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Resim ve Heykel MUlzeleri Dernegi olarak 38. GUnimuz
Sanatcilari Sergisi'ni gerceklestirmenin gururunu yasiyoruz.

GUnUmUz Sanatcilart Sergileri'nin Glkemiz sanatinin
gelisimindeki rolinl her gecen gin daha net bir sekilde
gorebiliyoruz. Bugln goérsel sanatlar dinyamizda varlik
gosteren ve 6nde gelen bircok sanat¢inin sergilerimizde
yapitlarini géstermis olmalari bizi sevindiren bir gercek.

Bircok 6grenci, sanatci ve klrator, ortak calismalari
sonucunda bu sergileri gerceklestirdiler. Ortak calismanin
getirdigi sorumluluk ve yaklasimla bu uzun soluklu sergilerin
bir parcasi oldular. Jari Gyelerimizin katkilari ile secilen
eserler, klratdr ve sanatcilarimizin ortak calismalariyla
sanatseverlere sunuldu. Bu silrecte en bliylik amacimiz
genc¢ sanatcilarimizin ve 6grencilerimizin gelisimine
destek olabilmektir. Genc¢ sanatcilarimizi sanatseverlerle
bulusturmak ise 6nem verdigimiz diger bir konu. Resim ve
Heykel Mizeleri Dernedi baslangicindan bugtine kadar bu
amagclarla yoluna devam etti ve edecektir.

GunUmuz Sanatgilar Sergisi'ni yillardir dizenleyen Akbank’a
ve bu sergilere kapilarini acan Akbank Sanat'a tesekkur
ederiz. Sergi jurisine ve klratérimize de ayrica tesekklr
borcluyuz. Yarismaya katilan, yapitlari sergilenen ve 6dul
alan sanatcilari ise ylUrekten kutluyoruz.

Gindmiz Sanateilari Sergileri'nin daha uzun yillar devam
etmesi en blyudk temennimiz.

Leyla Belli
Resim ve Heykel Mizeleri Dernegi Baskani

As the Painting and Sculpture Museums Association, we are
proud to have realized the 38" Contemporary Artists Prize
Exhibition.

The role played by the Contemporary Artists Prize Exhibitions
in the development of art in our country has become more
evident with each passing day. We are delighted by the
fact that a great number of prominent artists who have
a presence in the world of visual arts in our country had
previously participated in our exhibitions with their works.

Numerous students, artists and curators were involved
in the creation of these exhibitions through a process of
collaborative work. Heedful of the responsibility and the
particular approach required for collaborative work, they
became part of these long-lasting series of exhibitions.
Through the joint efforts of our curators and artists, the
artworks selected by the contributions of our jury members
were presented to the lovers of art. Our principal goal in this
process is to provide support to the development of our
young artists and students. Another issue that we attach
importance to is allowing the young artists to present their
works to the lovers of art. Since its inauguration, the Painting
and Sculpture Museums Association has been and will
continue to tread the path of upholding these principles.

We would like to extend our gratitude to Akbank for
organizing the Contemporary Artists Prize Exhibition for
years, and to Akbank Sanat for hosting it. We also owe
thanks to the selection committee of the exhibition, and to
our curator. And we wholeheartedly congratulate the artists
who have participated in the competition, exhibited their
works and received a prize.

Our greatest wish is for the Contemporary Artists Prize
Exhibitions to continue for many years to come.

Leyla Belli
Director of Painting and Sculpture Museums Association



GUNDELIK YASAMA DAIR

GuUnluk yasamda karsi karsiya kaldigimiz olagan dalgalanmalar baglaminda bize sunulan ekonomi politikalari, kalturel
yapilanmalar, ekolojik kararlarla 6nerilere yanit olarak, birlikte disinme ve Gretme alanlari glnlik yasamin ayrilmaz bir parcasi
haline geldi. Ve artik giinimuizde sanatsal tretim kavrami -makrokozmosta yaratici alanlardaki tGretim- hayati organize etmenin
gerekli bir bilesenini olusturmakta.

Ote yandan, 1968 Paris situasyonistlerinin, iliskilerin imgelere aracilik ettigi bir dinyay1 6ngérdigu gibi, artik insanlar gercekligi
an'da gosteri baglaminda ele alip, kendileri icin hazirlanan kurallar ve formlarla bir iliskisellik icinde kararlarini veriyorlar. Ve bu
arada sanat, yeni ifade ve etki bicimleriyle hayatin icinde olmaya devam ediyor.

Akbank 38. GUnUimulz Sanatcilar Yarismasi Sergisi icin 2019 Aralik ayindan itibaren Gzerinde ¢alismaya basladigimiz ‘Gundelik
Yasama Dair’ temasi, sinirlarin kiresel pandemi nedeniyle kapanmasi, bu nedenle olusturulan yeni stratejiler ve politikalar
baglaminda daha fazla tGzerinde konusacadimiz bir durumu goésterdi. Cok daha keskin olarak yuritilen politikalarla, yUzlestigimiz
sorunlarin ve gutincel yasamin icinde yasama dair, gérmedidimiz kacis noktalarinin yeniden kesfedilmesi gindeme geliverdi.

Buglne kadar edindigimiz pratikleri tamamen terk edip yeni yasam pratikleriyle karsi karsiya oldugumuz, buna zorlandigimiz bir
deneyim doneminden geciyoruz. Bu dénemde sanatcinin neyi deneyimledigini ve bu doneme karsilik olarak verecedi yanitinin ne
olabilecegini Furkan Depeli, Abdulvahap Uzunbay, Delal Eken, Diren Demir, Engin Konuklu, Elif Ozen, Beril Or, Hamza Kirbas, Kemal
Yildiz, imelda Kuyumcu, Kemal Kahveci, Rana Kelleci, Yunus Tilen, Mert Acar, Davut Yicel, Kibra Gurlesen’le birlikte distinme ve
Uretme surecini yasadik.

“Birlikte ve bagimsiz” olarak ele aldigimiz yerlestirme dizeninde “ortak yasam”a dair bilginin ele alindigi bir bélimden baslayarak
sorularimizi sormaya basladik. Ve sanatcilarin ginlik yasamda sanatin temsiline iliskin formlarla, bu konudaki éngérulerini
tartismaya actik.

Varolan toplum imajinin, endlstri baglaminda yeniden tasarlanmasina yénelik sdylemlerle yeniden tartismaya acildigi
ginimuzde, acaba yaratici alanlardaki déntsim/degdisim icin ne distnilmektedir?

Bu baglamda “zithk” sorunsalina deginen dijital ve konvansiyonel tretimlerin bir arada sunumunun ortaya cikardigr karsithgin
“imaj dretimi” baglaminda icerdigi siddet ve bizzatihi politikalarla somutlanan bir gercekligin farkindahigini gdstermektedir.

Son katmanda “dil ve populer GUretim” sorunsalina verilen yanitlara yer verirken, aklimiza takilan soru ise son yillardaki sosyal
gelismelerin bir sonucu olarak sistemlestirilen ve resmi olarak da zorunlu-kullanilir hale gelen, ag baglantili sosyallik, yaratici
alanlara ait verilerin olusturulmasi ve artik cogunlukla temsiliyetin de bu kavramla baglantili olarak sekillendirilmesi icin dnemli
bir ortam olusturmaktadir.

Kendi Uretim sUrecinizde bu durumu nasil konumlandiriyorsunuz? Onerileriniz nelerdir?

Jurgen Habermas 10 Nisan 2020 tarihli Le Monde* gazetesinin internet sayfasinda yayimlanan réportajinda “Bu krizde, cok acik
olarak bilmedigimizi bilerek hareket etmeliyiz.” diyor. Habermas'in dikkat cektigi “bilmedigimizi bilmek” sorunsalina iliskin olarak
“Ongériniiz nedir? Sanatta simdi neyi bilmeliyiz?” sorularini da sanatcilara sorduk.

Bu slre¢ tim yaratici alanlarin hayati anlamli kilma yénindeki 6nemli unsurlardan biri oldugunu lineer bir baglamda géstermis
ve “mesafe” fikrine de daha farkli bakmamiz icin bir firsat olarak ortaya cikmistir. Keza, sanat alanindaki tretimlere baktigimizda
mesafe (hem yakinhk uzaklik ve hem de kultirler arasindaki temassizliktan kaynaklanan) kavraminin énemsizligini gérmek
oldukca heyecan verici. Ote yandan “deder” kavraminin da ne kadar dederli ve dnemli oldugunu gérmek bu dénemde cok
onemliydi.

Kavramsal ¢cercevede sordugumuz bu sorulara karsilik olarak verilen yanit sanatcinin herseye ragmen “Gretme inadi” ve
beraberinde gelistirdigi, “basa cikabilme direnci’dir. Her seyin sanatin malzemesi olarak gérilebilme istegi ve israrinin devam
ediyor olmasi umut verici. Ses, hareket, koku, yazi, beden, rakamlar, cesitli isaret dilleri, dijital mecranin olanaklari, kodlar, iletisimin
tUm araclariyla, geleneksel ve yerel malzemenin kullanildigr cok boyutlu, katmanli bir Gretim alanindan ve de sirecteki sayisiz
deneyimin yer aldigi bir dinyadan bahsediyoruz.

Peki buglin yasamin sanatsal bicimi nedir? Ve ginlik deneyimler gelecedin sanatcilarini bu yeni gerceklerdeki rollerine nasil
hazirliyor? Hangi yanitlarla sirecin gelisimine katki saglarken, tartisiimasini da sagliyor?

T. Melih Gérgilin

Notlar:
1) Habermas. J,, “Dans cette crise, il nous faut agir dans le savoir explicite de notre non-savoir.” Le Monde, Publi¢ le 10 avril 2020.
2) Bu metinde Nato Thompson'un 2007 yilindan beri gerceklestirdigi “Creative Time” projesinden yararlaniimistir.

3) Hannah Arendt, Lying in Politics, Lying and History, 1969 (Tirkcesi: Siyasette Yalan, cev. imge Oranli, Berfu Seker, istanbul, Sel Yayinlari, 2018) imajin Tarihi bslim, s. 85-90



ON EVERYDAY LIFE

In response to the economic policies, cultural constructs, ecological decisions and suggestions that are presented to us in the
context of the usual fluctuations that we face in our everyday lives, the realms of thinking and producing together have become
integral parts of daily life. And in our present-day, the concept of artistic production — the production that takes place in the
creative realm within the macro cosmos — is now a necessary component for organizing life.

On the other hand, as the Situationists of Paris of 1968 have forecast a world of relations mediated by images, people are now
considering reality in the present moment in the context of the spectacle, and making their decisions through a relationality
with the rules and forms prepared for them. And in the meantime, art continues to exist in life with new forms of expression and
means of influence.

‘On Everyday Life’ theme that we have been working on since December 2019 for the Akbank 38th Contemporary Artists Prize
Exhibition ended up yielding a situation in which we would be talking a lot more about the new strategies and policies that were
initiated due to the closing off of borders because of the global pandemic. As a result of the rather drastic policies that were
put in place, the rediscovery of the points of escape regarding the problems we face and concerning our daily lives that we were
failing to see in everyday life came to the fore.

