consciousness—an existential,
pre-linguistic space. By expressing the deep connection between geometric thinking
and aesthetic experience, Artut’'s works shed light on the often-overlooked legacy of
geometric art, whose production remains, in many ways, an enigma.

The two works that greet the viewer at the entrance of the gallery space are Geomart-
ut-scl, a towering metal construction which merges creative coding and analyses
of traditional motifs, and Planet, which reanimates this work within an atmosphere
reminiscent of Planet of the Apes. In these works, the artist transforms the traditional
artistic motifs of Nigde Ak Medrese (1404) and izmir Birgi Aydinoglu Mehmet Bey
Mosque (1312). These motifs, drawn from a symbolic past that challenges our
imagination, take on new forms through digital weavings presented in a computer-
generated virtual studio. Yet, Artut is not merely a digital artist; he brings forward
craftsmanship, allowing viewers to experience the material's texture. Especially the
steel sculpture Geomart-ut-sc2 prompts us to reflect on the relationship between
matter and duration. An artistic act that expresses the traditional geometric motifs is
evident in this sculpture; however, this time the work emphasizes not only the form but
also the aesthetic texture.

Selcuk Artut is keen on geometric art and claims it to be the source of media art.
Responding to the call of traditional geometric art, whose earliest traces date back to
the Hellenistic period and which flourished in Islamic art, is no simple task. For an artist
tracing the traditional geometric art that adorns architectural structures of worship as
well as madrasahs, contemporary knowledge of geometry and computational tools
offer a completely new way of understanding, analyzing, and synthesizing. However, in
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boylesine sekillendirmisken geleneksel sanata geri donmenin anlami nedir? Gecmise
donis hareketinin arkasinda hangi disiinsel zorluklarla miicadele vardir?

Oncelikle, modern ressamlar icin miizelerin okumayi dgreten bir kitap olmasi gibi
s0z konusu mimari yapilar da sanatci icin geometri sanati derslerine donusir. Selcuk
Artut, motiflerdeki simetrik yapilarin izlenebilirligi ve tekrar edilebilirliginin lzerine
gider. Desenlerin orgdleri, kurucu yapilarin analiz siireci merak ve hayranlik uyandirir.
Uygarlik tarihindeki ve dzellikle figiiratif olmayan islam Sanati'ndaki geometrik
motiflerin paternlerini hassas bicimde inceleyen, onlarin ince matematiksel analizlerini
yapan sanatcl, geometrik desenlerden hareketle yaratici kodlama ve programlama
dillerini kullanir. Artut, analiz yetisinin uzantilari olarak kullandigi hesaplama araclari,
algoritmalar ve programlama dilleri ile geometrik desenleri gecmiste olduklari gibi
yansitmaz, onlari glinimdziin teknolojik cevresiicinde gorindr kilar.

S6z konusu yeni imkan sanatcinin icinde bulundugu sembolik ortama yaratici bir
sekilde yaklasarak desenlerin yeniden iretimini tetikler. Ozellikle camilerin ve
medreselerin kapilarinda ve kubbelerinde sabit duran desenler teknolojik sanatla
birlikte dinamizm kazanir. Sanatcinin emegdi yeni bir sentez ve yorumlama ile
tamamlandiginda sergilenen eserler ortaya cikar. Geometrik motiflerin kokenlerinin
arastirilmasi gecmisteki bilgilerin yeniden canlandirilmasiyla mimkindiir. Fakat bu
bir midahale, provokasyon ya da yeniden yaratma degildir. Sanatci kendini bir arayiiz
olarak gorir. Gecmisin hayalet kalintilarinin yeniden canlandirilmasi, artik bizimle
olmayan uzuvlarin hissedilmesine benzer. Boylece tipki kadim zamanlardaki usta cirak
iliskisinde oldugu gibi sanat yapiti sanatsal fiilin merkezine yerlesir. Ne var ki sanatsal
fiilin olusumunda belli bir distinsel zorluk bulunur.

islam Sanati s6z konusu oldugunda sanat eseri dncelikle diizeni ve ilahi olani akla
getirir. Onun amaci tiimel giizelli§i yansitmaktir. Geleneksel sanat ve mimari bir tir
kozmik dizen kavrayisini gerektirmektedir. Boyle bir kavrayis insanlik tarihinde siklikla
geometri zerinden temsil edilir. Geometri ve diistince arasindaki iliskiyi merkeze alan
Platon’a gore dogruluk, adalet guzellik gibi kavramlar herkes tarafindan paylasilan,
birey &tesi bir kavrayisi hedefler. Ornegin esit seyleri gordiigiimiizde hatirladigimiz
mutlak esitlik fikri boyle bir 6grenmeden ileri gelir. Diger bir deyisle bir tir yeniden
hatirlama, ylizeye cikarma olarak bilme faaliyeti gecmis bir aniyr hatirlamak gibi
degil daha ziyade bitlinsel bir tecribe olarak bir tavir degisikligi gibidir. Geometri
yapan kisi ayrimlar yaparken ve hiikim verirken kendi ortamindan cikar, sembolik
cevresine mesafe alir. Bellek artik zamanla olan baglantisinda génderme yapmak
zorunda oldugu belirli bir ana bagiml bir sekilde tanimlanmaz aksine zamani asan bir
rasyonel diizenle anlasilir. Aklin diizenleyici faaliyeti diistincedeki ilkelerle ilgilidir. Bu
ylzden kozmik diizene dair bilgiyi kavramak onu sadece oldugu gibi kayda gecirmek

our contemporary era when our collective expectations of art and culture are shaped by
the dominant ideals of progress and innovation, what is the significance of returning to
traditional forms? What intellectual challenges drive this movement toward the past?
First and foremost, just as museums serve as books that teach modern painters how
to see, the architectural structures in question become lessons in the geometric art
for the artist. Selcuk Artut focuses on the traceability and repeatability of symmetrical
motifs. The intricate weave of motifs and the analysis of the fundamental structures
evoke both curiosity and admiration. The artist, meticulously examining and conducting
subtle mathematical analyses of the geometric motifs in the history of civilization,
particularly in non-figurative Islamic art, employs creative coding and programming
languages drawing on these geometric motifs. Using computational tools, algorithms,
and programming languages as extensions of his analytical skills, Artut, rather than
merely replicating historical geometric patterns, renders them visible them within
today’s technological landscape.

