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« Duyum, sicacik, rengarenk, lkipir-kipir ve neredeyse canli ama
kararsizdir. An1, berrak ve apagiktir ama igsiz ve cansizdir. Duyum,
kendi hatlarinin belirsizligini bir bicimin Uzerine tesbit etmeye
can atar. Ani ise i¢ini dolduracak, kendini agirlastiracak ve nihayet
glncellesmesini saglayacak maddenin pesindedir. Bu ikisi kargilikli
cekim halindedirler, ve ani-hayalet, kendisine kan ve ten getiren
duyum sayesinde maddi hale gelerek, bir disi 6zgiin bir hayat olarak
yasayacak bir varlik olur.» *

Yaratma eylemini kendi icinde bir evren olarak ele alirsak, 6rgitlenisinde kendine
has bir dizi kural oldugunu farkederiz. Yaratma eylemi ok cesitlilik sunan igsel
soylemin yeni bir dile ¢evrilme eylemidir. Bu dizende, bana dyle geliyor ki bellek
de bu evrenin temelini olusturuyor. Yaratma sdreci boyunca, hayali bir dil bi¢imini
gelistirmek Uzere bellekte uyanmis olam yeniden kurmaya ve bdylece bagrinda
gecmisi, simdiyi ve gelecegi barindiracak isi yaratmaya soyunuyoruz. Bir arada
varolmanin sayisiz ihtimallerinin kendi mahrem oOykilerini (hi¢ de agiklamaci ve
dogrusal olmayan oykileri) yaratabilmelerini saglayan da resim uzaminin plastik
zenginligi.

FigUratif (ya da figtratif olmayan) verilerden yola ¢ikarak, yaratma streci boyunca
bir gérinlr olup bir kaybolan imgelerden gecen islerimde renk de bir dis alam,
strekli dénlsen bir hatirlama mekani yaratma islevini Ustleniyor. Calisma belgeleri
de yaratma sirecinin en basinda ve bu silre¢ boyunca, bu dis mekaninin ortaya
¢ikmasint sagliyor. Bir resim distncesinin ¢ikis noktasindaki bu belgeler, yaratici
calismanin ilerleyisinde de bir uyarnici gorevi goriyor. Fotograf imgesinde mevcut
olmayan her neyse, bulunmayan bu sey hayal ediliyor ve yeniden kuruluyor, yeni bir
dile cevriliyor, eklemleniyor. Bununla birlikte, bellek imgelerini harekete gegiren ve
bunlan giincelleyen calisma belgeleri, yani burada fotograf imgesi olsa da, bu sireg
boyunca ortaya koyulan duygu etkisini gérindr kilan, rengin yarattig1 atmosfer.

Renk, belirenimgeleridizenleyerek ortaya ¢ikiyor. Eger desen bellekimgelerininilk
disa vurumunun araci ise, resmin atmosferini yaratan arag da bizzat renk olmali. Renk
unsurunun bir bagka ¢zelligi de, bellegi dogrudan harekete gecirebilme yetisi. Algisal
bir varlik gibi anilanmiza siniyor ve biz neredeyse farkina bile varamadan, yaratma
eyleminin iginde gincelleniveriyor. Bir rengi zihnimizde gorebilme yetenegimiz
oldugu icin, bu renge bagl olan ve bellegimizde bulunan 6ncel deneyimlerimizi
temsil eden soyutlamalar sayesinde bu rengin zihin imgesini de yaratabiliyoruz. ?

Resim dyle bir is ki, rengin, coloris'nin 3 bir gecit olusturup, buradan figlrin
resmin ylzeyini ge¢cmesini, bir gdriindp bir kaybolmasini sagliyor; tipki gérindrligu
glincellenmesine bagli olan yarisaydam (diaphane) gibi: “Sanki resimde belirtiye,
araza yer varmis zannetiren bir coloris, yani sanki resim bir gérinip (épiphasis) bir
yokolma (aphanisis) yetenegine sahip bir vicutmus gibi; keyfi kacan beden nasil



sancilara mekan ve gegit oluyorsa, dyle. Resmin kendini bir beden
ve bir 6zne olarak disleyebilecegi bir coloris: Degisime ugratan,
yani arzuyu uyandiran coloris.” *

