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Emel Basarik’in Resimleri Uzerine

Emre Zeytinoglu

Her sanat yapiti bir kadraj saptama isidir. Sinirlari ve boyutlari ne olursa olsun onunde sonunda her
biri, bir bakis agisinin kapsadigi alani sunar. Fakat bu kadraj ille de duzlemin ya da yUzeyin genisligi
ile dlcilmez, onun derine dogru da bir hareketi vardir. Ornegin bir tuval resmi her ne kadar bir
kare, bir dikdortgen ya da bazen baska geometrik bicimlerde gergevelenmis olsa da algilanacak olan
sey, zaman zaman gergeveyi kirar ve duzlemi dis faktorler ile baglantiya sokar. Bellekten deneyime,
bilgiden sezgiye, duygudan yargiya kadar uzanan pek ¢ok boyut, ayni anda ortak bir dinamige ulasir.
Sanatginin goz0, sanki evrende gezinmekte ve kendisine yararli olacak bir kadraj aramaktadir. Oyle
bir yer secilmeli ve oraya oyle bir noktadan bakilmalidir ki o kadraja sigabilecek tim gizgiler, renkler,
alanlar, dokular vb. birbirlerini yakalayan koordinatlar icinde, anlatilacak olanin gergekligini, yasanmis
deneyimi ve belki daha da otede hakikati bize gosterebilsin. Zaten bir kompozisyon, bundan baska
nasil tanimlanabilir ki? O halde bir tuval resmi nedir ya da orada neyi seyredebiliriz? Gozimuze
hemen ilk carpanlar, byUk olasilikla birtakim nesneler, figirler, mekanlar ve bunlarin arasinda gegen
olaylar olacaktir, oysa iste onlarin derinine dogru hareketi, gordigimuz her seyi yeniden duzenler,
onlara yeniden bir anlam verir ve kompozisyon da boyle sonuglanir.

Sozgelimi Edvard Munch’un resimleriyle karsilastigimizda, bunlarin teknigi hakkinda hayli elestirecek
yan bulabiliriz; hatta figurler, mekanlar ve olaylar hig ilgimizi cekmeyebilir, itici bile gelebilir. Ne var ki o
resimler Uzerine dikkatimizi yogunlastirdigimizda, kompozisyonun figur, mekan ve olay kurgusundan
ibaret kalmadigini, onlari saran bir atmosferin varligini da hissederiz. O atmosfer, resimde aktariimaya
galisilan her durumu egemenligine alir ve bir kuzey isiginin duygusuna tutsak eder; olup bitenler, hep
o 151gin tahakkUmune maruz birakildiginda ise yerin 6zerk anlamina yonelir. Sanat tarihinde Munch’un
oneminin, bu atmosfer etkisinden kaynaklandigini ve onun kompozisyonlarinin bu ozellik ile anildigini
vurgulamaliyiz. David Hockney ya da Edward Hooper de oyledir. Onlarda da seyredilecek olan, birkag
figlrGn ve bir mekanin otesinde, kendi cografyalarinin ya da kendi toplumlarinin atmosferleri degil
midir? Genellikle bu resimlerde heyecan verici ya da ilgi ¢ekici hicbir olay ge¢mez, ama mekanlara
goken atmosfer, olayin, dolayisiyla kompozisyonun kendisidir.

Daha once yazdigimiz bir timceye geri donelim; demistik ki: Sanatginin gozu, sanki evrende
gezinmekte ve kendisine yararli olacak bir kadraj aramaktadir... Ve o tumceye sunu da ekleyelim:
Her kadraj ayni atmosfere sahip degildir; onlardan her birinin binyesine benzer bigimler, benzer
sistemlerle sizmis olsa da bunlar arasinda atmosfer farklari mevcuttur. Yani bigimlerin dizilis sistemleri,
IsIgin ve espasin yarattigi ortamin iginde bir anlama kavusur ki yine daha once belirttigimiz gibi,
kompozisyonun tamamlandigi ve anlamin ozerklestigi noktadir burasi.

Simdi s6zU Emel Basarik'in “6 Numara” adli sergisine getirelim. Sanatgi bu sergisinde, Burgazada'da
“6 Numara” olarak bilinen bir plaji ve bir sure orada izledigi kalabaligi resmediyor. FigUrler, bir yana
yerlesmis ada mimarisi ile diger yanda da deniz agikliginin arasina yerlesiyor ve o figurlerin iligkileri
betimleniyor; plaja ait iskeleler, merdivenler, renkli ortUler de sahneyi netlestiriyor. Eski yillardan
bu yana zihinlerde yer etmis bir Istanbul manzarasi bu: Hizla degisen, geleneksel mekanlarini hizla
yitiren ve giderek vahsi bir yagami dayatan bir kentin, kiyida kosede kalmig kigUk mekanlarini bulup
ortaya glkarma cabasi gibi... Bogucu kent manzarasina nostaljik bir plan ekleyip nefes alabilmeyi
denemek gibi... Ya da dUpedUz, anilara uygun bir kent kosesine siginmanin hazzi gibi... Elbette
izleyicinin de bu resimlere bakip ayni duygulara kapilmasi mumkun; nostaljinin cazibesine ortaklik
etmemenin pek olanagi yok.