This new opportunity, providing the artist with a creative approach to his symbolic
environment, allows for the reproduction of patterns. Particularly once-static
geometric motifs on the doors and domes of mosques and madrasahs gain dynamism
through technological art. As the artist’s labor culminates in a new synthesis and
interpretation, the works in this exhibition emerge. Exploring the origins of geometric
motifs becomes possible through the revitalization of past knowledge. However, this
is not an act of intervention, provocation, or mere recreation. Instead, the artist sees
himself as an interface. The revival of these ghostly remnants of history is akin to the
sensation of phantom limbs. In this sense, just as in the ancient master-apprentice
tradition, the work of art itself becomes the focal point of the artistic act. Yet, there
remains an inherent intellectual challenge in the formation of the artistic act.

In the context of Islamic art, a work of art primarily recalls the notions of order and the
divine. The artwork endeavorstoreflectuniversalbeauty. Traditionalartandarchitecture
necessitate a cosmic conception of order, which, throughout human history, has often
been expressed through geometry. According to Platon, whose thinking was centered
on the relationship between geometry and thought, concepts such as truth, justice, and
beauty strive toward a transindividual understanding shared by all. For instance, our
recollection of absolute equality when encountering equal things comes from this kind
of learning. In other words, knowledge as recollection or reemergence is not really a
matter of remembering memories but rather a holistic experience of transformation
in attitude. People engaging in geometry detach from their immediate surroundings
and distance themselves from their symbolic environment to make distinctions and
judgments. Memory is no longer defined as being dependent on a specific moment to
which it must refer in its relation to time; on the contrary, it is understood in relation to
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degil onun hareketine eslik etmektir. Bu ylzden kusursuz ahenk dizenine akilla
erismenin yolu geometridir. Geometrinin nesnesinin olgusal olani asan ve ondan
serbestlesen ideal bir anlami bulunur. Bu ideal anlam bir ideallestirmenin sonucudur.
Geometricilerin deneyimleriyazi gibi teknik belleklerde katmanlasir ve nesilden nesile
aktarilir. Boylece bir sonraki nesil geometriciler tarafindan yeniden etkinlestirilir.
Teknik bellekler zihinlerin uzaktan iletisim kurmasini saglar.

Gelgelelim sergilenen eserler, geometri sanatinin ideal nesnelerinden ilhamla
olusturulmus olsalar da onlar Merleau-Ponty'nin yasayan beden analizinden ileri
gelen hayalet uzuvlar olarak adlandirilir. Bu baglamda serginin basligi eserlerin
materyal sinirlari ile kavramsal analizin sinirsizligi arasindaki karsitligi degil
duyumsanir olanin anonim bilgisinden yola cikarak soyutlamaya giden bir izlegi
akla getirir. Oyleyse eserleri izlerken yolumuzu nasil bulacagiz? Kavram ve yasam
ikiliginden cikmak mimkin midir? Sorulara hizli cevaplar vermek yerine oncelikle
felsefi zorlugun basincini arttiralim. Geometrik nesnelerin ideal varoluslarinin aksine
bedenin varolusu fenomenaldir, yasamla ilgilidir. Fakat bu bedeni fiziksel varolusuna
indirgemek degildir. Beden ve diinya arasindaki iliski fizigin kurdugu tirden islevsel
bagintilarla birbirine koordine edilmez. Beden hep simdi ve burada bizimledir ve onu
maddeye ve duraganliga indirgeyemeyiz. Bir bedene sahip olmak hem canliliga hem
de yer kaplamaya gonderir. Yasam geometrinin ve onunla birlikte sanata dahil olan
hesaplamanin soyut islevi ile tam olarak ortiismez. Bedene sahip olmak zamanda
ve mekanda bulunan diinyaya ait olmaktir. Fakat bir bedenim oldugu icin diinyaya
ait degilim, aksine diinyaya ait oldugum icin bedenli varolusa sahip oldugumu iddia
edebilirim.

Dinyada olmanin distinim oOncesi halini ornekleyen hayalet uzuv fikri Merleau-
Ponty'nin bedensel sema analizinin merkezinde yer alir. Beden semasi, bedenin
kendisi ve diinyaya dair distinim oncesi bilgisini kuran yetidir. Merleau-Ponty, Alginin
Fenomenolojisi (1945) adli eserinde, beden semasi kavramini aciklamak icin hayalet
uzuv fenomeninden yararlanir. Ampute edilmis bir uzvun hald hissediliyor olmasi,
beden algisinin yalnizca fizyolojik uyaricilara dayanan pasif bir kayit olmadigini, aksine
oznenin yonelimselligiyle bicimlenen ve deneyimlenen bir yapi oldugunu gosterir. Bu
durum, bedenin yalnizca mekanik yasalara tabi bir nesne ya da organlarin toplami
olan biyolojik bir makine olmadigini; tersine, 6znel olarak yasanan ve kendi bedeni
(le corps propre) olarak adlandirilan bir gerceklik oldugunu ortaya koyar. Merleau-
Ponty, bedensel algiyi norolojik algr aciklamalarindan ayirir. Hayalet uzvu yalnizca sinir
sisteminin basit bir islev bozuklugu olarak gormek yerine, onu motor yonelimselligin
bir tezahlri olarak yorumlar. Beden, uzayda bulunan bir nesne olmanin &tesinde,
kendi eylemlerinin 6znesidir. Hayalet uzuv algisi sirer ciinki beden, dinyayla olan
etkilesim dinamiklerine kok salmistir.

a rational order that transcends time. The regulative activity of the intellect pertains to
the principles of thought. Therefore, comprehending the knowledge of the cosmic order
is not simply to record it as it is, but to participate in its dynamic movement. That's why
geometry is the path to reaching the perfect, harmonious order through reason. The
object of geometry has an ideal meaning that transcends the phenomenal world and is
liberated from it. This ideal is the result of a process of idealization. The experiences
of geometricians are preserved in technical memories, such as writing, and passed
down through generations. In this way, these memories are reactivated by the next
generation of geometricians. Technical memories enable minds to communicate over
distances.