Resim yapitinin icinde ortaya ¢ikan imgelere gelince, yasanmis
deneyim ve anm burada ok 6nemli bir rol oynuyor. Bellegin
derinligindeki imgelerin duyum etkisine donismesi olayl, am
cokeltilerinden bir envanter ¢ikartmak degildir. Tersine, bu ig bir tdr
yeniden kurma igidir, tipki Bartlett'in degindigi, hatirlama eyleminin
kendisi gibi: "Hatirlamak, cansiz ve ufacik parcalardan olusan bir
dizi sabit izi yeniden harekete gecirmekten ibaret degildir. Burada,
hayali bir bicimde bir yeniden kurma eylemidir, veya, ge¢mis
tepkilerden ya da deneyimlerden olugmus etken kitle kargisindaki
tavnimizin Gzerinde yUkselen bir yapidir s6z konusu olan; bir
imgede veya bir dil bigiminin bagrinda sik¢a beliriveren su ya da
bu ki¢lk ve anlamli ayrinti karsisinda oldugu gibi.” ®

Bellek imgelerinin ylzeye ¢ikmasi, duyum etkisinin varligin
gerektirir. Bu etki bir yandan aniya kaydolma aninda ansizin belirir,
Ote yandan da olasi bir gincellenme veya uyarilmaya hazir bir
bicimde bellekte beklemektedir. imge etkileme duyumunu tas.
Anilarin imgeleri, bu isleyisin en biylk b&limind olustururlar. Bu
imgeler, kendi baglamlarinin disinda, ge¢miste yasanmis 6zel bir
ana iliskin olan ve i¢lerinde sakladiklar, yaratma eylemi sirasinda
giincellenen bir duyguyu temsil ederler. imgenin ulastirdig bu
etki duyumu, am sahnesindeki aynintilarla ve parcalarla ortaya
¢ikar. Bu nedenle, bu imgeler animsandiklan sirada sanki kendi
baglamlarindan bagimsizlarmig izlenimi verirler. Bu yaratma
eylemi, imgelerin Gzeri Ortdld anlamlarinin animsanmasindan
yola ¢ikarak yaratict imgelemimizi harekete gecirdigimiz, rilyanin
olustugu siradaki duruma yakindrr.

iste benim de aramakta oldugum sey yaratia disiincenin
derinliklerine islemis bu rlya atmosferini gorindr lkilmak.
Burada, resim uzaminin heterojen yapisi bir atmosfer, bir arzu
idealiyle yapita yabanci unsurlarin gesitliligi arasinda bir gerilim
olusturuyor. Bu heterojen dizenin varlig, imgeler sayesinde
harekete gecen duyum etkisini ve resmin plastik maddesini aym
dizlemde bir arada ¢alismama olanak sagliyor. Bir duyumun bir
renkle, bir lekeyle veya bir formla ifade edilebilecegini asla iddia
etmiyorum, ama Oyle saniyorum ki, resim yapma sireci, duyguya ve
maddeye ait olan farkli unsurlar icin ortak bir Gretim alani sagliyor.

Bu durumda, zihnimdeki resim disincesiyle eslesen atmosferi
yaratabilmel icin kimi kez bir tir yas tutmam bile gerekiyor. Ortme,
dekupaj, saydamlik veya saydamsizlik benzeri plastik islemler de,
resim uzaminin igindeki bu gerilimi ortaya koyuyor.

Bu, anmilann katmanlar halinde belirmelerine de yer veren bir
soyutlama slreci, zaman iginde ilerleyen ve gelisen bir disince
isleyisi olarak ortaya ¢ikiyor. Katmanlar halinde ilerleyen calisma,
tezahlrinG arayan bellek ile benzegs olarak ele alinabilir. Resmin
bu atmosferi icinde, imgeler rengin animsanmasindakine benzer
bir tarzda beliriyor; tipki bir birlerinin Gzerine yansitilmis ani-
ekranlar gibi.

Benim i¢in resim, bitirilmek Uzere yola ¢ikilan bir proje olmaktan
cok, katedilecek bir yol gibi.