Ama su kesin: Bu sergiyi yalnizca bu hos duygularla agiklamak, yani bir mekan nostaljisinin disina
gtkamamak, naifge bir yaklasim olur; Ustelik bizim de bu resimler hakkinda hayli eksik yorumlarla
yetindigimiz anlamina gelir. SozU fazla dolagtirmadan hemen sunu one surelim: Emel Basarik,
bir atmosfer ressamidir; onun isi, I5igi ve espasi resmin odagina yerlestirmek ve kompozisyonu
da bunun etkisine birakmaktir. Figurlerin hareketleri, iliskileri, mekandaki durumlari ve bunlarin
olaylar ile baglantilari, hep o atmosfer iginde bir anlam bulur. Bagka turlU bir soyleyisle, 1sigin ve
espasin kullanilma yontemi o resimlerden kaldirildiginda, geriye kalacak olan, herhangi bir mekanda
birikmis figur ve nesne kalabaligidir. Oysa bu figurler ve nesneler, bulunduklari kadrajlarda isik ve
espas olanaklari ile kendi yerlerini ve tavirlarini belirler, ortamin duygusunu olusturur. Bunu daha iyi
kavrayabilmek igin, “6 Numara” sergisinden onceki “Gegerken” sergisini de dusunmemiz gerekiyor.

“Gegerken” sergisi de ayni “6 Numara” gibi 15igin ve espasin sergisiydi aslinda... Orada da
figlrlerin ve nesnelerin bir araya geldigi mekanlari gorUyorduk. Bunlar bize daha ok toplu tagima
araglarinin igini, metro istasyonlarinin koridorlarini ya da kent aralarina sikismis gegis alanlarini
gosteriyordu. insanlarin hareketleri ise son derece monoton bir bitinlikten ibaretti; o mekanlarin
yonlendirmesiyle benzer bicimler almis yolcular ve yine onlarin benzer davranislari... Kentlerin
farkll mimari karakterlerini, oralardaki cografi kosullara bagl doga manzaralarini ya da figurlerin
kUltUrlerine dair davranis hallerini izZleme sansimiz yoktu, ¢Unky o mekanlar tim biyUk kentlere
yayllmis yok yerlere aitti. Ve buralar resmedilecekse, o yok yerin de bir karakteri olmaliydi ki bu
da segilmis kadrajlara yuklenecek bir atmosferin marifetiyle one gikabilirdi. Le Corbusier, degisen
ve kadim goruntusunden siyrilan Paris’i resmetmek igin bulvarlari, merdivenleri, tarihsel yapilari,
kaldinmlarda akordeon galanlari, tartismaya dalan yazar ve sairleri ya da UnlU pasajlari unutmak
gerektigini soylemisti. Ona gore Paris goruntUsU, artik trafikte bekleyen otomobil pencerelerindeki
kadrajlarin atmosferlerinden ibaretti; Paris oralardan seyrediimekteydi. Le Corbusier'nin iddiasi, hig
de sanatin gergekliginin disinda bir sey sayilmaz; bir yerden bahsetmek, o yerin 6zel atmosferini
kompozisyona yUklemek ve oylece yansitmaktir. Her figurun, her olayin, her oykunun, her romanin
vb. derin anlamini veren sey de odur.

“6 Numara” sergisindeki resimler ise “Gegerken” sergisindeki resimlerden gok ayri bir atmosfer
yansitirlar. Bilinir ki bir plaj hem dogal, hem kulturel, hem de duygusal bakimdan, bir toplu ulasim
alaninin yok yer karakterine benzemez; plajda en azindan hala bir denizin ve gokyUzinin agikhgi
vardir ve o mekan, zihinlerde hep parlak bir iikla belirir. Bu durumda, bir plaj resminin duygusal
yonu, 1sigin ve espasin kendine 0zgu tavrina esdegerdir. Emel Basarik'in bu iki sergisi arasinda
dedgisikliklerin oldugunu, resimlerdeki teknigin ve kompozisyon yaklasimlarinin birbirini tutmadigini
soyleyenler gikabilecektir. Ancak onlara sunu bir kez daha animsatmak gerekir: Emel Basarik, bir
atmosfer ressamidir; onun isi, 1s1gi ve espasi resmin odagina yerlestirmek ve kompozisyonu da
bunun etkisine birakmaktir... O halde bir yerin anlami, atmosferin resme ne kadar mudahale ettigine
ve bir baska yere gore o kompozisyonu ne kadar farkli yerlere dogru surukledigine baghdir. “6
Numara” bu yuzden hem bir onceki sergiden farklidir, hem de buyuk olasilikla bir sonraki sergiden
de farkli olacaktir.