That said, although the works on display are inspired by the ideal objects of geometric
art, they are referred to as phantom limbs, a concept derived from Merleau-Ponty’s
analysis of the living body. In this context, the exhibition’s title does not evoke a contrast
between the material limits of the works and the boundlessness of conceptual analysis,
rather, it suggests a trajectory from the anonymous knowledge of the sensible world to
abstraction. So, how do we navigate through these works? Is it possible to transcend
the duality of concept and life? Instead of offering hasty answers, let us first intensify
the pressure of the philosophical challenge. Unlike the ideal existence of geometric
objects, the existence of the body is phenomenal—it pertains to life. Yet, this does not
mean reducing the body to mere physical existence. The relationship between the body
and the world is not governed by the functional relationships established by physics.
The body is always present with us, in the here and now, and cannot be reduced to
matter and stasis. Having a body refers us to both to vitality and extension in space.
Life does not fully coincide with geometry and the abstract function of computation
introduced by geometry to art. Having a body means belonging to the world in time and
space. But | am not a being-in-the-world simply because | have a body; rather, | can
claim to have embodied existence because | belong to the world.

The concept of the phantom limb, which exemplifies the pre-reflexive state of being in
the world, is central to Merleau-Ponty’s analysis of the body schema. The body schema
refers to the faculty that constitutes the body’s pre-reflexive knowledge of itself and the
world. In Phenomenology of Perception (1945), Merleau-Ponty uses the phenomenon of
the phantom limb to explain the concept of body schema. The fact that an amputated
limb can still be felt demonstrates that body perception is not a passive response
based solely on physiological stimuli; instead, it is a structure shaped and experienced
through the subject’s orientation. This insight posits that the body is not merely an
object governed by mechanical laws or a biological machine composed of organs,
rather, it is a reality that is subjectively experienced and referred to as one’s own body
(le corps propre). Merleau-Ponty distinguishes bodily perception from neurological
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Sonuc olarak, hayalet uzuv fenomeni, bedensel bilincin maddi gercekligin basit bir
yansimasi olmadigini, deneyim ve aliskanlikla kuruldugunu gdsteren bir teoridir.
Kaybolmus bir uzvun algisinin siirmesi, beden semasinin mekan ve hareket algisina
entegre olmasindan kaynaklanir ve bu da bedenin diinyayla iliskili dinamik bir yapi
oldugunu dogrular. Hayalet uzuv deneyimi, bedensel aliskanliklarin algimizda ve
yasantimizda kok saldigini da gosterir. Yillarca kolunu kullanmis bir ampute, bu
kullanimin motor hafizasini korur. Bu motor hafiza, ampitasyondan hemen sonra
ortadan kaybolmaz; bu durum, duyumlarin devam etmesini ve kayip uzvun hala varmis
gibi algilanmasini aciklar. Merleau-Ponty'nin hayalet uzuv analizi, bedeni yalnizca
biyolojik ya da psikolojik bir yaklasimla ele almayi reddedisini ortaya koyar. O, bedenin
her zaman diinyaylailiskiicinde oldugu ve basit bir biyolojik nesneye indirgenemeyecegi
savunur. Bu yaklasim, zihin felsefesi, bilissel psikoloji ve cagdas sinirbilim lzerinde
onemli bir etki yaratmistir. Selcuk Artut’'un sergisiyle birlikte bu yaklasimin sanattaki
etkisine tanik oluruz.

Su halde, bedenin var oldugunu, bir dinyasinin oldugunu ya da bir diinyaya ait
oldugunu soyledigimizde, bir bilgi iliskisinden soz ederiz. Ne var ki bu bilgi mantigin
ve geometrinin bilgisini ortaya cikaran bir akil yuridtmeyle degil dncelikle bedensel
bir algiyla baslar. Ampute edilmis bir uzvun farkindaligi, kendi kendisinin bilincinde
olan bir zihinsel faaliyetin sonucu gerceklesmez. Merleau-Ponty icin bedenin bilgisi
aksine bedenin diinyadaki anonim varolus tarzinda aranmalidir. Bedenim bireysel bir
deneyim olarak degil, bir genellik 6zelligi altinda ve kisiliksiz olarak da deneyimlenir.
Hayalet uzuv sendromu bireysel yasamimin altinda anonim ve genel bir varolus olarak
dogustan gelen bir yapinin oldugunu gosterir. Bu ylizden hayalet uzuv sendromunun
tedavi yontemlerinden birisi, bir ayna kutusunun kullanilmasidir. Aynali kutu, hastanin
hayalet uzvu hareket ettirmesine ve onu potansiyel olarak agrili konumlardan
kurtarmasina izin veren saglam el veya uzvun bir yansimasini saglar. Beden kendisini
diger tim bedenler gibi algiladi§i icin ayna ona bitunluginu hatirlatir. Bedenin bilgisi
acik ve secik olmasa da saglam bir orgi gibi onu diinyaya baglar.