1BERGSON, Henri, L'energie spirituelle essais et conférences, 1919,
Paris, Presses Universitaires de France, 1967, 132inci baski, s : 97,
serbest ceviri

2TYE, Michael, Consciousness, color and content, MIT Press, 2000,
s:9,

3Terim « [...] Roger de Piles'in Fransiz kelime dagarcigina kattigi ve
‘tim dogal nesnelerin renklerinin gorintstnin taklit edilmesini’
anlatan ve boylece onu bir nesnenin renginden ayrigmasin
saglayan terim. Renk, dogaya aitken, coloris ise, dogal renklerin
sanat araciligiyla yeniden Uretilmesine aittir. », ROQUE, George,
Art et science de la couleur : Chevreul et les peintres, de Delacroix
a l'abstraction, Nimes, Jacqueline Chambon, s : 149, serbest ceviri

“DIDI-HUBERMAN, Georges, La Peinture incarnée ; suivi de « le
chef-d'ceuvre inconnu » par Honoré de Balzac, Paris, les Editions
de Minuit, 1985, s: 26, serbest ceviri

>« Remembering is not the re-excitation of inumerable fixed,
lifeless and fragmentary traces. It is an imaginative reconstruction,
or construction, built out of the relation of our attitude towards a
whole active mass of organised past reactions or experience, and
to a little outstanding detail which commonly appears in image
or in language form. » BARTLETT, Sir Frederick C., Remembering, a
study in experimental and social psychology, Cambridge, Cambridge
University Press, 1932, 1950, s: 213, serbest ceviri
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« Sensation is cosy, colorful, restless and almost alive yet unstable.
Memory is crystal-clear and obvious yet frigid and inanimate.
Sensation craves to fix the insignificance of its lines onto a form.
Memory, on the other hand, searches for material which will fill it up,
make it heavier and finally update it. These two attract each other
and the memory-ghost, with sensation bringing it flesh and blood,
gets corporeal and becomes an entity to lead a dream as a unique
life.» *

If we take the act of creation as a universe by itself, we realize a series of peculiar
rules in its organization. The act of creation, is the action of translating the multi-
diverse inner speech into a new language. Within this order, it seems to me that,
memory forms the foundation of this universe. Along the creation process, in order
to enhance an imaginary language form, we endeavor to re-set what has awakened
in memory and so to create the work that would harbour the past, the now and the
future within. The plastic richness of the painting space is what enables the numerous
possibilities of existing all together to create their private stories (not descriptive or
linear stories at all).

Based on figurative (or non-figurative) data, in  my works intersecting with
the images appearing and disappearing along the creation process, the colour
undertakes its function of creating a dream locale, a continuously transforming space
for remembering. The work documents are right at the beginning of the creation
process and along this process help this dream locale emerge. These documents at
the point of origin of a thought for painting also act as a stimulant in the progress of
the creative work. Whatever is missing in the photograph image, this missing thing
is dreamed of and it is re-set, it is translated into a new language, it is articulated.
Nonetheless, although what triggers and updates the memory images is the work
documents or the photograph image here, the atmosphere created by the colour is
what — along the process — makes the resulting feeling effect visible.

The colour emerges arranging appearing images. If pattern is the first tool of
expression for memory images, the colour should then be the tool that creates the
atmosphere of the painting. Another feature for the colour element is its ability
to trigger memory directly. It sinks down into our memories as a perceptual entity
and almost, without us even noticing, it gets updated within the action of creation.
Since we have the ability to see a colour in our minds, by abstractions representing
previous experiences and based on this colour we could also create the mind image
for this colour. ?

Painting is such a work that it enables the colour, the coloris * to make a crossing,
making the figure pass the surface of the painting, making it appear and disappear;
just like the semi-transparent (diaphane) whose visibility depends on its update: “A
coloris which makes you presume there was space in painting for a sign, a symptom;



as if the painting were a body capable of appearing (épiphasis) and
disappearing (aphanisis); however a body out of spirits becomes
an abode and gateway for pains, like that. A coloris in which the
painting could dream of itself as a body and as a subject: a coloris
causing change, turning on.” #

As for the images emerging in the painting composition,
experiences and memory play a very important role here. The event
of transforming the images in the depth of memory into the effect
of sensation is not taking the inventory of memory precipitates.
On the contrary, this task is one on re-establishing; like the act of
remembering itself as Bartlett has mentioned: "Remembering is
not the re-excitation of innumerable fixed, lifeless and fragmentary
traces. It is an imaginative reconstruction, or construction, built
out of the relation of our attitude towards a whole active mass of
organised past reactions or experience, and to a little outstanding
detail which commonly appears in image or in language form.”