On Emel Basarik’s Paintings
Emre Zeytinoglu

Every work of art is a determination of framing. Whatever its boundaries and dimensions,
each artwork ultimately presents the scope of a point of view. However, this frame is not
necessarily measured through the width of the surface or plane. It also has a movement
toward depth. For example, although a canvas painting may be framed in a square, rectangle,
or sometimes other geometric shapes, what is to be perceived sometimes breaks the frame
and connects the plane with external factors. Many dimensions ranging from memory to
experience, from knowledge to intuition, and from emotion to judgment, reach a common
dynamic simultaneously.

The artist’s eye seems to wander in the universe and look for a useful frame. Such a place
must be chosen and viewed from such a point that all the lines, colors, areas, textures, etc.
that can fit in that frame capture each other within the coordinates and show us the reality,
the lived experience, and perhaps even the truth beyond the frame. After all, how can a
composition be described otherwise? So what is a canvas painting or what can we see there?
The first things that immediately catch our eye are probably several objects, figures, spaces,
and events that take place between them, but their movement towards depth rearranges
everything we see, gives it a new meaning again, and this is how the composition ends.

When we encounter the paintings of Edvard Munch, we may find many criticisms about
their technique; even the figures, spaces, and events may not interest us or may even repel
us. However, when we focus our attention on those paintings, we feel the existence of
an atmosphere surrounding the figures, spaces, and events, which is not limited to the
composition of figures, space, and events. That atmosphere takes over every situation
attempted to be conveyed in the painting and enslaves it to the feeling of a northern
light; the events always become autonomous in meaning of the place when subjected to the
domination of that light. We must emphasize that the importance of Munch in art history
comes from this atmosphere effect, and his compositions are remembered with this feature.
David Hockney and Edward Hooper are also like this. Isn’t what we watch in them, beyond
a few figures and space, the atmospheres of their geographies or their societies? In these
paintings, there is usually no exciting or interesting event, but the atmosphere that envelops
the spaces is the event, and, therefore, the composition itself.

Let’s return to the sentence that we wrote earlier saying: The artist’s eye is as if wandering
through the universe and searching for a frame that will be useful to him... And let’s add
this to that sentence: Not all frames have the same atmosphere; although similar shapes
and systems have infiltrated each of their bodies, there are differences in atmospheres
between them. In other words, the arrangement of forms and systems makes sense within
the environment created by light and space, which, as we previously stated, is the point
where the composition is completed, and the meaning becomes autonomous.

Let’s now turn our attention to Emel Basarik’s exhibition “6 Numara”. In this exhibition, the
artist portrays a beach known as “6 Numara” on Burgazada and the crowd she observed
there for a while. The figures are placed between the island architecture on one side and the
openness of the sea on the other, and the relationships of those figures are depicted; piers,
stairs, and colorful covers belonging to the beach also clarify the scene. This is an Istanbul
landscape that has been etched in minds for years: the effort of finding and revealing small
spaces that have been left behind in the corner of a city that is rapidly changing, losing
its traditional spaces and increasingly adopting a wild lifestyle, as if to add a nostalgically
planned respite to the suffocating cityscape... or simply the

enjoyment of seeking refuge in a corner of the city that is in line with memories. Of course,
the viewer can look at these paintings and feel the same way: it is almost not possible not to
share the charm of nostalgia.

But one thing is certain: explaining this exhibition solely with these pleasant feelings, that is,
being unable to go beyond the nostalgia of a place, would be a naive approach; it would also
mean that we are satisfied with rather incomplete interpretations of these pictures. Without
further ado, let’s state this immediately: Emel Basarik is an atmosphere painter; her job is to
place light and space at the center of the painting and let the composition be influenced by
it. The movements, relationships, situations of figures in the space, and their connections
with events all find meaning within that atmosphere. In other words, when the method of
using light and space is removed from those paintings, what will remain is a crowded group of
figures and objects accumulated in any place. However, in the frames where they are found,
these figures and objects determine their positions and attitudes with the possibilities of
light and space, creating the mood of the environment. To better understand this, we also
need to consider the “Gegerken” exhibition before the “6 Numara” exhibition.