We are experiencing a period in which we had to completely abandon the practices we were used to and are forced to adopt new
life practices. During this period, together with Furkan Depeli, Abdulvahap Uzunbay, Delal Eken, Diren Demir, Engin Konuklu, Elif
Ozen, Beril Or, Hamza Kirbas, Kemal Yildiz, imelda Kuyumcu, Kemal Kahveci, Rana Kelleci, Yunus Tilen, Mert Acar, Davut Yucel, and
Kibra Gurlesen, we went through the process of thinking about and producing work on what the artists were experiencing and
what their response regarding this period could be.

In the installation scheme that we were dealing both “in collaboration and independently”, we began posing our questions
starting from a section focusing on information concerning “coexistence”. And we initiated a discussion on the forms of the
representation of art in everyday life and the artists’ projections on this subject matter.

At a time when the image of society is reconsidered through the discourses concerning its redesign in the context of industry,
how was the transformation/change in the creative fields perceived?

The inherent violence in the context of “image production” through the contrast brought about by the side by side presentation
of digital and conventional works that deal with the issue of “conflict” acts as a manifestation of the awareness of a reality that
is also concretized in the very policies that are being implemented.

On a final level, as we were presenting the responses on the issue of “language and popular productions”, one question that
was stuck in our minds was concerning online socialisation, which has become a system in its own right as a result of the social
developments in recent years and has become officially compulsory or widely used, and has generated a significant environment
for the creation of the data pertaining to the creative fields and predominantly in shaping representation in connection with this
concept.

How do you place this situation in your own process of production? Do you have any suggestions?

In an interview published on the website of Le Monde* on 10 April 2020, Jirgen Habermas said, “In this crisis, we must act in the
explicit knowledge of our not-knowing.” What are your thoughts regarding the problematic of “knowledge of our not-knowing”
pointed out by Habermas? What is it that we should know in art now? These were also among the questions that were posed to
the artists.

This process has revealed in a linear context that all creative fields were among the important constituents that make life
meaningful, and that this is an opportunity for us to contemplate the notion of “distance” differently. Likewise, when we look at
the works produced in the field of art, it is quite thrilling to see the insignificance of the concept of distance (caused both by
the degree of closeness or farness and the lack of contact between cultures). On the other hand, during this period it was also
equally significant to see how valuable and important the concept of “value” is.

The answer we got in response to these questions we posed within the conceptual framework was indicative of the artists’
“persistence in producing” and their “resilience in coping” developed alongside this. It is quite reassuring to see that the desire
and insistence to view everything as a material for art continues. We are talking about a multi-dimensional, layered realm of
production in which sound, movement, scent, text, body, numbers, various sign languages, the possibilities offered by digital
media, codes and all means of communication are used together with traditional and local materials, as well as a world involving
the countless experiences in the process.

So, what is the artistic form of life today? And how do everyday experiences prepare the artists of the future for their roles in
these new realities? Which responses contribute to progress in the process while at the same time encouraging a discussion on
the matter at hand?

T. Melih Gérgiin

Notes:

1) Habermas. J,, “Dans cette crise, il nous faut agir dans le savoir explicite de notre non-savoir.” Le Monde, published on 10 April 2020.

2) The “Creative Time” project organized by Nato Thompson since 2007 was a source utilised in writing this text.

3) Hannah Arendt, Lying in Politics, 1971 (Turkish translation including Cathy Caruth's article, Lying and History, 2009. Hannah Arendt, Siyasette Yalan, trans. imge Oranli, Berfu Seker,
Istanbul, Sel Yayinlari, 2018). From the chapter, History of the Image, pp. 85-90.
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Akbank 38. GUnumuz Sanatcilari Yarismasi Sergisi icin secilen sanatcilarimizin, “Glindelik Yasama Dair”
konusu baglaminda olusturdugumuz sorulara verdikleri yanitlarla, distncelerine ve 6nerilerine burada yer verdik.
Bu projenin en basindan itibaren birlikte Gretmeye ve disinmeye yonelik bir streci deneyimleyerek, karsilikli bir
paylasim icinde olmaya da 6zen gosterdik.

Temsiliyet baglaminda ise kavramsal cerceveye bagli olarak sanatcilarla birlikte gelistirdigimiz bir yerlestirme ve
gosterim slrecini de deneyimlemeye 6ncelik verdik.

Paylasimci bir calisma ydontemi, strateji belirlemede dnemlidir. Ve bu baglamda slreci deneyimleyen sanatcilarin
Onerilerini ve yine sirece bagl olarak gelisen katilimei vizyonlarini, yanitlariyla géstermeyi tercih ettik.

Sorular T. Melih Gérgun tarafindan hazirlanmistir.

1. Sizin icin, glinlik yasamda sanatin temsiline iliskin formlar ne olabilir? Ongériileriniz nedir?

2. Jurgen Habermas, 10 Nisan 2020 tarihli Le Monde* gazetesinin internet sayfasinda yayimlanan réportajinda
“Bu krizde, cok acik olarak bilmedigimizi bilerek hareket etmeliyiz.” diyor. Habermas'in dikkat cektigi

“bilmedigimizi bilmek” sorunsalina iliskin olarak 6ngoériniz nedir? Sanatta simdi neyi bilmeliyiz?

3. Gunltk deneyimlerimiz, gelecedin sanatcilari olan sizleri, sanat Gretimine yonelik olarak motive etme ve yon
gosterme baglaminda nasil etkiliyor?

4. Toplumun imajinin, endistri baglaminda yeniden tasarlanmasina yénelik sdylemlerin dile getirildigi glinimuzde
yaratici alanlardaki dontstim/degisim icin ne distnlyorsunuz?

5. Son yillardaki sosyal gelismelerin bir sonucu olarak sistemlestirilen ve resmi olarak da zorunlu-kullanilir hale
gelen ag baglantili sosyallik, yaratici alanlara ait verilerin olusturulmasi ve artik cogunlukla temsiliyetin de bu
kavramla baglantili olarak sekillendirilmesi icin dnemli bir ortam olusturmaktadir. Kendi Uretim slrecinizde bu
durumu nasil konumlandiriyorsunuz? Onerileriniz nelerdir?

*“Dans cette crise, il nous faut agir dans le savoir explicite de notre non-savoir.” Le Monde, Publié le 10 avril 2020.

Here, we have included the thoughts and suggestions of the artists selected for the Akbank 38 Contemporary
Artists Prize Exhibition through their answers to the questions we have conceived within the context of the subject
“On Everyday Life”. From the very beginning of this project, we were keen on maintaining a mutual involvement and
interaction through observing a process of producing and thinking together.

On the other hand, in the context of representation, we also prioritized the experience of the installation and
display processes that we have developed together with the artists in tune with the conceptual framework.

A participatory method of working is quite important in devising a strategy. And in this context, according to the
suggestions of the artists who were experiencing this process, we opted for presenting their participatory visions
that have developed during the process through their answers to these questions.

The questions were prepared by T. Melih Gorgun.
1. In your view, what forms might the representation of art in everyday life take? Do you have any projections?

2. In an interview published on the website of Le Monde* on 10 April 2020, Jirgen Habermas said, “In this crisis, we
must act in the explicit knowledge of our not-knowing.” What are your thoughts regarding the problematic of
“knowledge of our not-knowing” pointed out by Habermas? What is it that we should know in art now?

3. How do daily experiences affect you, as the artists of the future, in terms of motivating and guiding you in the
process of producing art?

4. At a time when there are ongoing discourses concerning the redesign of the image of society in the context of
industry, what do you think about the transformation/change in the creative fields in our present-day world?

5. Online socialisation, which has become a system in its own right as a result of the social developments in
recent years and has become officially compulsory or widely used, has generated a significant environment
for the creation of the data pertaining to the creative fields and predominantly in shaping representation in
connection with this concept. How do you place this situation in your own process of production? Do you have
any suggestions?

*“Dans cette crise, il nous faut agir dans le savoir explicite de notre non-savoir.” Le Monde, published on 10 April 2020
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Abdulvahap Uzunbay

1992, Batman

Atatirk Universitesi, Glizel Sanatlar Fakiltesi, Resim Balim
Atatirk University, Faculty of Fine Arts, Department of Painting

Denetlenemeyen icin Monolit

Monolith for the Uncontrollable

Enstalasyon Installation

112 adet sikistirilmis kagit tomari ve demir tel
112 compressed paper wads and iron wire
312x 40 x 6 cm

2020
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1. Kuresellesen dinyada ‘ben’, birlesik/butlnlesik yapi hayalini gliclendirmek lizumu duymazsam ‘insan kur(t)
ulusu'nun bir parcasi olan sanat adina yaratilacak yeni formlari hayal edemez-olus ile cezalandirilacakmisim gibi
hissetmekteyim.

TUum duyarhlik bicimlerinin toplami olarak sanatin zamana ve mekana gore degistigi —bilinip/bilinmeksizin-
gunlik yasamin toplumsal / ekonomik / kilttrel / siyasi temsiller coklugunu ortaya cikaran iliskilerle bicimlendigi
unutturulmus insanlar icin bir Snem arz etmedigi aciktir. Yine de gtnubirlik hayalleri hayal etmemeyi temsilen,
kendinden mesul (sanat) formlari ortaya ¢cikarmakla mesgul kilinmis sanateilar ‘is'lerinin basinda durmaktan
vazgecmemektedir. Simdilerde, formlarin formlari izledigi yepyeni bir tarih ve estetik ortaya cikarmayi
kaniksamis, 6zgUrlesmis, estetiklesmis, inanmis ve evrensellesmisler icin formlar sistemi diyebilecegimiz ‘bir stil'in
varhgindan kimsecikler haberdar degilmis gibi davraniimaktadir. Boylelikle, dinyayla kurulacak yeni ve mantikli
bir iliskiye yon vermek ihtimali belirmektedir.

2. Jurgen Habermas'in ‘Bilmedigimizi bilerek hareket etmeliyiz’ dnermesi, haddini hududunu bilenlere ‘moral’
niyetinedir; dogruyu ve yanlisi ayirt etmek konusunda kaygi duyanlar birliginin sézctligund yaptigi da
soylenebilir. TUm dinyayi saran pandeminin insanlar Gzerinde yarattigr “COVID'li olmak ya da olmamak, iste tim
mesele bu’ etkisini tarihin bir tecellisi gibi dederlendirilmise benzemektedir.

Yasanan/yasanmakta olan strec¢ hakkinda (sanat) tarihsellik cagrisimi yapan sézkonusu dnerme, olumsuzluklarin
(krizin) kaynak/kéken arayisina yénelmeyle degil, sirec yénetimiyle asilacaginin imasidir. insanlik dramina
doéntsen pandemi kosullarinin/kisitlamalarinin Sokratvari ‘kendini bilme'den, Shakespearevari monologa

doéntsen saplantili 8limstzlUk tutkusuna -esdeyisle 6lim korkusuna- degin, (¢)evrimsel olma durumuyla mesgul
olunmakta, hayati kusatan sanatin da kapsami alanina girmektedir.

Sanatci bireylerin, sanat alimlayicilarinin ve sanat etkinliklerinin ‘cevrimdisi’ olamayacagini bilmenin bulas hizi
giderek artmaktadir. Bu, 18. yUzyil Aydinlanma Cagi’'nin ‘gérmek goértlmektir’ diyenlerince ivme kazandirilmis
‘takip sistemi’'nin vaatleri olarak algilanabilecegdi gibi, ‘egemen olan'in tahakkimu altina girmeye génllt olanlarin
teslimiyetinin de ifadesi olmaktadir. Oyle ki, glinimiz toplumlarinin bilincalt, bilinclstld yada bilincdisi oluslari
degil, yapilan glncellemeler ile ne tirden bir bilinc esigi repertuari olusturup neye dénustukleri sorgulanacaga
benzemekte/gdzlemlenmektedir.