The coming to surface of memory images requires the existence
of the sensation effect. On one side, this effect appears suddenly
on record to memory; on the other side, it waits in memory
ready for a probable update or excitation. The image carries the
sensation of charm. Images of memories establish the biggest part
of this operation. These images represent a feeling, beyond their
contexts, that they keep inside, peculiar to a special moment in
the past and updated during the action of creation. This effect
sensation conveyed by the image emerges by the details and
fragments on the stage of memory. Therefore, when recalled, these
images give the impression that they are independent of their own
contexts. This act of creation is one in which we trigger our creative
visualization - similar to the state where the dream is formed -
based on remembering the implicit meanings of images.

Rendering visible this dream atmosphere which has penetrated
into the depths of creative thought is what | have also been
seeking. Here, the heterogeneous structure of the painting space
builds a tension between the ideal for an atmosphere, a desire and
the diversity of elements alien to the composition. The existence
of this heterogeneous order enables me to work on the same
plane together with the sensation effect triggered by images and
the plastic material of the painting. | never claim that a sensation
could be expressed through a colour, a stain or a form, yet, | believe
that the painting process provides a common production area for

different elements pertaining to feeling and matter. In this case,
in order to create the atmosphere matching with the thought
of a painting in my mind, | even have to grieve in some way
sometimes. Plastic operations like covering, jigsaw, transparency
or opaqueness put forth this tension in the painting space.

An abstraction process letting memories appear in layers
emerges in time as an advancing and developing thought
operation. Awork progressing in layers could be likened to memory
seeking its manifestation. Within this atmosphere of the painting,
images appear similarly as in the remembrance of colour; just like
memory-monitors projected on top of each other.

For me, the painting is a road to cover, rather than a project set
off to complete.

1BERGSON, Henri, L'energie spirituelle essais et conférences, 1919,
Paris, Presses Universitaires de France, 1967, 132. Press, p: 97, free
translation

2TYE, Michael, Consciousness, color and content, MIT Press, 2000,
P9

*Term « [..] Added to French vocabulary by Roger de Piles and
expressing ‘the imitation of the appearance of colors of all natural
objects’ hence distinguishing it from an object's colour. While the
colour belongs to nature, coloris, belongs to the re-production of
natural colours through art.», ROQUE, George, Art et science de la
couleur: Chevreul et les peintres, de Delacroix a l'abstraction, Nimes,
Jacqueline Chambon, p : 149, free translation

4 DIDI-HUBERMAN, Georges, La Peinture incarnée ; suivi de « le
chef-d'ceuvre inconnu » par Honoré de Balzac, Paris, les éditions
de Minuit, 1985, p : 26, free translation

>BARTLETT, Sir Frederick C., Remembering, a study in experimental
and social psychology, Cambridge, Cambridge University Press,
1932, 1950, p: 213
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« La sensation est chaude, colorée, vibrante et presque vivante,
mais indécise. Le souvenir est net et précis, mais sans intérieur et
sans vie. Lasensation voudrait bien trouver une forme sur laquelle
fixer lindécision de ses contours. Le souvenir voudrait bien
obtenir une matiere pour se remplir, se lester, s'actualiser enfin. Ils
s'attirent 'un l'autre, et le souvenir-fantéme, se matérialisant dans
la sensation qui lui apporte du sang et de la chair, devient un
étre qui vivra d'une vie propre, un réve. »*

Si on considere la création comme un monde en soi, on remarque qu'elle a ses
propres regles d'organisation. Elle est constituée d'un acte de traduction dans
une pluralité du discours intérieur. Selon cet ordre, la mémoire me semble étre le
fondement de cet univers. Pendant le processus de création, on reconstruit ce qui est
éveillé dans la mémoire au bénéfice de 'élaboration d'une forme langagiere d'ordre
imaginatif afin de créer l'ceuvre qui abritera le passé, le présent et l'avenir en son
sein. C'est une richesse plastique dans l'espace pictural qui permet aux multiples
possibilités de coexistence de créer leur propre histoire intime, sans que celle-ci soit
explicite et linaire.