Oyleyse eserlere baktigimizda bir tarafta akil ve ahenk ile birlikte gelen aciklik ve
berraklik temasini diger tarafta hayalet uzuv teorisi ile gindeme gelen bedenin belirsiz
bilgisi ve dznellik ve nesnellik arasinda gidip gelen miphem yapisini buluruz. Fakat
bunlar olmus bitmis bir ayrimdan itibaren ele alinmamalidir. Hayalet Uzuvlar sergisi
sunu hatirlatir: Bir tarafta duyumsanir diger tarafta distnilir bir dinyaya sahip
degiliz. Dlinya ne bitlintyle duyumsanir ne de bitiniyle disinilirdir, aksine onu
sirekli bir farklilasma hareketi olarak algilariz. Bunun icin sanatta ve felsefede ortak
olan bir tavir degisikligine yani kavram ve yasam karsitligindan catallanacak yeni bir
yola ihtiyacimiz bulunur.

explanations of perception. Instead of treating the phantom limb as a dysfunction of
the nervous system, he interprets it as a manifestation of motor orientation. The body
is not merely an object extended in space; it is the subject of its own actions. The
phantom limb sensation persists because the body is deeply rooted in the dynamics of
its interaction with the world.

In conclusion, the phenomenon of the phantom limb is a theory that illustrates
that bodily consciousness is not a mere reflection of material reality but is instead
constructed through experience and habit. The persistence of the perception of a
missing limb arises from the integration of the body schema into the perception of
space and movement, affirming that the body is a dynamic structure in relation to the
world. The phantom limb experience further reveals that bodily habits are deeply rooted
in our perception and life. An amputee who has used their arm for years retains a
motor memory pertaining to that use. This motor memory does not vanish immediately
after amputation, which explains the continued sensation and the perception of the
missing limb as still present. Merleau-Ponty’s analysis of the phantom limb reflects
his rejection of a purely biological or psychological view of the body. He argues that
the body is always in relation to the world and cannot be reduced to a simple biological
object. This approach has profoundly influenced the philosophy of mind, cognitive
psychology, and contemporary neuroscience. Through Selcuk Artut's exhibition, we
witness the impact of this approach in art.

Thus, when we say that a body exists, has a world or belongs to a world, we speak of a
relation. That said, this knowledge is not based on rational argumentation that draws
on logic or geometry; it begins with a bodily perception. The awareness regarding an
amputated limb is not the result of self-conscious mental activity. For Merleau-Ponty,
knowledge of the body must be sought in its mode of anonymous existence in the world.
My body is experienced not only as an individual entity but impersonally as a quality of
generality. The phantom limb syndrome shows that beneath my individual experience
lies an inherent structure, an anonymous and universal existence. That is why one of
the treatments for phantom limb syndrome involves the use of a mirror box. The mirror
box reflects the intact hand or limb, allowing the patient to move the phantom limb and
release it from potentially painful positions. Since a body perceives itself in all other
bodies, the mirror serves as a reminder of its integrity. Although the body’s knowledge
is not clear and distinct, it still connects the body to the world like a solid braid.

So, when we view the works in the exhibition, we find on the one hand, the theme of
clarity and lucidity associated with reason and harmony, and on the other, the uncertain
knowledge of the body reflected in the phantom limb theory as well as its ambiguous
structure that oscillates between subjectivity and objectivity. However, these should not
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Geometri sanati sanatcinin kendini icinde buldugu kiltirel ve sembolik ortamin
dustnsel aliskanliklarini askiya almasini saglayarak halihazirda verili olan eski ve
yeni ayrimlarini yikmasini saglar. Selcuk Artut'un eserlerinde Selcuklu desenlerinin
kullanimi kavram ve yasam ikiligini besleyen modern goriislere mesafe almayi saglar.
Sanatcl boylece geleneksel geometri sanatinin eski, bayagi, gecmiste kalmis miizelik
bir fikir oldugu ve sanattaki ilerlemenin saf kavramsal yenilikle ele edilecegi fikrine
karsi harekete gecer. Bu baglamda beklenmedik bir sekilde matematigin dili giinimiiz
kiltirel ortaminin hakim disiinme kaliplarinin disina cikmayi ve sembolik ortami
daha dogru yorumlamayi saglar. Artut'un eserlerinde geleneksel motiflerin yeniden
Uretimi bizim yerimize diisinen modern akli donduran ve bakisi egiten pedagojik bir
anlama sahiptir. Desenlerin estetik anlami, matematik ve felsefenin teorik araclariyla
yorumlandiginda sanatsal fiilin cikis noktasi olarak tezahiir eder. Desenler hosa
gidecek dekorasyon urlnleri ya da degismez mutlak bicimler olarak degil medya
sanatinin kaynagi olarak sunulur.

Geometri, ideal soyut nesnelerin bilimidir ama geometri sanati onlarin diinyaya
aidiyetini kanitlar. Gindelik yasamin dlnyasina, yasam diinyalarina yabanci gibi
gozikmelerine ragmen geometri sanatinin motifleri, gelip gecici kullanim nesnelerine
ve tlketim driinlerine nazaran diinyaya daha cok aittirler. Desenler aradan yiizlerce
yil gecmesine ragmen diinyaya sembolik aidiyetleri sayesinde varliklarini stirdirdrler.
Gelgelelim, tipki hayalet uzuv fenomeninde oldugu gibi anonim, genel bir varolusa ve
herkese hitap eden miiphem bir bilgi bicimine sahiptirler. Desenlerin bulundugu mimari
yapilarla etkilesim var olukca desenlerin estetik anlami da varligini siirdirdr. Sanatci
icin ise geometrik imajlari dislinmek sadece onlarda rasyonalize edilip kavranacak
olani degil, onlarda dogrudan belirlemeyen ama isaret edileni, 6rnegin parca bitin
iliskisini sezmeyi de gerektirir. Sanatci boylece desenler lzerine akil ylritmelerin
olusturdugu diistinsel mirasin hareketine eslik eder. Bunun icin desenlere dinamizm
ve hareket katar.