3. Sokratvari kendini bilmeyi hatirlatan Habermas'i hakli cikaran/cikarmak isteyen dijital mecraya bakmaktayiz
oteki herkes gibi... Pandemik sosyallesme mecrasinda fikrine ve zikrine ihtiyac duyulanlar online olduklarinda
arkalarinda fon olan ‘kitapliklar’nin modeli ve boyutuna dedil, géz ucuyla raflarin ne icerdigine bakanlarin/
bakmasi muhtemel olanlarin ekran boyutlari kag in¢ ise okadar etkilendiklerine taniklik etmekteyiz diye
disinmekteyim: ‘Motivasyonumuz gelip-gecici, ucucu-kacici ve deneyimlerimiz her daim gtincel’.

4. icinde yasadi§imiz sanayi sonrasi toplumun déntsimiinin, degdisim potansiyeli dlctisiinde her seyin mimkin
olduguna inanmaktayiz dzellikle son otuz yildir. Nihai olarak, dogayi anlama, dogaya egemen olma ve dogay!
donlstlrme evlerinden gecen ‘insan’ ile ‘6teki insan’ arasinda kurulamayan arz-talep iliskisi, kllttrel, sosyal,
siyasal olmayan ‘ekolojik bilgelik’ (t)arzini yaratti. Dur durak bilmeyen teknik/teknolojik gelismelerle algilanamaz
hale gelen bir dinyada, ‘olasi dinyalar’ yaratmaktan baskaca care de yok sanki.

Fon mu? Form mu? Gériingl mi? islev mi?
Her kim olursak olalim, tercihimiz ne olursa olsun, gérinenin dtesine, gérinmeyenin ardina, art arda gelen degisim
ve donUsiime bakisimiz, yeni ile bulustumuzda degil eskiyi unuttugumuzda islev gérmekte...

5. Benim olasi dinyam, fon degil ‘form'dan, yargi degil ‘vargi'dan yana tercihler ile deneyimleniyor; her seye ve
herkese kendi disimizda degil kendimizle birlikte anlam vermekte oldugumuzu unutmamali, solugumuzu kesen
‘temsil edil(e)meyen’e yeni bir konum kazandirmaya odaklanmaliyiz. Zira ‘konum’un yoni ve dogdrultusu, baslangic
noktasinin ne oldugu degil, ne zaman oldugunun daha 6nemli oldugu ‘gercek diinya'da sanat, hep ayni ayar(lar)da
olundugu yanilsamasini yaratmaya zorlamaktadir bizi.

1. ' in the globalizing world, feel like if | don't feel the need to reinforce the dream of the unified/integrated structure, | will be

punished with being unable to imagine new forms to be created in the name of art that is a constituent part of the ‘human
salvation/enterprise’.

It is clear that art, as the sum of all forms of sensibilities, changing according to time and place — whether known or
unknown — and shaped by relations that reveal the multiplicity of social/economic/cultural/political representations

of everyday life, does not amount to anything in the eyes of those who were made to forget these. Nevertheless, as
representatives of not dreaming day-to-day dreams, artists designated to engage in disclosing self-responsible (art)

forms will not refrain from carrying on their ‘duties’. Nowadays, in terms of those who have been inured to, freed from, have
aestheticized, convinced of and have universalized the uncovering of a brand new history and aesthetics in which forms
follow forms, the shared mode of conduct is to act as if nobody is even aware of the existence of a ‘style’ that could be called
a system of forms. Thus emerges the possibility of guiding a novel and rational relation to be constructed with the world.

. The premise postulated by Jirgen Habermas that ‘we must act in the .. knowledge of our not-knowing’ was intended

to boost the ‘morale’ of those who know their place; it could also be said that he is acting as the spokesperson of the
community of those concerned about distinguishing between right and wrong. It seems that the effect of ‘to be or not to be
COVID, that is the question’ that the pandemic which has the whole world under its grasp has on people, was evaluated as a
manifestation of history.

This proposition, which involves a (art) historical association concerning the process that is experienced/being experienced,
implies that the unfavourable effects (the crisis) will be overcome not by looking for sources/origins, but by process
management. The conditions/constraints of the pandemic that has turned into a human drama gave rise to a variety

of reactions from Socratic ‘self-knowledge’, to an obsessive immersion in immortality — in other words, fear of death -

that has transformed into a Shakespearean monologue, and the state of being present online/in evolution has become a
preoccupation, while also falling within the scope of art that encompasses life.

The rate of contagion of the knowledge that artist individuals, receivers of art and art activities cannot be ‘offline’ is
escalating. While this can be perceived as the promises of an accelerated ‘monitoring system’ of the 18th century Age of
Enlightenment, proclaimed by some as ‘seeing is to be seen’, it is also an expression of submission by those volunteering to
yield to the hegemony of the ‘authority’. Such that, it seems, or rather, it could be observed that today’s societies will not

be evaluated on their condition of being subconscious, superconscious or unconscious, but on what kind of a preconscious
repertoire they have formed and what they have transformed into.

. What we are looking at, like everyone else, is the digital medium that justifies/wants to justify Habermas, who reminds us

of the Socratic notion of self-knowledge... In the medium of socialisation of the pandemic, when the people whose ideas
and utterances are needed become onlineg, | believe what we are witnessing is that those who concentrate not on the model
and size of the ‘libraries’ that constitute the backdrop behind the speakers’ back, but try to/might possibly be trying to
catch a glimpse of what those shelves contain are affected proportional to the size of their own screens: ‘Our motivation is
ephemeral, volatile and fleeting, and our experiences are always up-to-the-minute’.

. Especidlly in the last thirty years, we are convinced that everything is possible in terms of the potential of change inherent

in the transformation brought about by the post-industrial society that we live in. Ultimately, the relations of supply-
demand that could not be established between the ‘human being’ who had been through the bases of understanding nature,
dominating nature and transforming nature and the ‘other human being’, generated the cultural, social and non-political
style/supply of ‘ecological wisdom'. In a world that has become impossible to perceive because of the relentless technical/
technological developments, there seems to be no way forward other than creating ‘possible worlds’.

Is it background? Is it form? Is it phenomenon? Is it function?

No matter who we are, regardless of our preference, beyond the visible, behind the invisible, our view of the change and
transformation that come in succession functions not when we meet the new, but when we forget the old...

. My possible world is experienced through preferences in favour of ‘form’ rather than background, with an inclination towards

‘conclusion’ rather than judgment; we should not forget that it is not without ourselves but with ourselves that we give
meaning to everything and everyone, and we should focus on providing a new place to the ‘unrepresented/unrepresentable’
that takes our breath away. Since, in ‘the real world’, where the direction and orientation of the ‘place’ and not where

but when its starting point is located is more important, art forces us to create the illusion of always being at the same
setting(s).
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. Her sey.

. Giorgio Agamben’in Cagdas olan nedir? adli eserinde dedigi gibi “.. cagdas olmak, icinde hic bulunmamis

oldugumuz bir simdiye donmektir”. Dolayisiyla bilmedigimizi bilmek, Sokratesten beri belki de cagdas olabilmek,
simdiyi anlayabilmek icin farkinda olmamiz gereken en énemli sey olabilir.

. Sanateilarin glnlik hayatlarindan bagimsiz Gretim yapmasi bana imkansiz gérintyor. Bir ekrandan durmaksizin

bir veri akisina maruz kalan biz ‘ginimuz sanatcilarinin’ etraflarinda olup bitenden etkilenmeden Gretmesi ne
kadar mUmkuin olur bilemiyorum. Bu, bitin dinyayi etkileyen global bir olay olabilecegi gibi, ocakta kaynayan
caydanlik kadar siradan bile olabilir.

. Soruyu cevaplamaya calisirken bu konu hakkinda pek kafa yormadigimi fark ettim. Sanirim bu konu hakkinda

pek disinmuyorum.

. Uretirken, ‘ag baglantili sosyallik’ ya da oradaki temsilime iliskin distinerek calismiyorum. Daha énce de

belirttigim gibi bilerek ya da bilmeyerek bu veri akisi benim bir parcam oldugu icin islerimi de etkiliyor. Fakat
buralardaki temsilimi kendi Gretim alanimda herhangi bir yerde konumlandirmiyorum. Sanirim benim icin
temsiliyet ve Uretmek yan yana gelen durumlar degiller. Ancak bu mecralardaki temsiliyetin éneminin, hatta
glnumizde neredeyse her seyin bu temsiliyetten ibaret oldugunun da farkindayim.

. Everything.

. As Giorgio Agamben says in his essay ‘What is the Contemporary?’, “to be contemporary means ... to return to

a present where we have never been.” Therefore, the knowledge of our not-knowing may be the most important
thing that we need to be aware of in order to be contemporary, to understand the present, since Socrates.

. It seems impossible to me for artists to produce work independent of their everyday lives. | do not know how

possible it would be for us ‘contemporary artists’, exposed to a continuous stream of data on a screen, to
produce work without being affected by all that is happening around us. This could be a global event affecting
the whole world, or even something as mundane as a kettle boiling on the hob.

. As | was trying to answer the question, | realized that | did not give this issue much thought. | guess | don't dwell

on this topic much.

. When | am producing artworks, | don't work thinking about ‘online socialisation’ or about my representation in

that realm. As | have mentioned before, knowingly or unknowingly, as this flow of data is a part of me, it affects
my artworks. But | do not place my representation there anywhere in my realm of production. | guess, for me,
representation and production are not matters that are juxtaposed. However, | am fully aware of the importance
of representation in that medium, and that today almost everything consists of nothing other than this
representation.
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GUnUmuUzde, sanatin herhangi bir tird adina belirlenmis bir formu konusmanin sanatciyi yaratici stirecten
uzaklastiracagini distntyorum. Belki formun icerige bagh oldugu belirli tirleri istisna kabul edebiliriz. Fakat
bunun disinda, hayatimiza giren ve bizi kusatan bir cok uygulamanin bizi zaten ¢ok yénli davranmaya ittigini
sdylemek mUmkan. En basit gtiindelik davranis bicimlerimizi bile birden fazla ¢iktisi olacak sekilde yasiyoruz.
Yasamsal bir ihtiyac olarak yemek yeme eylemimizin herhangi bir “katilimer” 6zelligi bulunmazken bunu sosyal
medya Uzerinden katilimci bir etkinlige donistlirmemiz cok kolay. GUnimUz sanatinin da bu davranis bicimine
uygun sekilde cok formlu, birden fazla ciktisi olacak sekilde gerceklesecegini distindyorum. Fakat bu distnce
yeni form arayisina da ayni mesafede duruyor. Sanatin temsiline iliskin yeni form énerim mevcut buttn formlarin
birbirine karisip, yapisip birbirlerini deforme etmelerinde.