A partir des données figuratives (ou non figuratives), mon processus pictural se
déploie dans un jeu d'apparition et de disparition a travers la couleur qui met en
place un lieu de réverie, de réminiscence en transformation. Pendant le processus de
création les documents de travail provoquent le surgissement de cet espace du réve.
Ces documents, en tant que point de départ d'une idée de la peinture, présentent un
effet de stimulus pour l'élaboration du travail créateur. Ce qui est absent dans l'image
photographique est fantasmé et reconstruit, modifié, traduit, monté. En revanche, si
le document de travail, ici, 'image photographique, déclenche les images mentales
et actualise les images de mémoire, ce qui rend visible l'affect suscité au cours de ce
processus, c'est l'atmosphere créée par la couleur.

Lacouleursurgitenorganisantles apparitions de l'image. Sile dessinest'outild’'une
premiére extériorisation des images mentales, la couleur est celui de 'atmospheére
dans la peinture. La couleur a également la propriété de faire appel directement
a la mémoire. Comme une entité perceptuelle, elle s'inscrit dans nos souvenirs et
s'actualise au moment de la création, d'une maniére presque inconsciente. C'est
parce que nous avons la capacité de visualiser une couleur mentalement, que nous
pouvons créer son image mentale a partir de la représentation mnésique de notre
expérience antérieure liée a cette couleur. ?

La peinture fait que la couleur, le coloris, > congoit un passage qui permet a la figure
de traverser la surface et d'apparaitre et de disparaitre, comme le diaphane dont la
visibilité est conditionnée par son actualisation : « C'est un coloris a travers lequel
la peinture se réve comme douée de symptdme, c'est-a-dire douée des capacités
d'épiphasis et d'aphanisis que l'on reconnait a un corps lorsqu'il est habité, traversé,
hanté par les tourments, les virements de 'humeur. C'est un coloris a travers lequel



la peinture aura pu se réver comme corps et comme sujet : coloris
de la vicissitude, donc de l'éveil au désir. » *

Quant a l'émergence des images au sein de l'ceuvre peinte,
l'expérience vécue et le souvenir y jouent un rdle crucial. Ce
devenir affectif des images au sein de la mémoire ne consiste pas
de faire un inventaire des résidus mnémoniques. Au contraire,
c'est un travail de reconstruction tout comme lacte de se
souvenir selon Bartlett : « Se souvenir n'est pas la ré-excitation
d'innombrables traces fixes, sans vies et fragmentaires. Il s'agit
d'une reconstruction imaginative, ou d'une construction, batie sur
la relation de notre attitude a 'égard d'une masse active organisée
de réactions passées ou d'expérience, et envers tel petit détail
significatif qui apparait souvent dans une image ou sous une
forme langagiere. » °

Le surgissement des images de mémoire implique la présence
de laffect. Il est, d'une part, immédiat au moment de s'inscrire
dans le souvenir et d'autre part, en état d'attente dans la mémoire
pour une éventuelle actualisation ou stimulation. L'image véhicule
l'affect. Les images des souvenirs constituent la plus grande partie
de ce fonctionnement. En dehors de leur contexte, ces images
représentent 'émotion liée a un vécu particulier qu'elles gardent
et qui s'actualise au moment de l'acte créateur. L'affect véhiculé
par l'image se présente par détails et par fragments de la scéne
de souvenir. De ce fait, ces images semblent étre impliquées d'une
facon indépendante de leur contexte pendant leur réminiscence.
Cet acte créateur est proche de la formation du réve pendant
laguelle nous mettons a l'ceuvre l'imagination créatrice a partir de
la réminiscence sous-jacente des images.

Je suis a la recherche de l'apparition de cette atmosphére
révée qui s'inscrit profondément dans la pensée créative. A ce
point, 'hétérogénéité de l'espace pictural crée une tension entre
l'idéal d'une atmospheére, d'un désir et la multiplicité des éléments
étrangers a l'ceuvre. Cette existence de l'ordre hétérogéne me
permet de travailler sur le méme plan les affects suscités par les
images et la matiere plastique de la peinture. Je ne prétends en
aucun cas de traduire un affect par une couleur, une tache, ou
une forme, mais pense que le processus pictural offre un espace
de production commun aux émotions et aux matieres. Dans ces
conditions, il me faut par ailleurs faire un travail de deuil pour
construire l'atmosphére de la peinture associée a l'idée de la
peinture que j'ai en téte. Les opérations plastiques comme le

recouvrement, le découpage, la transparence ou l'opacité révelent
cette tension au sein de l'espace pictural.