Geometri sanati imajlarin eylemini, aktif rollerini gosterir. Gunimuzin kultir
obezitesine neden olan ve gorinirlik alanini kusatan imaj enddistrisi karsisinda
sanatsal imajlarin aktif boyutuna hic olmadigi kadar ihtiyacimiz bulunur. Sanat
alaninda sembol tretimine katilmamak, yasam bilgisini ve kuramsal bilgiyi kaybetmek
elestirel disiinme olanaklarimizi kapatir. Cagdas sanat belli bir zaman diliminde ortak
konularda yapilan glincel tartismalara gondermez. Diger bir deyisle, glincel konular
hakkinda konusmak cagdas sanat yapmaya yetmez. Cagdas bir olgu degil, bir dikkat,
karar ve kiskirtma alanidir. Cagdas sanat giinimuzde neye dikkat etmemiz gerektigini,
neye 6zen gostermemiz gerektigini ve gilincel meseleler karsisinda hangi kararlari
alabilecegimizi arastirir. Bunun icin sanatcilar yeni konulari kiskirtir, yeni sorulari
icat eder. iste bu anlamda cagdas sanatin dogmatik tutumlara karsi 6zgiin yaraticiliga

be considered as faits accomplis. The exhibition Phantom Limbs serves as a reminder
that we do not experience the world as something merely sensed on one side and
thought on the other. The world is neither entirely perceived nor wholly thought; rather,
we perceive it as a continuous movement of differentiation. Therefore, we require a
shift in attitude, one shared by both art and philosophy, that leads to a new path which
diverges from the conventional opposition between concept and life.

The art of geometry enables the artists to suspend the intellectual habits ingrained
in their cultural and symbolic environment, thereby dismantling given distinctions
between the old and the new. In Selcuk Artut’s works, the use of Seljuk patterns allows
him to distance himself from modern perspectives that reinforce the dualism between
concept and life. In so doing, the artist challenges the notion that sees traditional
geometric art as old, vulgar, belonging to a bygone era that is doomed to be confined to
museums, and that artistic progress can only be achieved through purely conceptual
innovation. In this context, mathematics unexpectedly becomes a means of stepping
outside the dominant thought patterns of contemporary culture, offering a more
nuanced interpretation of the symbolic environment. In Artut’s works, the reproduction
of traditional motifs carries a pedagogical function that freezes the modern mind
that thinks for us and educates our gaze. The aesthetic significance of motifs, when
interpreted with the theoretical tools of mathematics and philosophy, appears as the
foundation of artistic act. Here, patterns are not merely decorative elements or fixed
absolute forms; rather, they serve as the very source of media art.

Geometry is the science of ideal abstract objects, yet geometric art affirms their
belonging to the world. Geometric motifs may appear to be distant from everyday life,
yet they are more deeply rooted in the world than ephemeral consumer goods and
objects. Although hundreds of years have passed since their creation, they continue
to endure through their symbolic connection to the world. That said, like the phantom
limb phenomenon, these motifs possess an anonymous, universal presence and an
ambiguous knowledge that resonates with everyone. So long as people interact with the
architectural structures that host these motifs, their aesthetic meaning endures. For
the artist, contemplating geometric images requires not only what can be rationalized
and grasped in them, rather it demands an intuitive grasp of what is not explicitly
stated but is instead implied, such as the relationship between the part and the whole.
In this way, the artist participates in the intellectual heritage shaped by the reasoning
about patterns. And thus, the artist infuses his designs with movement and dynamism.

Geometric art displays the actions of the images, their active roles. In order to counter
the overwhelming image industry that dominates our visual landscape and causes
cultural obesity, we need the vitality of artistic images more than ever. Disengaging
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ve kaygilara gonderdigini soyleyebiliriz. Cagdas sanat glinimuzin dinamiklerini,
ekonomik, ekolojik, politik ve toplumsal sorunlarini ve kavramlarini sanatsal ifade
araciligiyla problemlestirir ve yeni bir durus sergiler. Dijital cagda sayisallik bilginin
araci degil onun imkan sarti gibi isler. Her tir bilgi, beceri bilgisi, teknik bilgi, yasam
bilgisi, pratik bilgi, kuramsal bilgi sayisallik tarafindan tiimiyle donistirilmuistar.
Teknolojinin glinimuzde bellegi, dili, zekayi ve algiyi birer islev olarak bitinlestirmesi
yenibirfenomendir. Buentegrasyon, oncelikleinsanintimbuyetilerinin, yeteneklerinin,
bilgilerinin ve kararlarinin otomatiklesmesinde kendini gosterir. Bunun yaninda analiz
araclarinin ve enformasyon kullanimin bitinlesmesi teknigin dissallasma sirecini
iyice belirgin kilmistir. Oyle ki, bu biitiinlesme sonucunda enformasyonun ve onunla
kurulan kolektif bellegin endistriyel Uretimi ortaya cikar. Otomatiklesme ve teknolojik
ilerlemenin arkasindaki hesaplama mantiginin sanatsal yaratimdaki roli yadsinamaz.
Ne var ki bilissel olanin sadece hesaplanabilir olana indirgenmesi, ratio’'nun estetikten
yoksun bir 6lci bicimine dontismesi teknolojik sanatin 6niindeki tehlikelerden birisidir.
Teknolojik sanat sadece yazilim degildir. Sanatcl icin gecmisin geometri sanatini
icsellestirme ve hesaplama, programlama dilleri ve veri analitigi gibi araclarla yeniden
dissallastirma sireci belli bir tavir ile mimkindir. Selcuk Artut, yaptigi yayinlarda bu
kodlari ve hesaplamalari kamuyla paylasarak, benzer islerin Uretiminin 6nini acar
ve sanatini birey Gtesilesme araci olarak kullanir. iste tam burada sanat, geometri ve
felsefe kamusal alanda sembol Gretimiicin yeniden bulusur. Sanat eserleri teknolojinin
tiketim ve 6ngori meselesi degil ayni zamanda merak ve sorgulama araci oldugunu
gosterir. Selcuk Artut'un kendini tanimlarken kullandigi teknolojik sanat fikri ancak
boyle anlasilabilir.