Sair Turgut Uyar, 1985 yilinda “Efendimiz Acemilik” isminde bir yazi yayimladi. Bir sairin siirsel “ben”ini bulma
cabasindan cok, bu yazisinda Uyar, yasadigi donemin gelismeleri karsisinda topluma ve gercekliklere
yabancilasan bireyin, cagin degisimlerine uyabilmesi ve kendi bdtinselligini olusturabilmesi icin “bilmemeyi”

yani acemi kalmayi éneriyor. Habermas’in bugun icin artik yapisal bir 6neriden ziyade hayatin gercegi olarak
altini cizdigi “bilmeme” durumu, data okyanusunda ylzdigimuiz, sanal gercekligin hayatlarimiza girdigi ve yapay
zekanin acaba hangi meslek gruplarini daha insanhgin elinden alacagini konustugumuz buguinler, “bilmedigimiz”
gercegi olsa olsa yeni bir tir mizah anlayisi kesfetmemizi zorunlu kilar.

. Ne yazik ki her sey cok hizli klisesini yasiyoruz. Belki daha sonra baktigimizda 1950’ler modernizmiyle

baslayan sidrecin devami olarak gérebilecegimiz, sanat ve sanatci kavramlarinin bir kirllma daha yasayacagini
distntyorum. Bu kirilma sdreci henldz tam anlamiyla yasanmadigi ve dolayisiyla tamamlanmadidi icin sanatcilar
olarak simdilik icimizdekilerileri kusacagiz. Bugunu, bu dénemi baska dénemden ayiran aslinda bir sey yok.
Palimpsest, bizim icin bir aliskanlik.

1950'lilerle baslayan strecte sanatcilar, distnurler bir takim kararlar almisti. Alinan bu kararlar yeni sanat
anlayislarini ve bicimlerini; devrimsel disUnceleriyle beraberinde getirmisti. O gliinlerden bugiine cok fazla
zaman gecmedi aslinda. Hala belirli rolleri yasiyoruz. Dolayisiyla adimiza bir seylerin yeniden tasarlanmasi cok
olagan. Belirleyici olan, bizim onlara ne kadar bagli kaldigimiz olmali. Yaratici alanlarin kendi bagimsiz dillerini ve
mekanlarini kurmalari bunda belirleyici olacaktir.

Bir yandan yasamsal bir slreci de icerdiginden zor bir konu bu. Anlamaya ve icsellestirmeye calisiyorum. Endise
ve heyecani bir arada barindiriyor. 2000’lerde, internet artik bitdn evlere girdiginde, yazih kiltlr-gorsel kaltar
tartismalari yapiliyordu. Bugiin icin bitdn bir temsiliyet tartismasi gindemde. Henlz bir sey “bilmedigimi”
biliyorum.

1. In our present day, | believe speaking of a predetermined form for any type of art will be distracting the artist

from the creative process. Perhaps we can consider certain categories in which the form is dependent on the
content as exceptions. But apart from that, it is possible to say that a number of applications that entered our
lives and besieged us have already compelled us to behave in a multifaceted way. We perform even the simplest
everyday behaviours to yield more than a single output. While our act of eating, a vital necessity, does not have
any inherent “participatory” characteristics, it is quite easy for us to turn this into a participatory event on social
media. | think, in line with this mode of behaviour, today’s art will also be configured in a multi-formed fashion
and with more than one output. But this idea is at an equal distance to the quest for new forms. My proposal for
a new form of representation of art lies in all existing forms blending together, getting stuck to one another and
deforming each other.

. The poet Turgut Uyar published an article titled “Efendimiz Acemilik” (Our Master Novicism) in 1985. Rather than

a poet’s quest for his poetic “self”, in this article Uyar proposes “not-knowing”, that is to say, staying a novice,
as a strategy for the individual, alienated from society and realities in the face of the developments of the
period he lives in, so that he can adapt to the changes of the age and construct personal integrity. Habermas
emphasizes the condition of “not-knowing” as the reality of life today rather than a structural recommendation,
and in these days when we are swimming in an ocean of data, when virtual reality has become part of our lives,
and when we are discussing which professions will be affected next when artificial intelligence replaces human
beings, the fact that “we do not know” would at most force us to discover a new sense of humour.

. We are experiencing the cliché that unfortunately everything is happening too fast. | think the concepts of art

and artist will be undergoing another rupture, perhaps one which we can see at a later date as the continuation
of the process that started with the modernism of the 1950s. Since this process of rupture has not yet been fully
experienced and therefore not complete, for now, we, the artists, will continue disgorging whatever is inside us.
There is actually nothing much that separates this period from any other. Palimpsest is a habitual practice for us.

. In the process that started in the 1950s, artists and thinkers had made some decisions. These decisions

brought about new conceptions and forms of art, alongside the revolutionary ideas. Not much time has passed
since those days actually. We are still living determined roles. So it’'s quite normal that some things are being
redesigned on our behalf. The determining factor here should be how much we comply with these. The creative
fields establishing their own independent languages and spaces will be decisive in this.

. This is a difficult subject as it also involves an aspect of the process of living. | am trying to understand and

internalize. It involves both anxiety and excitement at the same time. In the 2000s, when the internet was now
in every home, there were discussions on written culture/visual culture. Today, there is a whole representation
debate on the agenda. | know that “I do not know” anything yet.
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. Oncelikle giindelik yasamin hareketlenmelerini daha bitincil olarak gérmeye calisiyorum. Gecmisi ile birlikte,

didnya Gzerinde var olan her parcanin, biciminin ve sesinin bir sanat formu olusturma olasiligi hep yer aliyor benim
icin. Buna, glindelik yasamin izini Gzerinde barindiran, kaldirim kenarindaki ¢op poseti de dahil olmak Gzere.

. Bilginin belirsizligi durumunda, dogrulugunu veya kesinligini tartisabilecek bir alani birakabilmekten bahsediyor

diyebiliriz Habermas. Dayatilan alg sistemleri icerisinde degisen politikalar oluyor, insan odaginin yarattigi

krizler olusuyor. Bu sirecte glindelik yasamdan bagimsiz sekilde bir dinya olusturmaya pek sicak bakamiyorum.
Sanatta bunu sunu bilmeliyiz gibi bir gereklilik kipi kulanmak istemem ama buginin giindeminin agirlig karsinda,
kayitsiz bir dil olusturma taraftari degilim.

. Aslinda olumsuz cok fazla sey sayilabilir bu noktada. Fakat biraz daha olumlamaya calistigimda ortaya farkli

malzemeler cikabiliyor. Daha ¢cok kamusal alanin akisini kullanarak calismamdan kaynakl olarak gindelik
deneyimler hep yeni sorular sorduruyor. Bu da daha farkli bir is Gretimine gétirtyor. Muglak bir deneyim alani
sunuldugunda, farkli bir seyi kabul ettirme cabasina giristiginizde, ortaya ironik veya distndurici noktalar
cikabiliyor. Sonuclar olumsuz yénde dahi olsa daha pozitif taraftan bakip farkli bir noktadan beslenmeye
calistyorum.

. Kendi Uretim strecimi kotd etkileyen bir durum bu. Daha ¢cok deneyerek 6grenebilecedim veya karsima ne

cikacagini bilmedigim, plan yapmadigim bir calisma pratigim var. Sdrekli gezebilecegim ve malzemelerle
oynayabilecedim bir alan kisitlamasi varken sistemlesen ve ilerleyebildigini varsayan ag baglantilli sosyalligin
etkileri olumlu yénde olmadi maalesef.

. First of all, | try to view the trends in everyday life in a more holistic way. In my view, together with its past, every

piece that exists in the world, its form and its sound always hold the possibility of creating an art form. This
includes even the garbage bag on the sidewalk that has the traces of daily life on it.

. We can say that Habermas is talking about leaving aside enough room to discuss the validity or accuracy

of information in a state of uncertainty. There are policies that change in the systems of perception that are
imposed, and crises created by the focus of human concerns. In this process, | cannot favour creating a world
independent of everyday life. | wouldn't like to use a necessitative mood by saying things like we should know
this or that in art, but | do not approve creating a language of indifference in the face of the weight of the
agenda of our present day.

. Actually, a large number of negative things could be listed here. But if | try to be a little more affirmative,

a variety of other materials can come up. As | work using the flow in the public sphere, everyday experiences
always give rise to new questions. And this leads to the production of another kind of work. When you present

a field of experience that is ambiguous, or when you try to make people accept something different, there might
be ironical or thought-provoking points that emerge. Even if the outcomes seem to be in a negative direction,

| try to look at things from a more positive side and make an effort to attain nourishment from a different point.

. This was something that had an adverse effect on my process of production. | have a practice in which | mostly

learn by trying or one where | don't know what | will be facing, a process of working without a plan. Unfortunately,
online socialisation that has been systematized and was assumed to progress did not have a positive effect
when there was a constant spatial limitation on the places | could go and play with materials.
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1

GUnlik yasamin nesnelerine, seslerine, hareketlerine ve 6znelerine yaratici bir itki ile bakilma niyeti yasamin
kapsayabildigi her seyi sanatsallastirabilir -veya daha dogrusu zaten gercekte olduklari sanatsal ve iliskisel
potansiyeli aciga cikartabilir- Bedenin adaptasyon ve alismaya olan egilimi, gindelik yasam alanlarimizin politik
ve estetik bakimdan daha da kétUye gitmesine daima miUsade etmekte. Bizi bu biyolojik zaafimizdan koruyacak
olan sey yine yaratici eylem. Bu yaratici itki ile gindelik yasamda baskasinin géremedigini gérmeye ve sakli olani
ifsa etmeye niyet eden gozler, formlarin 6zlerinde tasidiklari sanatsal temsili yine giin ytzine ¢ikarabilir. Bunun
aksine; gindelik yasama “sanat katmaya” cabalayan suni yaklasimlar asil gercegi kaciriyor gibi...

Jurgen Habermas'in bu haberdeki séylemini evrensel bulamiyorum. Kendisi insan onurunun dokunulmazligina
zarar verebilecek, ekonomi ve saglik sektéri ile iliskilendirdigi iki durum gérdiginden bahsediyor: “ilk durum,
hastalarin ‘siniflandinimasr’ ile ilgili; ikincisi, karantinay kaldirmak icin uygun zamanin secimiyle.” Ancak Turkiye
ve Orta Dogu icin konusacak olursak tabii ki 6zglr ve onurlu bir yasama dair daha fazla tehdit teskil edecek olan
despotism pratiklerinin kendilerine kolay bir gecit buldugunu da araya katabiliriz. Bu noktada sanatta bilmemiz
gereken ilk sey, cagdas sanatin vaad ettigi genis iletisim olanaklarini bizden talep edilen otosanstire yem
etmemektir.

. Su an oldugum -cinsel, bedensel, politik— kimligin; baskalarinda aciga cikardidi iyi veya kota tepkiler/sosyal

refleksler beni 21. ylzyilda hald Gzerinde konusulmamis olan toplumsal ve bireysel “gdlgeleri” avlayip ifsa etmeye
ve gun yuzline cikarmaya dogru itiyor.

Bu deneyimleri bana sunan mekanlar, sehirler ve cografyalardan da bir o kadar catiski —ve dolayisiyla ilham-
edinebiliyorum. Bu durum beni kamusal alanlarda yeni karsilasma yollari ve izleyicilerle iletisim kurmanin yeni
yollarini yaratmaya itiyor. Sosyal ve mekansal kodlari degistirmek, yeniden yapilandirmak veya bazen yok etmek
sanati bir eylem alanina dénusturebilir. Bu noktada topluluk sanati ve katilimei sanat ekseninde seyirciyi de
ozgurlestirebilmenin estetik yollarini arastiryorum.