C'est un processus d'abstraction, une maniére de penser qui
procede dans le temps, tout en réservant la place aux apparitions
de souvenirs par couches. Le travail procédant couche par
couche peut étre considéré analogue a la mémoire, en vue d'une
apparition. C'est ainsi que dans ce climat de la peinture, les images
apparaissent, d'une maniére semblable a la réminiscence de la
couleur, comme les souvenirs-écrans, projetées les unes sur les
autres.

La peinture selon moi, est comme une recherche qui n'est pas
un projet a finir mais un trajet a parcourir.

1 BERGSON, Henri, L'energie spirituelle ; essais et conférences, 1919,
Paris, Presses Universitaires de France, 1967, 132e édition, p.97.

2 TYE, Michael, Consciousness, color and content, MIT Press, 2000,
p.9

3Notion «[...]que Roger de Piles avaitintroduite dans le vocabulaire
francais, et qui consiste a ‘imiter les apparences des couleurs
de tous les objets naturels’, ce qui permet de la différencier de
la couleur d’'un objet. La couleur appartient donc au monde de
la nature, et le coloris a la reproduction, par l'art, des couleurs
naturelles. », ROQUE, George, Op.cit., p.149.

4 DIDI-HUBERMAN, Georges, La Peinture incarnée ; suivi de « le
chef-d'ceuvre inconnu » par Honoré de Balzac, Paris, les Editions
de Minuit, 1985, p.26.

> « Remembering is not the re-excitation of inumerable fixed,
lifeless and fragmentary traces. It is an imaginative reconstruction,
or construction, built out of the relation of our attitude towards a
whole active mass of organised past reactions or experience, and
to a little outstanding detail which commonly appears in image
or in language form. » BARTLETT, Sir Frederick C., Remembering, a
study in experimental and social psychology, Cambridge, Cambridge
University Press, 1932, 1950, p: 213, traduction libre
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Asli Torcu'nun resmi bizi hem duyarli hem de tedirgin edici bir
dinyaya gotlrlyor. Canli ve yalkicl renkler, Veronese yesilleri,
ozellikle de pembeler belli belirsiz aykirt armoniler olusturuyor.
Sanatgi resmini hareketli renklerin dokusundan olusan ve figlr-
lerin mekant olarak karsimiza ¢ikan global bir renk alani olarak
gelistiriyor. Genis dokunuslann, lekelerin ve ¢ok iyi hakim oldugu
akitmalarin cogaldig bu alanda renkli aglar bir birine gecen or-
gller olusturarak gozenekli ve karmasik bir resim dokusu ortaya
cikanyor. inatla bize bakan figtrler, bu dokunun icinde beliriyor.
Bunlar hayalete benzer figlrler; yalin ve dakik bir bigimde c¢izil-
mis ve renk devinmeleriyle silinmis gibiler. Yaprak yaprak boya
katmanlarinin i¢ine islemis, duruyorlar.

Daha sonra da resmin fonundaki giclerin etkisiyle savrulan ve
kendilerini kah tamimlayip kah dagitan figlrler seyirciyle gorsel

Asli Torcu's painting takes us to a world that is both sensual and
anxious. Vivid and lightly acidic colours, Veronese greens and the
pinks in particular form slightly dissonant harmonies. The artist
elaborates the painting like a field of global colours organised by
the textures of mobile colours and inhabited by the figures. The
colorful networks interlace into a profusion of large touches, sp-
lashes and much mastered drips which form a porous and comp-
lex pictorial tissue. Figures looking at us with insistence emerge
out of this texture. These are spectral figures, drawn with preci-
sion and as if erased by colored gestures. They are inserted into
the lamination of layers of paint.

The result for the viewer is a visual game in which the figure is

La peinture d'Asli Torcu nous entraine dans un monde sensuel
et inquiétant a la fois. Les couleurs vives et acidulées, les verts
Véronése et les roses en particulier, forment des harmonies
légerement dissonantes. L'artiste élabore le tableau comme un
champ coloré global, organisé par textures de couleurs mobiles,
habitées par des figures. Des réseaux colorés s'entrelacent dans
un foisonnement de touches larges, de taches et de coulures
trés maitrisées qui forment un tissu pictural poreux et complexe.
Dans cette texture, émergent des personnages qui nous regar-
dent avec insistance. Ce sont des figures spectrales, dessinées
avec précision et comme effacées par les gestes colorés. Elles
s'inserent dans le feuilletage des couches de peinture.