The “Gecgerken” exhibition was also, like “6 Numara”, an exhibition of light and space... We
also saw spaces where figures and objects came together there. These mostly showed us
the insides of public vehicles, the corridors of subway stations, or passage areas squeezed
between cities. The movements of people were extremely monotonous; passengers had
taken on similar forms due to the direction of those spaces and their similar behaviors... We
did not have a chance to watch the different architectural characters of cities, the natural
landscapes dependent on the geographical conditions in those places, or the behavioral
states of figures related to their cultures, because those spaces belonged to nowhere
places that were spread throughout all large cities. And if these places were to be painted,
the nowhere place also had to have a character that could stand out with the virtue of
an atmosphere that would be loaded onto the selected frames. Le Corbusier said that to
paint the changing and deviating Paris from its ancient appearance, one had to forget the
boulevards, stairs, historical structures, accordion players on sidewalks, writers and poets
getting into arguments, or famous passageways. According to him, the image of Paris was
now nothing more than the atmosphere in the frames of car windows waiting in traffic; Paris
was watched from those places. Le Corbusier’s claim is not something that is outside the
reality of art; to talk about a place is to superimpose the special atmosphere of that place
onto the composition and reflect it in that way. That is also what gives deep meaning to
every figure, every event, every story, every novel, etc.

The paintings in the "6 Numara” exhibition reflect a very different atmosphere than those in
the “Gecerken” exhibition. It is known that a beach is different from the nowhere character
of a public transportation area in terms of nature, culture, and emotions; at least on a beach
there is still the openness of the sea and sky, and that place always appears in minds with
a bright light. In this case, the emotional aspect of a beach painting is equivalent to the
unique attitude of light and space. Some may say that there are differences between these
two exhibitions by Emel Basarik, that the techniques and composition approaches in the
paintings do not match each other. However, it must be reminded to them once again: Emel
Basarik is an atmosphere painter; her job is to place light and space at the center of the
painting and let the composition be influenced by it... Therefore, the meaning of a place is
dependent on how much the atmosphere intervenes in the painting and how much it drags
the composition in different directions compared to another place. “6 Numara” is therefore
different from the previous exhibition and will most likely also be different from the next
exhibition.
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Resimlerinde insan, yer ve mekan kavramlarini gecici mekanlar iizerinden yorumlamaya calisir. Mekanin yiiksiiz ve gegici olma durumunu, yerle kurulan
iliskinin bireyin deneyimine bagl degisimini izler. Cektigi fotograflarla insanlanin, mekanlarin icinden akarken ortaya gikardii sahneleri bir zamanda ve bazi
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iskele dock
tuval iizeri yagli boya, oil on canvas 130X 162cm, 2022



havlu cadir towel tent
kagit Gizeri yagUi boya, oil on paper 35 X 50cm, 2021




:f pazar sunday
kagit tizeri yagU boya, il on paper diptik, 28,5 X 42cm, 2021







seyir watching
kolaj, kagit tizeri yagli boya, collage and oil on paper 76 X 93,5cm, 2021




izinde (o trace
kagit tizeri kolaj ve kanisik teknik, collage and mixed media on paper 24 X 32,5cm, 2021



isimsiz, untitled
tuval zeri yadi boya, oil on canvas 162 X 270cm, diptik 2022



kirmizi red
tuval zeri yagU boya, oil on canvas 100 X 140cm, 2020




cocukluk 2 childhood 7
tuval Gzeri yagli boya, il on canvas b3 X 69cm, 2021 =R




su cok giizel gelsene 2

if the water is so beautiful 7
kagit tizeri yagUi boya, oil on paper 21 X 28cm, 2021




su cok giizel gelsene i the water is so beautiful
kagit izeri yagl boya ve akrilk, acrylic and oil on paper 35X 50cm, 2021




besleme ve saygi durusu feeding and homage to
kagit tizeri yagli boya, oil on paper 21X bécm, 2021



6 numara fragman
number @ trailer
tuval tizeri yagli boya, oil on canvas 200 X 150cm, 2022




havlu serisi towel series
kagit dzeri kolaj ve karisik teknik, collage and mixed media on paper 20 X29,7cm, 2021



hayat (3 vie
kagit tizeri miirekkep ve ekolin, ink and ecolin on paper 35X 27cm, 2021



kova kiirek bucket shovel
tuval tizeri yagli boya, oil on canvas 60 X 100cm, 2022



saygi durusu homage to |
kagit Uzeri yagli boya, oil on paper 345X 49,3cm, 2020 =
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