Nato Thompson'un da “iktidari Gérmek” adli kitabinda dedigi gibi: “..toplumsal ve kiiltirel sermaye kavramlarinda;
irk, sinif, toplumsal cinsiyet farklarindan ve kultirel, cografi bariyerlerden kaynaklanan gic dengesizlikleriyle ilgili
degerli icgériler saglayabilecedimizi gérebiliriz. iktidar saf bir finansal durum degildir; konusma, yirime, nefes
alma sekillerimize kodlanmis bir durumdur...” Thampson'a gére bu durum “toplumsal ve kultirel sermayeyi sanatin
ve siyasetin anlasilmasinda énemli hale getirir.”

Bu baglamda kaltir endustrisinin esitlik saglamak acisindan daha elverisli oldugunu séyleyebiliriz ancak her tirla
bariyeri, hiyerarsiyi ve gi¢ dengesizligini yok edecek konumda ve glicte hentiz degil. Her tirlG 6znenin temsiliyet
esitligine bu alanda daha fazla 6zen gésterilmeli ve bu yapilirken diversity washing'e de gecit verilmemeli.
Bununla birlikte, bence su anki durum umut verici.

Sadece sartlar buna zorunlu kildigi icin dretilmis olan “temsiliyet” gorintuleri bana degerli gelmiyor.
Bence “temsiliyet” baglami, “simulakr’dan bahsettigi veya simulakri elestirdigi zaman degerli oluyor;
gercekten de buna zorlandigi icin degil.

1. The intention of looking at the objects, sounds, movements and subjects of everyday life with a creative impulse

can render everything that life can encompass artistic — or rather, reveal the actual artistic and relational
potential that they already have. The body’s tendency towards adaptation and accustomization always allows
the gradual political and aesthetical deterioration of our spaces of everyday life. It is once again the creative
action that will protect us from this biological flaw of ours. With this creative impulse, the eyes that are intent
on seeing what someone else cannot see and expose what is concealed in everyday life can again bring the
inherent artistic representation that forms hold within to light. In contrast, the artificial approaches that try to
“affix art” to everyday life seem to miss the actual truth..

. | do not consider Jirgen Habermas's remark in this news to be universal. He mentions that he sees two cases

that he associates with the economy and the health sector that can undermine the inviolability of human
dignity. “The first case relates to what is called ‘classification’ of the patients; the second is about the choice of
the appropriate time to end confinement.” However, if we were to talk specifically about Turkey and the Middle
East, we could of course add that the practices of despotism, which pose a higher level of threat to a free and
dignified life, have found a back alley that allowed them to operate with ease. At this point, the first thing we
need to know in art is not to let the vast possibilities of communication that contemporary art promises fall prey
to the self-censorship demanded of us.

. The good or bad reactions/social reflexes that my present identity — sexual, physical, political — arouses in

others urges me to hunt down, expose and bring to light the social and individual “shadows” that are still not
discussed in the 21st century.

The spaces, cities and geographies that offer these experiences to me can also provide me antinomies — and
hence inspiration. This situation pushes me to create new ways of meeting in public spaces and to conceive
new means of communicating with the viewers. Changing, reconstructing or sometimes undermining social
and spatial codes can transform art into a field of action. At this point, along the axes of community art and
participatory art, | am also looking for aesthetic ways to liberate the viewer.

nou

. As Nato Thompson states in his book “Seeing Power”, “..social and cultural capital provide valuable insights into

the power disparities that emerge from differences in race, class, gender, and cultural and geographic barriers.
Power is thus not purely a financial situation, but one coded in the manner in which we speak, walk, and breathe.”
According to Thompson, this “makes social and cultural capital especially critical in understanding art and
politics..”.

In this context, we could argue that the culture industry is in a more favourable position in terms of establishing
equality, but it is not yet in a position nor does it hold enough power to eliminate all sorts of barriers, hierarchies,
and imbalance of power. In this field, more attention should be paid to the equality of representation for all
subjects and in doing this, diversity washing should not be tolerated. However, | think the current situation is
promising.

. The images of “representation” produced just because the conditions make it necessary do not seem valuable

to me. | think the context of “representation” becomes valuable when it refers to or criticizes “simulacra”, and not
because it was forced to do so.
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1. Tarihsel olarak temsil, salt sanatcinin ortaya koydugu yapitin Gzerinden degil, ayni zamanda yapiti olusturan
toplumsal sartlar ve dinamiklerin Gzerinden islemektedir. Sanat tarihi boyunca sanatin tim niceliksel ve niteliksel
temsil kurulumu pek cok parametreye bagli olarak degismis ve giindelik yasam icerisinde toplumun temsil
anlayisi ile birlikte sanatci eserlerini bu temsil anlayisina gére bicimlendirilmistir. Gectigimiz bir yil boyunca
yasanan kiresel salgin ve olaganUstl hal ve kosullarin karsisinda gindelik hayatin rutinlerden etkilenerek,
sanattan, kaltdre, disinceye dair yaklasimlar ivme kazanarak déndsimui hiz kesmeden de devam etmektedir. Bu
kirllgan ortam icerisinde zihinsel ve kulturel yapinin ifsasi sanateinin da tanikliginda, deneyimlerini aktararak, yeni
dretimlerde bulunulur iken sosyal medya ve benzeri gérsel yayin aglarinin yeni zihinsel, distnsel, gézlemsel dillerin
evrimleserek yeni bir dil kullanilmasiyla da sanatin medyumu haline dénidsmekte ve hayatimizi kapsayan yeni
formlari pesinden getirmektedir. Zamanin akisina gére degisimler géstermeye ve pandeminin etkisiyle baslayan
kitlesel histeri ve korku ortaminda bir insaniyet yoksunluguna yol acmasi Uzerinden sosyal medya deneyimlerinin
hizla artmasi, artik yeni formlari beraberinde getirmektedir. Artik hicbir seyin eskisi gibi olamayacagi gercegi ya
da olabilme ihtimalinin en az 2-3 yili bulacagi gercegiyle karsilastigimiz noktada, glindelik hayat icinde icsellesen
asinayi asma cabasi ile sanatcilarin gindelik hayatin icinde olusan celiskileri pragmatik bir sekilde ele alarak
hem sanatta hem de sinirsiz Gretim teknikleri degismistir.

2. Bu krizde erken yargilar, kahinsel yanitlar ve hizli ataklar yerine, biraz geri ¢ekilebilmek ve disincelerin ve
stratejilerin daha glivenli seyredebilmesi icin saglikli cézimler Gretmeliyiz. Sanatta ve sanatci acisindan neyi
bilmeliyiz sorusuna karsilik; strec icerisinde sanat alaninda yasanmakta olan zararlar veya sanat tretimde
bulunan sanatginin Gretimine zarar verebilecek firsateiliklarin, olgularin yasanmamasi olabilir.

3. Bu sikintil donemin bizlere getirdikleriyle motivasyon; kisinin glindelik yasadigi hayat paradigmalarina gére
de farklilik géstermektedir. Atdlyesine kapanmis treten bir sanate¢inin asamayacagi engel yoktur. Her sanatei
kendini ifade edebilmek icin Gretmeye devam edecektir.

4. Toplumsal, ekonomik, kilturel, hatta teknolojik gelismelerin ve degisim sureclerinin yonlendiriciligi ile bireyin
yeni bir anlam dinyasinin bicimlenmesi, yaratici alanlardaki déntsim/degdisim icinde kacinilmaz olarak varolma
sorunsalini da kapsamaktadir. Nesneler dinyasi bir goértntller bGtinlagidur. Dolayisiyla toplumsal olani gériinen
Uzerinden anlamlandirma cabasi, bireyi kendi gordigu Gzerinden degdil cogunluklu olarak gorinmek istedigi ya
da gérinmeye zorlandidi alan icinde cisimlestirmektedir. Sanatcilara gore kiresellesme, sanat dahil her seye
hizl erisim, kimi zaman sanatin gtinceli yakalamasini zorlastirmakta; gelisen teknolojinin getirdigi imkanlarla
dretilenler, neyin sanat olup neyin olmadigini belirsizlestirmektedir. Sanatcilarin bu sorunlari, Gretimlerinde
siyaset, psikoloji, sosyoloji gibi farkli disiplinleri harmanlayip, elestirel bir bakis acisiyla gincel olanla baglanti
kurarak asmaya calistiklari gordlmektedir.

5. Teknolojinin gelismesiyle ortaya cikan dijital devrim, sanat alaninda bir¢cok yenilik ve tretim olasiligini da
beraberinde getirdi. Bu olasiliklar sadece video, fotograf, yeni medya gibi dijitalle temasi olan disiplinleri aksine
resim gibi klasik sanatlari da etkilemektedir. Bunun disinda giderek, ag teknolojileri sayesinde baglanabildigim
global ag araciligiyla belki de hic iliski kuramayacagimiz sanatcilarla birlikte yeni baglar kurulabiliyor.
Yasadigimiz donemin bizlere zorunlu kildidi yeni dijital sanat ortamiyla bizlere sunulan cevrimici sergiler, canli
atolye ziyaretleri, sanatel konusmalari ve Zoom vb. baglantilarin artmasi sanatgi, galeri, izleyiciye anlik takip
ve dahil olabilme sansini tanimaktadir. Fakat bu platformlar ister iki, ister G¢ boyutlu olsun, fiziki anlamda bir
eseri deneyimlemenin yerini tutmayacaktir. Yasam artik jenerik bir mekaniklestirilmeden cikarak kacislari veya
farkliliklari sergilememize olanak saglarken, gecmis ve gelecek arasinda sanal bir gerceklik kurarak proaktif
hale getirmekte. interaktif yasam modidilleri araciligiyla kurulan képriler arasinda sikismis durumda da olsak
uzun vadede sanatsal ifadelerimiz icin kullanacagimiz daha dogru mecralari kesfetmis olacagimiz kuskusunu
duymuyorum. Fakat yeni dijital gérinebilirlik alanlarinin eskinin yerini timuyle alip almayacagini bilmiyoruz.
Ancak bu platformlarin sanat icin yeni alanlar actiginin ve algi dinyamizi degistirdiginin de farkindayiz.

1. Historically, representation operates not solely through the artwork produced by the artist, but also through the social

circumstances and dynamics that make up the work. Throughout the history of art, the entirety of the quantitative and
qualitative settings of the representation of art has changed depending on a multitude of parameters, and together with
society’s understanding of representation in everyday life, artists have shaped their works according to this perception of
representation. In the face of the global pandemic and the extraordinary circumstances and conditions we have experienced
over the past year, influenced by the routines of everyday life, the approaches in art, culture and thought continue to gain
momentum and their transformation presses on without any loss in acceleration. In this fragile environment, the exposure
of the mental and cultural structure is also witnessed by artists, and through the conveyance of their experiences and in
producing new works, the new mental, intellectual, observational languages of the social media and similar visual networks
of communication that evolve to form a new language is in turn transformed into a medium of art and bring along new
forms that embrace our lives. The rapid increase in social media experiences that has to do with the changes brought
about by the passing of time and the mass hysteria and the environment of fear that had started due to the pandemic
that caused a deprivation of humanity has now brought new forms along with it. At the point when we face the fact that
nothing can be the same as before, or that it will take at least 2 to 3 years before this is possible, together with the effort to
transcend the familiar that was internalized in everyday life, artists pragmatically addressing the contradictions that occur
in everyday life have changed both art and the unlimited techniques of production.