Il s’ensuit pour le spectateur un jeu visuel dans lequel la figure

bir oyun oynuyor. Bunlarin resmin temelini mi olusturdugu, yoksa
ikincil 6nemlere mi sahip olduklar konusunda bir hikim vermek
olanaksiz, ve tedirginlik de bundan kaynaklanmyor olmali. Cogun-
lukla sanat¢inin kendi cevresinden, ailesinden ve dostlarindan
gelen bu figlrler bize, resimlerin, eski fotograflarin baktig1 gibi
balayorlar ve i¢ginde bulunduklan kromatik banyoda hemen o s1-
rada ¢6zUlup erimeye yiz tutuyorlar.

Asli Torcu'nun yarattigr imgeler yavasga sezilebiliyor ancak. Baki-
simizt durmaksizin tersine ceviriyorlar ve bakisimiz ne bir figlrdg,
ne de bir uzam bitinligl icinde kavrayamiyor. Kendisiyle birlik-
te duyarl bir dinya, kaotik ve birden bire hatirladigimiz paralel
bir evren gezdirmeyen bir figlir de goérinir olamaz her halde.

defined and then (it is) undone, carried away by the forces of
the background painting. It is impossible to say whether they are
essential or secondary to the painting, and the anxiety probably
arises from there.

The characters — often close to the artist, family and friends — are
watching us as we look at pictures, photos from the past, and
they already dissolve in the chromatic bath that envelops them.

The images of Asli Torcu are discovered slowly. They constantly
reverse our eyes which can never grasp the completeness of a
figure or a space. Any figure does not seem able to emerge wit-
hout bringing with it an accompanying sensory universe, a paral-
lel world, chaotic and memorial.

se définit puis se défait, emportée par les forces du fond pictural.
Il est impossible de dire si elles sont essentielles ou secondaires
au tableau, et l'inquiétude vient sans doute de la. Les personna-
ges, souvent des proches de l'artiste, famille et amis, nous regar-
dent comme nous regardent des images, des photographies du
passé, et déja ils se dissolvent dans le bain chromatique qui les
enveloppe.

Les images d'Asli Torcu se découvrent avec lenteur. Elles ren-
versent constamment notre regard qui jamais ne peut saisir la
complétude d'une figure ou d'un espace. Toute figure ne semble
pouvoir émerger sans apporter avec elle un univers sensoriel qui
l'accompagne, un monde parallele, chaotique et mémoriel.

Eric Bonnet
20.12.201



Erk | Power, 2011

61x50cmx12 parga,pieces,

Press Tuval Uzerine Kansik Teknik, Poliptik
Mixed Media on Canvas Board, Polyptych



Cicelk Acmis | Blossomed, 2011
70x103cm

Kagit Uzerine Kangik Teknik
Mixed Media on Paper



iki Dost | Two Friends, 2011
70x100cmx2

Kagit Uzerine Kansik Teknik, Diptik
Mixed Media on Paper, Diptych



Iina | Henna Night, 2011
210x145cm

Kagit Uzerine Kansik Teknik
Mixed Media on Paper



S6mine Baginda | By The Fireplace, 2011
132x91cm

Tuval Uzerine Kansik Teknik

Mixed Media on Canvas



e mial

Gurur | Pride, 2011
200x240cm

Kagit Uzerine Karigik Teknik
Mixed Media on Paper



Erkek Evlat | The Son, 2011
203x140cm

Kagit Uzerine Kangik Teknik
Mixed Media on Paper



Piknik I | Picnic |, 2011
140%x207cm

Kagit Uzerine Kangik Teknik
Mixed Media on Paper



Piknik Il | Picnic ll, 2011
140%x207cm

Kagit Uzerine Kansgik Teknik
Mixed Media on Paper



f

Hizmet | The Service, 2011
201x128cm, 201x124cm

Kagit Uzerine Kansik Teknik, Diptik
Mixed Media on Paper, Diptych



Otoportre | Self-portrait, 2006
27%22cmx9 parga, 9 pieces

Press Tuval Uzerine Kangik Teknik, Poliptik
Mixed Media on Canvas Board, Polyptych



La Petite, 2008

146x98cm

Kraft Uzerine Kangik Teknik
Mixed Media on Craft
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