from production of symbolsinthe field of art and losing both experiential and theoretical
knowledge narrows our capacity for critical thought. Contemporary art is not merely
a reference to the current debates reflecting the concerns of a particular moment in
time. Put differently, engaging with current issues does not automatically make an
artwork contemporary. The contemporary is not a fixed phenomenon but a realm of
attention, decision, and provocation. Contemporary art explores what demands our
attention today, what we should care about, and the decisions we can make in response
to current issues. To this end, artists introduce new questions and provoke new
discussions. That is how contemporary art fosters creativity in opposition to rigid and
dogmatic perspectives. Contemporary art problematizes the economic, political, and
social complexities of our time through artistic expression, positioning itself as a novel
response. In the digital age, digitization does not simply serve as a tool for knowledge; it
has become the very condition of knowledge itself. All forms of understanding, whether
technical, practical, theoretical, or experiential, have been entirely transformed
by digitization. The functional integration of memory, language, intelligence and
perception is a novel phenomenon. This integration is, first and foremost, manifested
in the automatization of all these human faculties, abilities, knowledge and decisions.
Additionally, the integration of analytical tools and use of information has rendered the
process of externalization of technology more evident. Such that, this integration led to
the industrial production of information and the collective memory formed through it.
The role of the computational logic behind automatization and technological progress
in artistic creation cannot be denied. However, one of the dangers of technological
art is the reduction of cognition to mere calculation, where ratio becomes a form of
measurement devoid of aesthetic depth. Technological art is not just software. For the
artist, the process of internalizing the geometric art of the past and re-externalizing
it with tools such as computation, programming languages and data analytics is
possible only with the adoption of a certain attitude. By making these codes and
computations publicly accessible through his publications, Selcuk Artut paves the
way for the creation of similar works and employs his art as a means of going beyond
individualization. This is the exactly where art, geometry and philosophy meet once
again in the public sphere to produce symbols. His works reveal that technology is
not merely a matter of consumption and prediction, but also medium for curiosity and
exploration. The concept of technological art that Selcuk Artut uses to define himself
can only be understood in this way.
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Riizgarda Bir Ari Kusu ya da Selcuk Artut

Nilhan Sesalan

1990°L yillarin ilk yarisinda, istanbul Bogazi'ni kenar tutmus, Mimar
Sinan Gizel Sanatlar Fakiltesi'nde okuyan bir grup sanat ogrencisiydik...
‘Uykusuzluk Aniti” dikiyorduk. Uc giin iic gece uyumayacaktik. Yugoslav ic
Savasl ve Srebrenitsa katliami uykularimizi kacirmisti. Hepimiz evlerimizdeki
yastiklari getirmis, yastiklarin Uzerlerine sanatla hislerimizi ifade ederek
birbirlerine dikmistik. Findikli Parki'nda kurulan sahnede henlz yirmili
yaslarinda olmalarina ragmen hepimizin bildigi ve sevdigi Replikas grubu ve
yaptiklari miizik, oldukca kalabalik bir toplulugu etkinligimize dahil etmisti.
Ara sira bir sessizlik oluyor, bitirdiklerini diistintirken on-on bes dakika
sonra tekrar basliyorlardi.. Onlar Kabatas Parki'ndan ayrilirken, etkinligin
koordinatorl ve sanatcilarindan biri olarak, derin bir gonul borcu ile kiictcuk
bir tesekkir edebilmistim.

2021 yiliydi, Beyoglu'nda restore edilmis tarihi bir evde bir grup sanatci,
kirator ve biirokrat bir proje icin bir araya gelmistik. Sanatcilarin neredeyse
hic birini bizzat tanimiyordum. Herkes sirayla kendini tanitirken, iclerinden biri
‘Ben, Selcuk Artut’ dedi, ‘Replikas m1?" dedim, ‘Evet’ dedi. Herkes dagilirken
elbette pesini birakmadim ve yillar 6nceki tanisikligimizdan bahsettim...

Istanbul okyanus gibidir, yasayan bilir... biri ansizin gézden kaybolabilir ya da
hic beklemediginiz bir anda yaninizdan cikabilir.

2025 yiinin Ocak ayinda, Selcuk’un Zilberman’'daki Hayalet Uzuvlar sergisini
ziyaret ettim. Uretim sirecinin son dic yilini biyiik bir keyifle yakindan
takip ediyorum. Bu kolay bir sey degil, cinki o cok hizli hareket ediyor.
Bazen bu ozelliginin dogustan oldugu, bazen de hiz, degisim, hareket ve
evrendeki nesnelerin etkilesimlerini, yasam olceginde felsefi bir yaklasimla
deneyimledigi hissine kapiliyorum. Tam da bu sebeple Rizgarda bir Ari Kusu
ya da Selcuk Artut cimlesi ile yazmaya basladim.