. In this crisis, instead of premature judgments, prophetic responses, and swift attacks, we should come up with healthy

solutions that can enable people to take a step back and to allow a safer course for thoughts and strategies. In response to
the question of what we should know in terms of art and the artist; | could say, putting an end to the damaging occurrences
experienced in the field of art during this process or doing away with the opportunistic acts and events that might impair
the production of the artist producing the art might be a start.

. Inlight of what this troublesome period has brought, motivations also differ according to the paradigms of each person’s

daily life. There is no obstacle that an artist, closed in his/her workshop producing artworks, cannot overcome. Every artist
will continue producing works in order to express themselves.

. The formation of the individual's new world of meaning, guided by social, economic, cultural, and even technological

developments and processes of change, also inevitably includes the problematic of existence inherent in the
transformation/change in the creative fields. The world of objects is an aggregate of images. Therefore, the effort to make
sense of the social through the visible, ends up with the individual being objectified, not through what he/she sees, but
mostly within the field he/she wants to appear or is compelled to appear. In the eyes of the artists, globalization and the
ever-increasing speed of being able to access everything, including art, sometimes make it difficult for art to catch up with
the latest developments; the things produced as a result of the possibilities brought about by the developing technologies
blur the distinction between what is art and what is not. It could be observed that artists are trying to overcome these
problems by tapping into current developments from a critical perspective through making use of a combination of different
disciplines such as politics, psychology and sociology in their artworks.

. The digital revolution that emerged as an outcome of the developments in technology gave rise to a variety of innovations

and production possibilities in the field of art. These possibilities affect not only the disciplines such as video, photography
and new media that have connections to the digital realm, but conversely also classical arts such as painting. Apart from
that, through the global network that allows online connections via network technologies, there is the increasing option of
establishing new connections with artists with whom we might not have been able to come together before. The increase
in online exhibitions, live workshop visits, artist’s talks and other forms of gatherings through zoom, etc. that were made
widely available because of the new digital art environment that the period we live in necessitated has provided the artist,
the gallery and the viewer the chance to follow and participate instantly. However, whether two-dimensional or
three-dimensional, these platforms cannot be a substitute for the physical experiencing of a work.

Life has now moved away from a generic mechanization. It allows us to display escapes or differences, and to become
proactive by establishing a virtual reality between the past and the future. Even if we are currently stuck between the
bridges built through interactive life modules, | have no doubt that we will discover more appropriate channels that we

will be utilizing for our artistic expressions in the long term. But we don't know if the new digital realms of visibility will
completely replace the old. Yet we are aware that these platforms open up new spaces for art and that they change

our world of perception.
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1. Gunldk yasamdaki degisimler sanatcinin tretim slrecine dair tercihleri Gzerinde belirleyici olabilmekte ve yeni

temsil bicimleri olusturabilmektedir. Rollo May, tarihsel donemlerin toplumsal yapisi ve bu yapinin barindirdigi ruh

halini anlamak icin en iyi yontemin o dénemin sanatinda yattigini ifade etmektedir. May, sanatcilarin dénemin
tinsel ifadesini aktarimindaki glictinin 6gretici olmaktan ya da propagandadan gelmedigini, sanatcinin olguyla
yogun karsilasma anini ve kiltirdn biling disi dizeyle iliskisini yansitisina baglamaktadir (May, 2018: 74).

2. “Bilmedigimizi bilmek” tanimi yeni duruma karsi kusku icinde yaklasmayi, “simdinin” aldatici olabilecek
goriandmune karsi kesin bir yargida bulunulmamasi geregini cagristirmakta. Travmanin sahip olunan varliklara
ve durumlara olan tehdit niteligine karsi sanatin sadaltici ve iyilestirici bir yapida oldugunu ddstntyorum.

3. Gunluk deneyimlerin beraberinde olusan, farkl alanlarda, 6zellikle bir dezavantajim oldugumu disindigim
bir durum ya da disipline dair ilerleme elde etmek, sanat tretimine ve yasama olan inancimi yenileyebiliyor.

4. Teknolojik gelismelerin ve toplumsal kirilma anlarinin beraberinde getirdigi yeni kilturel yapi, yeni sanatsal
anlatimlara ve degisen imge dinyasinin olusumuna yol acabilmektedir. Sanat tarihinde de goértlen bircok
bicimsel ve anlamsal degisimin, degisen teknoloji ve sosyal yapiyla birlikte gerceklestigi gordlmektedir.

5. Dénemlerin beraberinde getirdigi degisimler ve zorunlu kildiklarinin ortaya koydugu anlam, bireyler arasinda
farklilhk gosterebilmekte ve yeni durumla eski durum arasinda yine bireye gére degisen gicla ve zayif yonleri
beraberinde getirmektedir. Bu gibi durumlarin sanatcinin dretiminde ve bu Uretimi sunumunda ister istemez
bir farkliiga yol acacadini disiinmekteyim, tesekkdrler.

MAY, Rollo (2018). “Yaratma Cesareti”, Metis Yayincilik

. Changes in daily life can influence and determine the artist’s preferences regarding the production process and

can generate new forms of representation. Rollo May states that the best way to understand the social structure
of a historical period and the underlying spiritual meaning that this structure embodies lies in the art of that
period. May notes that the artists’ power of expressing the spiritual meaning of a period does not come from
having the intention of teaching or making propaganda, but from their ability to reveal their moment of intense
encounter with phenomenon and to reflect culture’s relations with the unconscious levels. (May, 2018: 74)

. The phrase of “knowledge of our not-knowing” suggests a sceptical approach towards this new situation and a

reminder of the necessity of not making an absolute judgment in the face of the appearance of the “present”
that might be deceiving. | think, in contrast to the threatening characteristics of trauma on possessions and
circumstances, art has a healing and curative nature.

. Occurring alongside everyday experiences, being able to achieve progress in different fields, especially

concerning a situation or a discipline that | consider having a disadvantage, can revitalize my belief in life
and in producing art.

. The new cultural structure brought about by technological developments and instances of social rupture can

lead to new artistic expressions and the formation of an altered world of images. It could be observed that many
of the formal and semantic changes that have also taken place in the history of art were parallel to the changing
technologies and social structure.

. The changes brought about by different periods and the demands that were introduced might vary in meaning

from one individual to the next, and these differences between the new circumstances and the old would be
accompanied by strong or weak aspects that would again be dependent on the individual. | think such situations
will inevitably make a difference in the artist’'s production and their presentation of this creation. Thank you.

May, Rollo, The Courage to Create, W. W. Norton & Co., New York, 1975. (Turkish translation: May, Rollo, “Yaratma Cesareti”, Metis Yayincilik, 2018.)
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1. Tarih sUrecinin takibinde, bireyin ve benligin 6n plana ¢cikmasinin ardindan benlik kavraminin toplum ile iliski
kurmasi sonucu, sanatin gunltk yasamin nesnelerini sahneye cikarmasi ve bunun sonucunda sanatin felsefe
baglaminda ortaya ¢cikardigr muhakeme durumu, bircok kez farkli bicim ve baglamda ele alinarak yapit olarak
karsimiza cikmaktadir.

Benim fikirlerimde ise sanatin tercih olarak gunlik yasamda form, medyum ve anlatim dilinde, anlam derinliginde
bireyin yeniden 6zerk konumda belirmesi; timel bir arayisa yonelmesini 6n gérmekte ve bu timel anlayisin gtncel
geceklik ile birlikte bicim Uzerinde arastirmalari irdelenmesinin bu formlarin dis hatlarinin olusmasinda etken
olacagini disinmekteyim.

Disiplinler arasi sinirlarin giderek bulaniklastigi son zamanlarda, tanimlandirma ihtiyacina tam anlamiyla karsilik
vermeyen sanat yapitlarinda ‘i¢ icelik’ durumunu gézlemlemeye devam edecegimizi distyorum.

2. Habermas'in ciimlesinden de okuyabilecedimiz gibi antik Yunan dastntr Sokrates'in ‘tek bildigim, hicbir sey
bilmedigimdir’ sézlerine dikkat kesilmemek elde degil. Bu dogrultuda yapilan okumada ‘cehalet’ ve ‘bilgelik’
arasinda olan neyi bilmediginin bilgisinde olan bilgili kimsenin, doJal olarak bilmedigini bildigi bilgilere ulasma
faaliyetine dikkat cekmek istediginin yorumunu yapmak mumkdn.

DuUstnme, metin, imgeleme Gzerinden yapilabilecek olan bu ulasma faaliyeti, bir tir bireyin kendini tanima sureci
olarak onu bu dogrultuda ‘motivasyon kavramlari® ile iliskilendirmektedir.

DUslincem ise sanatla, neyi bildigimizden ziyade neyi bilmedigimize dogru bir tanima, kendimizi gérme, kendimiz
ile karsilasma ve bu ‘motivasyon kavramlari‘ ile faaliyeti ifadeye donustirmektir.

3. ‘Yeni dUzen’ olarak tanimlayabilecegim pandemi dénemi ile birlikte glinlik deneyimlerimin kendime
yabancilasmama sebep oldugunu rahatlikla séyleyebilirim. Fakat bu yabancilasma ki arayislarima ve
disUncelerime birkac adim geri cekilerek bakmama sebebiyet vermektedir.

Bu durum sonucunda, baskalasma sitrecine devam eden deneyimimin beni daha uzun soluklu Gretim
motivasyonlarina soktugunu séylemem mamkuan.

4. Acikca soylemek gerekirse toplumdan beklentim irdeleme ve sorgulamali bir stire¢c olan bu dénemde, artan
cevrimici etkilesimlerle birlikte bazi olgulara yonelik hizli karar verme Usluplarinin sonuclarini takiben ortaya ¢ikan
yargilarin beni cok sasirttigini sdyleyebilirim.

Sonucta endustrinin, topluma gore degil, insana dayali bir bicimlendirme esasina dayali oldugu ginimuzde, bir
sorgulama tutumuna sahip olmadan insanlarin kolayca kendilerine atfedebilecedi bir unsur olarak géraldugu
takdirde; sinirlari ve tanimlari giderek bulaniklasan ‘sanat tanimi’'nin giderek anlam derinligini kaybedebilecedi
kuskusunu tasimaktayim.

5. Cevrimici yasam bicimini benimsememizin gerektigi bu dénemlerde, sanatin ifade baglaminin da bu duruma
gore bicimlenmesi ¢cok olasi bir durum olmakla birlikte, ayni zaman bir kosul olma haline gelebilme durumu beni
kuskulandirmiyor degil.

Uretim dilimi, her zaman genis ve baglayici tutum ile projelendirme ve sonrasinda tretme disiplinini kendime ilke
edinmisimdir. Bu disiplin farkli bircok alanla ilgilenmeme olanak saglayarak, bu strec ile birlikte Gretimlerimde
'dijital-heykel” kavramiyla iliski kurmama sebep olmus ve son 4 senedir Uretimlerimi projelendirirken bir ‘ara
dretim’ asamasi olarak goérdigim verilerle yeni bir bakis ile iliski kurmama olanak saglamistir.