A Hummingbird in the Wind or Selcuk Artut

Nilhan Sesalan

It was the first half of the 1990s. We were a bunch of art students enrolled
at Mimar Sinan Fine Arts Faculty perched on the Bosphorus shore. We were
erecting the ‘Insomnia Monument’. We wouldn't sleep for three days and
nights. The Yugoslav Civil War and the Srebrenica massacre had haunted
our sleepless nights. We each brought pillows from home and stitched them
together, embroidering our feelings into the fabric. The band Replikas, still
young but well known and beloved by all of us, drew quite a crowd to our event
with their music. At times, the stage in Findikli Park would fall silent, making
us think the concert had ended, yet within 10 or 15 minutes, they would start
playing again. As they left the park, | had the chance to personally deliver
my heartfelt thanks to them, both as the event’s coordinator and as an artist
involved.

It was the year 2021. As a group of artists, curators, and bureaucrats, we
had come together for a project in a renovated historical house in Beyoglu.
| was personally acquainted with hardly any of the artists. As everyone took
their turns introducing themselves, one of them said, ‘| am Selcuk Artut.” |
asked, ‘From Replikas? And he said, 'Yes.” As the people were about to go their
own ways, | approached and reminded him of our brief encounter years ago.
Istanbul is like an ocean, and those who live there know this well. One can
suddenly disappear into the horizon or appear right beside you in the most
unexpected moment.

In January 2025, | visited Selcuk’s solo exhibition Phantom Limbs hosted in
Zilberman. | have been closely following the last three years of his production.
This wasn’t easy, as he moves swiftly. At times, it feels like this characteristic is
innate to him, while other times, it seems as if he experiences speed, change,
movement, and the interactions of objects in the universe with a philosophical
perspective on a grand scale of life. That is exactly the reason why | titled this
piece A Hummingbird in the Wind or Selcuk Artut.
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‘Ari Kuslari’, olaganisti metabolik kapasite, ylksek irtifaya adaptasyon,
hassas gorsel ve iletisim yetenekleri ile birlikte, ciceklerden gelen nektarlarla
beslenirlerlerken polenlenmeye de katki saglarlar. Saniyede seksen kez
kanatlarini cirpabilirken, durma yetenegi de dahil olmak uzere, herhangi bir
yonde ucus saglayabilen, benzersiz bir anatomik yapilari vardir. Tipki nesli
tikenmekte olan ari kuslari gibi, Selcuk da benim icin korunmasi gereken
dogal bir miras statiislindedir.

Zilberman’in, Piyalepasa Bulvari'ndaki, oldukca steril sayilabilecek
konvansiyonel sergi mekaninda sanatcinin Geomart-ut-sc1 ismini verdigi,
mekani neredeyse itercesine yerlesmis, buylk bir heykel karsilar izleyicileri.
Konstriktivist, aliminyum striktir ve yizeyler maddenin tim yeni yapim
izlerini tasirken, bu yapit ve kontrollii paslandirdigi Geomart-ut-sc2 isimli
celik malzemeden yaptigi heykel, dizen ve ¢cokis arasindaki gerilimi, zaman
algisini, gecmise aidiyetlik hissini pekistirir. Gecmis ile gelecek, bir cekim
merkezi olan -simdi-‘lerde var olmaya baslar. Noktasal Zaman olarak da
adlandirabilecegimiz bu durum, icinde bitin zamanlari barindirir. Selcuk,
seylerle kurdugu iliskide aciga cikan diustincelerle ilgileniyor. Diinya Savaslari
sonrasl, 1960’lar doneminin en 6nemli Amerikali sanatcilarindan biri olan Sol
LeWitt ile sistem temelli kavramsal sanat baglaminda sohbet ediyor gibidir.

1968 yapimi Maymunlar Cehennemi filmindeki Ozgiirliik Heykeli'nin deniz
kiyisinavurdugu bir sahneyireferans alan Planetisimli, uzunlugu iki metre olan
foto-gercekci diasec baski yapit, gercek ile hayal, yiikselis ve cokis arasindaki
yanilsamadan bahseder. Kanimca, sanatcinin sergisini olustururken pesine
dustigi lokomotifi de bu yapittir.

Manifold-p1, p2, p3, p4, p5, pé serisi ise iki boyutlu ylzeylerde, kendi evreninin
merkezinde salinan siyah beyaz geometrik yalin formlardan olusur. Pasli ve
yeni, siyah ve beyaz gibi temel karsitlikl arla kivamini arttirdigi varlik ve yokluk
algisinin 6zetini ise Presence in its Absence adli iki kanalli video calismasi ile
yapmistir.

Hayalet Uzuvlar ismi Ust basligi ile bu sergide yer alan Geomart-ut-sci,
Geomart-ut-sc2, Planet, Presence in its Absence ve alti adetten olusan
Manifold-p serisi, sanatcinin futirizsmden cok analitik kibizme yakinlig,
geometrik siislemelerin, slissiiz, yeniden okumalari, Uretimleri ve tim yapi
bozumlarin arasindan sizan ‘6z’ ile bilgelikle yazilmis bir kitap gibi apaciktir.

With their remarkable metabolic capacity, adaptability to high altitudes, and
keen visual and communication abilities, hummingbirds play a crucial role in
pollination when they feed on nectar from the flowers. Their unique anatomical
structure allows them to fly in any direction, even hovering, while flapping
their wings eighty times per second. Much like the endangered hummingbirds,
Selcuk is a natural and cultural heritage that deserves protection.

A large sculpture, Geomart-ut-scl, pushing the boundaries of the space,
greets the viewers as they enter the sterile and conventional exhibition space
of Zilberman on Piyalepasa Boulevard. This work, with its constructivist
aluminum structure and surfaces that bear all the new marks of the
construction of matter, and the rusted steel sculpture Geomart-ut-sc2,
reinforce the tension between order and collapse, the perception of time, and
a sense of connection to the past. The past and future gravitate towards the
central force of the present, existing within the temporality of the now. This
state, which we can also call Point Time, encompasses all modalities of time
within itself. Selcuk is deeply interested in the thoughts that emerge from his
relationship with objects. It feels as though he is engaged in a conversation
with Sol LeWitt, one of the most influential American artists of the 1960s,
within the context of system-based conceptual art.