Elbette beni en cok heyecanlandiran unsur, yapit ve izleyicinin gercek anlamda temas kurmasi ve kendini ifade
edebilmesidir. Bundan dolayi ‘yeni dizen’ olarak andigim bu glnlerin bir ara dénem oldugu disincesindeyim.
Verilerin cevrimici alanlarda kendini géstermesini cok aldatici bir durum olarak gérmekle birlikte baglamini
zayiflatmakta oldugunu distncesiyle; online sergi dizenlemekte olan kurumlarin bu baglamlari giclendirmek icin
izleyicinin temas kurabilecegi bir unsurla farkli da olsa gicli bir c6zim getirebilecedi kanisindayim.

1. In pursuit of the historical process, the prominence of the individual and the self, followed by the establishment

of a relationship between the concept of the self and society, resulting in the display of objects of everyday life
in art and the subsequent process of evaluation initiated by art in the context of philosophy, has been appearing
in works of art of different forms and contexts in a variety of instances.

In my ideas, on the other hand, in an art that preferably pertains to everyday life in form, medium and narrative,
the individual makes a reappearance in an autonomous position in the depths of meaning and achieving an
orientation towards a universal quest is envisaged, and | think through this universal approach, merged with
present-day reality, an examination of form will be a determining factor in the formation of the contours of these
forms.

In recent times, as the boundaries between disciplines are becoming increasingly blurred, | think we will continue
to observe the condition of ‘enmeshment’ through artworks that do not fully respond to the need for a definition.

. As the statement of Habermas reads, it is impossible not to pay heed to the words of the ancient Greek

philosopher Socrates, saying ‘I know that | know nothing’. In a reading from this viewpoint, it is possible to
comment that he wants to draw attention to the difference between ‘ignorance’ and ‘wisdom’, a knowledgeable
person’s awareness of what he does not know, and his natural tendency to engage in the activity of gaining
information on the things he knows that he does not know.

This activity of obtaining information, which can be done through thinking, texts and imagination, as a process
of the individual in gaining self-knowledge would lead him to associate with ‘concepts of motivation’.

In my mind, art is not about what we know, but a recognition of what we do not know, a means to see ourselves,
to face ourselves, and to transform activity into expression through these ‘concepts of motivation’.

. | can easily say that in this period of the pandemic, which | can define as the ‘new order’, my daily experiences

prompted a process of self-alienation. But this alienation also allowed me to take a few steps back in my
approach to my pursuits and thoughts.

As a result of this set of circumstances, it is possible to say that my experience of this continuing
metamorphosis has set me on the path of some longer-term production motivations.

. To be honest, my expectations from society went through a process of scrutiny and questioning in this period.

| can say that with the increasing online interactions, the judgements that emerged out of some rapid
decision-making styles regarding certain cases appeared quite surprising to me.

Ultimately, in today’s world where the industry is being shaped on a principle based not on society but on the
individual, if perceived as an element that people can easily attribute to themselves without being subjected to
any manner of questioning, | suspect, the ‘definition of art’, the boundaries and definitions of which are getting
blurred gradually, may end up becoming devoid of all depth of meaning.

. In this period when we need to adopt the online lifestyle, although it is quite reasonable that art’s context of

expression should also be shaped accordingly, the fact that this can become a compulsory condition does
arouse a certain suspicion in me.
As a principle, | have always adopted the discipline of planning my language of production with a broad and
binding attitude and then producing my artworks accordingly. This code of conduct has enabled me to engage
with a variety of different fields, and along this process, it has led me to establish a relationship with the concept
of ‘digital sculpture’ in my works, and for the last 4 years, in planning my works it also allowed me to relate to the
data that | see as an ‘intermediate production’ stage through a new perspective.
For sure, the point that excites me the most is the possibility of a genuine contact between the artwork and the
viewer, and for the artwork to be able to express itself. Therefore, | consider these days that | call the ‘new order’
to be a transitional period.
| see the manifestation of data in online realms as a highly deceptive situation, and considering that the
context is becoming weaker, | believe in order to strengthen these contexts, the institutions that organize online
exhibitions can develop an element that the viewers can establish a connection with and that this can produce
a compelling, albeit unusual, solution.
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1

Modern cag dedigimiz olgu ile birlikte gelisen teknolojik gelismeler bircok seyi degisime ugrattigi gibi sanat
eserinin tezahdr bicimlerini ve distnsel boyutunu da déntstime ugratmistir. Bir sanatci olarak bir eser Gretmeden
once yodun bir dustinsel stirecten geciyorum. Bu diUstnsel strecte, tamamen gindelik yasantimdan ve gunlik
yasantilara olan tanikligimdan besleniyorum. Bu strecte disincemi somutlastirmak icin en iyi araci bulmaya
calisirim. Tabii ki bu araci kullanirken dislnce ile tezahtr edecegi ylzey arasindaki iliskiyi de goéz éntinde
bulundurarak ortaya koymaya calisirim. Béyle bir durumda sanatcinin distincesine gore sanat eseri bircok farkli
formda kendini gosterebilir. Yakin gelecekte bedenlerimizin tim edimlerini ortaya koyacagimiz sanat formlariyla
karsilasabiliriz.

Jirgen Habermas'in “bilmedigimizi bilmek” sorunsali, bana gére yasadigimiz cagda teknolojinin olanaklariyla cok
kisa sUrede ulastigimiz bilgileri ayni sekilde cok kisa strede tikettigimizi ve derinlemesine odaklanmadigimiz
bilgiyi aslinda edinmedigimizi bilerek hareket etmemiz gerektigini sdyliyor. Bu durumu sanat eseri Uzerinden

ele aldigimizda yine buna benzer bir durum ile karsi karsiya kaliriz. Ozellikle dijital sanatta bilmemiz gereken sey,
dijital bir sanat eserini olusturan seyin yine dislnsel boyut oldugunu, dijital tekniklerin sadece dustnsel boyuta
hizmet eden ve imgeleri tasiyan yuzeyler oldugunu bilmemiz gerektigidir.

. Deneyimlerimizin sanat eseri Gretiminde buyUk bir etkisi oldugunu, hatta ayrilmaz bir parcasi oldugunu

soyleyebilirim. Sanat eserleri birer yasantidirlar. Kesinlikle sanatcinin Gretimleri yasadidi yerin ve dinyanin birer
tezahuridurler. Her yeni deneyim sanatciyi besleyen ve yeni yollar gosteren olgulardir. Sanateinin en cok motive
oldugu zamanlar yeni deneyimler elde ettigi yerlerdir.

Toplumun imajinin, ézellikle teknolojik gelismeler ile birlikte endUstri baglaminda yeniden tasarlanmasi sirecine
coktan girmis durumdayiz. Toplumun imaji bu baglamda yeniden tasarlanirken yaratici alanlarin da bu degisime
ayak uydurdugu ve yaratici bireylerin tGretim sureclerinin de dijitallesme baglaminda dontsime ugradigini
gormekteyiz. Endistrilesme strecinde ozellikle gérsel sanatlar alaninda bugtin neyin sanat eseri olup neyin
olmadigy, tartismali bir strecin icerisine dogru gidiyoruz. “Dijital yerliler dijital gé¢cmenleri kandiriyor mu?”
sorusunun bu tartismali sUrecin anlasilabilmesi icin incelenmesini dneriyorum.

Ag baglantili sosyallik sUrecini, ginimuUz sartlarinin bizlere dayatmis oldugu bir olgu olarak gértyorum.

CUnkl sanat eserini iki boyutlu, duragan ylzeylerde deneyimlemek gercekten bir deneyim yaratir mi? Kendi
Uretimlerimde cogunlukla dijital teknikleri kullanmaktayim fakat dijital programlarda, somut olarak hayata
gecirmek istedigim calismalarimin bir kisminin G¢ boyutlu projelerini olusturmak icin kullaniyorum. Ayrica
dijital teknikleri, distncelerime hizmet edecek sekilde video ve iki boyutlu calismalarimda da kullanmaktayim.
Ag baglantili sosyallik streci sanat eserinin aurasinin yitiriimesine de neden oldugunu sdyleyebilirim. Bir
yerlestirmeyi, bir yagli boya resmi ve interaktif bir sanat eserini gercek bedenimin edimleriyle algilamay:
tercih ederim.

. The technological developments that have evolved in the modern age have caused changes in a myriad of

things, as well as transforming the appearance of the work of art and its intellectual dimension. As an artist, |
go through an intense intellectual process before producing an artwork. In this thought process, the entirety of
my intellectual nourishment is derived from my daily life and the everyday lives that | witness. In this process,

| try to find the best tool to concretize my thought. Of course, in making use of this tool, | also try to take into
account the relationship between the thought and the surface on which it will become manifest. In such a case,
according to the artist’s viewpoint, the work of art can manifest itself in a variety of different forms. In the near
future, we may encounter art forms in which we will be able to present all the actions of our bodies.

. The problematic of “knowledge of our not-knowing” pointed out by Jirgen Habermas tells me that in the age

that we live in, the information we can reach swiftly through the possibilities of technology is also consumed
speedily, and that we should act with the knowledge that the information we do not concentrate on in-depth,
is in fact information that we do not actually acquire. When we consider this situation in terms of the work of
art, we are again faced with a similar situation. What we need to know, especially in digital art, is that what
constitutes a digital artwork is again the intellectual aspect, and the digital techniques are merely surfaces
that serve the intellectual dimension and convey the images.

. | can say that our experiences have a great impact on the production of artworks, and that in fact they

are an integral part of them. Artworks are life experiences. Certainly, the works that an artist produces are
manifestations of the place and the world where the artist lives. Every new experience is an occurrence that
nourishes the artist and shows him new ways. What motivates an artist the most is being at places where
he encounters new experiences.

. Especially with technological developments, we are already experiencing the process of redesigning the image

of society in the context of industry. As the image of society is being redesigned in this context, we see that the
creative fields are keeping up with this change, and that creative individuals are going through a transformation
in their production processes in terms of digitalization. In the process of industrialization, especially in the field of
visual arts, we are proceeding into a controversial process about what is and is not a work of art today. | suggest
looking into the question of “Are digital natives deceiving digital immigrants?” to be able to better understand
this controversial process.

. | see the process of online socialisation as a phenomenon imposed on us by our present-day circumstances.

Because, | wonder, does encountering a work of art on a two-dimensional, stationary surface really amount to
an experience? | mostly use digital techniques in my own artworks, but in digital programs, | use these to create
three-dimensional schematics of some of my works that | want to concretize. | also use digital techniques in my
videos and two-dimensional works in a way that would serve my ideas. | can say that the online socialisation
process also leads to the loss of the aura of the artwork. | would prefer to perceive an installation, an oil painting
and an interactive work of art through the actions of my actual body.
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Yasam birbirinin icine gecmis sistemlerden olusur. Bu sistem aglar araciliiyla birbirleri ile etkilesime girer.
Buradan bir hareket dogar. Bu hareket icerisinde, mekansal, zamansal, gindelik Gretimler gerceklestiririz. GUnlik
yasamimizda bu Uretimlerin cok keskin sinirlari yoktur. Bu ylzden, yasamin devamina dair gerceklestirdigimiz
bu Uretimler, sanatsal bir form olusturma amaciyla yapilmasa dahi sanatin birer temsili haline gelir.