Referencing a scene from the 1968 film Planet of the Apes, in which the Statue of
Liberty washes up on the seashore, Planet—a two-meter-long photo-realistic
diasec print—speaks to the illusion between reality and fantasy, between rise
and fall. In my view, this is the locomotive that the artist was in pursuit of
during the creation process of his exhibition.

The Manifold-p1, p2, p3, p4, p5, pé series consists of simple black and white
geometric forms on two-dimensional surfaces, oscillating at the center of his
ownuniverse. The two-channelvideowork Presenceinits Absence encapsulates
his perception of presence and absence, enhanced through basic contrasts
such as rusty and new, black and white.

The works Geomart-ut-sc1, Geomart-ut-sc2, Planet, Presence in its Absence,
and the Manifold-p series in this exhibition titled Phantom Limbs, reflecting
the artist’s closeness to analytical cubism rather than futurism and offering
unadorned, stripped-down re-readings and productions of geometric
forms, are clear as a book written with an ‘essence’ that permeates all the
deconstructions.
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Selcuk Artut, insan-teknoloji iliskilerinin teorik ve pratik boyutlarini kesfeden
disiplinlerarasi bir sanatci ve arastirmacidir. Sanatsal calismalari, bu dinamik
etkilesime odaklanarak, teknolojinin var olan algilari, deneyimleri ve yaraticiligin
sinirlarini nasil sekillendirdigini inceler. Artut'un eserleri, Sonar istanbul, ISEA, AKM
istanbul, Siggraph, Hope Alkazar, Dystopie Sound Art Festival Berlin, Moving Image
New York, Art London, ICA Londra, Art Hong Kong ve istanbul Bienali gibi etkinliklerde
sergilenmistir. Artut, isvicre’deki Avrupa Lisansiisti Okulu'nda Medya ve iletisim
alaninda doktorasini yapmistir. Sabanci Universitesi Gorsel Sanatlar ve Gorsel iletisim
Tasarimi Programinda dersler veren Artut, sanat ve teknoloji ekseninde yaratici
kodlama, bilisimsel sanat ve medya sanati pratigi lzerine egitimler sunmaktadir.
Yayinlanmis yedi kitap, editord oldugu bir kitap, bircok uluslararasi yayin ve akademik
makalesi bulunmaktadir. Artut, ayni zamanda 1998'den bu yana, sayisiz albime imza
atan, onci bir Post-Rock Avant-Garde miizik grubu olan Replikas'in Uyesidir. Sanatsal
pratigini canli performanslara da tasiyan Artut, 2016 yiinda RAW adli yaratici kodlama
ve canli kodlama tekniklerini kullanan ses-goérsel performans ikilisini kurmustur.

Selcuk Artut is an interdisciplinary artist and researcher exploring the theoretical and
practical dimensions of human-technology relations. His artistic work focuses on this
dynamic interaction, examining how it shapes existing perceptions, experiences and the
limits of creativity. He has published seven books, a book he edited, many international
publications and academic articles. Artut's works have been exhibited at Sonar Istanbul,
ISEA, AKM istanbul, Siggraph, Hope Alkazar, Dystopie Sound Art Festival Berlin,
Moving Image New York, Art London, ICA London, Art Hong Kong and Istanbul Biennial.
Artut holds a PhD in Media and Communication from the European Graduate School
in Switzerland. Artut lectures at the Visual Arts and Visual Communication Design
Program at Sabanci University, offering courses on creative coding, computational
art and media art practice on the axis of art and technology. Artut is also a member
of Replikas, a pioneering Post-Rock Avant-Garde band that has released numerous
albums since 1998. Carrying his artistic practice to live performances, Artut founded
the audio-visual performance duo RAW in 2016, which uses creative coding and live
coding techniques.

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

Nilhan Sesalan, graduated with a master’'s degree from the Sculpture Department of
Istanbul Mimar Sinan Fine Arts University in 1996, creates works that reflect a growingly
indirect layer of everyday life, where we also witness references to archaeology,
architecture, and nature alongside the effort to perceive everything “as it is”.

Emre San lisans egitimini Galatasaray Universitesi’nde, yiiksek lisans ve doktorasini
Paris 1 Panthéon Sorbonne’da tamamladi. Doktorasindan sonra Ecole Normale
Supérieur'de post-doktora arastirmalari yapan Emre San’in cagdas fenomenoloji
lizerine yazdigi kitabi Renaud Barbaras'in 6nsozi ve Institut Universitaire de France
odiliyle yayinlanmistir (Paris, Mimesis, 2012). Ulusal ve uluslararasi dergilerde ve
kitap dizilerinde Tirkce, Fransizca, ingilizce ve Ispanyolca makaleleri ¢ikan yazar,
fenomenoloji, teknoloji felsefesi ve imaj teorisi Uzerine calismaktadir. UCLouvain
tarafindan iki yilda bir verilen Prix Mercier felsefe ddiliine layik gorilen Emre San,

istanbul 29 Mayis Universitesi’'nde profesdr olarak gorev yapmaktadir.

Emre San completed his undergraduate degree at Galatasaray University and his
master’'s and doctoral studies at Paris 1 Panthéon-Sorbonne. After completing his
doctorate, he conducted post-doctoral research at the Ecole Normale Supérieure. His
book on contemporary phenomenology, published with a foreword by Renaud Barbaras
and the Institut Universitaire de France award, was released by Mimesis in Paris in
2012. He has published articles in Turkish, French, English, and Spanish in national
and international journals and book series, focusing on phenomenology, philosophy
of technology, and image theory. He has been awarded the Prix Mercier, a biennial
philosophy award from UCLouvain, and is currently a professor at Istanbul 29 Mayis
University.
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