Gunlik yasamimizda bildiklerimiz Gzerinden séylemler gerceklestiririz. Bildiklerimiz Gzerine konusur, distnuriz.
Bilmek bir kesinligi kendi icinde barindirir. Bilmedigini sdyleyebilmek cesaret ister. Bilmedigini bilmek, bilinen ve
bilinmeyene dair butun verileri icinde barindirir. Bence sanatta bildiklerimiz kadar bilmediklerimizin de kendine
bir yer edindigini bilmemiz gerekiyor.

. GUnluk yasaminin icindeki hareket, hareketin icinden cikarttigimiz kesitler, duragan anlar benim icin yol gosterici

oluyor.

4. Toplum ve yaratici alan, birbiri icine gecmis dongulerden olusur. Toplumun imajinin yeniden Uretilmesi ve

degistirilmesi, sanat izleyicisinin, sanatc¢inin, sanatin dretim mekanlarinin yeniden Gretilmesi ve degistirilmesi
demek. Sanatci toplumdan bagimsiz degil, toplum sanattan ayri degil. Yaratici alanlar toplum imajini degistiriyor,
degisen toplum imaji yaratici alanlari yeniden sekillendirir.

Artik cok fazla veriye maruz kaliyoruz, rakamlar, isiklar, kelimeler. Her seyin cok fazla oldugu bir dénemdeyiz.
Kendi Uretim slrecimde, bu veriler Gzerinden bir okumaya yapmaya calisiyorum. Bu verilerin bilinmezligi, yer-yon,
zaman-uzam gibi kavramlardan bagimsiz gelismesi, kendi kendini var edebilmeleri ve donUsturllebilmeleri, yeni
bir yaratici Gretim alanin olusmasina katki saglhyor.

. Life consists of intertwined systems. These systems interact with one another through networks. This gives rise

to a motion. It is within this motion that we make spatial, temporal and daily productions. In our everyday life,
these productions do not have clear cut borders. For that reason, these productions that we carry out for the
continuation of life become a representation of art, even if they were not made with the aim of creating an
artistic form.

. In our daily life, we discourse based on what we know. We talk and think about what we know. Knowing involves

a certainty within itself. It takes courage to be able to say ‘I dont know'. The knowledge of not-knowing contains
all the data about the known and the unknown. | think we need to know that in art, what we do not know has as
much place as what we know.

. The motion of everyday life, the sections that we draw out, the still moments we extract from that motion are

guiding for me.

. Society and the creative realm consist of intertwined cycles. The redesigning and alteration of the image of

society entails the redesigning and transformation of the audience of art, the artist and the spaces of art
production. The artist is not independent of society, and society is not separate from art. The creative fields
change the image of society, and the changing image of society reshapes the creative fields.

. We are now exposed to a great deal of data: numbers, lights, words. We are going through a period when

everything is in abundance. In my own process of production, | am attempting to make a reading through this
data. The uncertainty of these dataq, their progression independent of concepts of place & direction and time

& space, as well as their ability of a self-reliant existence and self-transformation contribute to the formation
of a new creative field of production.
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1. Gunldk yasamda gindn tim akisi, hareketi ve ahengi, tim yogunlugu sanat tUretme dirtisu icerisinde olan
bireylerin siradan akisi farkl yorumlayip izleyiciye sunmasi olduk¢ca uzun zamandir uygulanmaktadir.

Bireysel olarak cevaplamak istedigim bir konu da, calismalarimda hareketi ve sonsuz devinimi giinlik yasamla
cok bagdastiriyorum. Ozellikle ginimiizde diinyanin sahit oldugu COVID salgini tim toplumlari evlerine kapatmis
durumdayken, psikolojik olarak gunlik yasamda hareketin ne élcide yasamimizda oldugunu daha derin hissetmis
durumdayiz ve benim islerim hareketin sonsuz devinimi ve gunlik yasamin kisir déngistine deginmektedir.

GUnUmuz toplum yasaminda hizli tiketim aliskanhdi, sanatcinin yaratici Gretimini olumlu yonde etkilemeli, hizla
tikenen kaynaklarin erisilebilirligi olumlu yonde kullaniimahdir.

1. Interpreting the ordinary flow of things in daily life, its movement and harmony under a different light, and
presenting these to the viewer is a long-standing practice among individuals who feel the intense urge to
produce art.

Another subject that | personally want to address is that | perceive a strong link between movement, eternal
motion and everyday life in my works. Especially when the COVID pandemic, witnessed all around the world
today, has confined societies to their homes, we have come to feel more profoundly how important movement
was in our daily lives in a psychological manner, and my works refer to the dynamics of eternal motion and the
vicious cycle of daily life.

The rapid consumption habits of today’s society should positively affect the creative production of the artist,
and the accessibility of rapidly depleted resources should be utilised positively.
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Ara Ogin Snack

Enstalasyon Installation

Metal kaplama masa ve sandalye, metal bilyeler, saklama kaplari, likens (koltuk) ayaklari,

pasta spatulasi, ocak bek parcalari, E-40 sokak lambasi duyu, dome kamera, dolgu malzemesi

Metal clad table and chair, metal bearing balls, storage boxes, Louis XV style furniture (armchair) components,
cake server, hob components, E-40 street-lamp fitting, dome camera, filling material

125 x 130 x 110 cm

2020
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GUnimulz sanatinda, sanatecinin giindelik yasamda iliskilendigi her tirden seyi rahatlikla konu edinebildigi
gozlemlenmektedir. Ancak anlatmaya, sorusturmaya “deger gérdagu” seyler, gizleme veya aciga cikarma
stratejileriyle kusatiimistir. Bu bakimdan sanat isleri, belli yerleri kendiliginden bildiriyor, cagiriyor olabilirler:
Veri haritalandirma ile etkilesimli ag mecrasi, basili gazete ekleri (Unabomber), sokaga bakan duvarlar,
bosaltiimis, yikilmak Gzere olan binalar ve sadir duvarlar, terminaller, kafeler, bilboardlar, parklar, bahceler, 6ren
yerleri, goller vb.

Kendime yakin bulup konumlanabilecegim yerlerin basini, 6zellikle pandemi sartlarinin ugraklarindan olan
mezarliklarin cektigini ifade etmeliyim. Bunlara ek olarak pazar yerleri, kiralik ev ve is yerleri, stadyumlar,
cezaevleri, tanimsiz veya kullanim disi kalmis yerler ilk aklima gelenler.

Pandeminin etkisiyle kendiliginden icine cekildigimiz boylesi bir belirsizlik aninda, élimcul sebep ve sonucun her
iki safinda da mevzileniyor olabiliriz. Arttirilmis dikkatli olma pratikleriyle bir cesit “savunma sanati” icra ediyoruz.

Bazen celiskili yonleri ortaya ciksa bile, sanatta 6ncelikle mutlaka zarar vermeme ve fayda Uretme Gzerinden
bicimlenen toplumsal dayanisma aglarina dahil olma fikrinin, bu strecte aklimda tutmam gereken ilk sey
oldugunu soyleyebilirim.

GuUnluk deneyimler, bize siradanlk barindiran ve basitce tekrar eden déngtsel bir yapi olarak goriinse bile,
zamanin ruhunu, dénemin yasamsal 6Jelerini en iyi bu deneyimlerle belirleyebiliyoruz. Sanat tretiminde kurulan
zaman-mekéan blogunun giindelik deneyimlere dayandigini distndyorum.

Acil durumlarla ilgili refleks gelistirmenin 6tesinde, yakindan bakildiginda baskalasma 6zelligi géstermesi
bakimindan da gindelik hayat deneyimlerini dnemsiyorum. Dolayisiyla mikro dokunuslarin devrimci yéninin
bu deneyimlerden gectigini distniyorum.

Dijitallesme ve makinelesme baglaminda, yazilim dilinin pek cok is kolunda oldugu gibi sanat pratiklerinde de
onemli bir yer isgal ettigi ve sahasini genisletecegi artik su gétirmez bir gercek.

Bu hizli hal ve gidise karsin, aygitlar, aparatlar yardimiyla insanin algilama dizeylerinde ciddi bir déntsim
yasanmadikea, yazilim tabanliislerin izleyici ile olan iliskisinde geleneksel strecleri devam ettirecegi
kanisindayim.

AJ baglantili ortamdaki temsiliyet, gerektiginde ve is yapma strecinin sergilenmesinde kullanisl bir formata
sahip. Aga birakilan bir génderinin begeni sayisi ise, populerlik arayisinda olanlar icin bir deder tasiyabilir. Bu
anlamda agi faal kullanan birisi degilim, cinkl haddinden fazla gésterme arzusu pornografik bir etki Uretiyor.
Bundan baska, net mecrasindaki sanat etkinliklerinin katilimci ve demokratik bir yapisi var. Cografi sinirlar
asindirmasi bakimindan uzun siredir olmasini istedigimiz bir seydi. Yapilan konusmalarin, sunumlarin arsivlenmis
video kayitlarina herhangi bir zamanda ulasabilmek, sanirim pandemi stirecinde yasanan en guizel seylerden biri
oldu. Bunun cok verimli sonuclari olacagini distndyorum. CUnkU kaliteli bir icerige ulasmanin bedeli sadece ona
zaman ayirmakla ilgili bir sey haline geldi.

. Intoday’s art, it is possible to observe that artists can easily explore any sort of subject matter that they

relate to in everyday life. However, the things they “deem worthy” to convey, to enquire into, are surrounded by
strategies of concealment or revelation. In this respect, artworks may be intrinsically indicating or implying
certain places: Networks with interactive data mapping, printed newspaper supplements (Unabomber), walls
facing the street, evacuated, collapsing buildings and blind walls, terminals, cafes, billboards, parks, gardens,
archaeological sites, lakes, etc.

| must say, above all, among the places that | am partial to, where | can position myself in, are cemeteries, one
of those places frequented under the conditions of the pandemic. In addition to these, outdoor markets, houses
and workplaces for rent, stadiums, prisons, undefined spaces or out of use places are among the first things
that come to my mind.

. In a period of uncertainty that we were involuntarily drawn into due the impact of the pandemic, we might

be positioned on either side of the deadly cause and effect. With the increased measures of caution, we are
practicing some sort of “art of defence”.

Even though sometimes there may appear aspects contradicting this, | can say that the first thing | feel
| have to keep in mind in this process is the idea of being involved in networks of social solidarity, shaped by
the principle of absolutely doing no harm and generating good.

. Although everyday experiences might seem to consist of the ordinary and to be a cyclical structure that simply

repeats, the zeitgeist, the elements of life of the period, can be best defined through these experiences. | believe
the time-space block established in the production of an artwork is based on everyday experiences.

Beyond developing reflexes related to cases of emergency, | also attach importance to everyday life experiences
in terms of their capacity of metamorphosis observable in close inspection. Therefore, | believe the revolutionary
aspect of micro-interventions emerges through these experiences.

. In the context of digitalization and mechanization, it is an indisputable fact that software language occupies a

significant place in a variety of sectors as well as in art practices, and that it will continue to expand its field.
Despite the case at hand and the trends pointing towards a rapid increase, unless there is a serious
transformation in the levels of human perception with the help of devices and apparatuses, | believe the
software-based artworks will keep on maintaining traditional processes in their interaction with the audience.

. Representation in the online environment has a format that is useful when needed and convenient in presenting

the process of producing work. The number of likes that a post on the network receives might be of value for
those seeking popularity. In that sense, | am not an active user of the network, because the excessive desire for
exposure produces a pornographic effect.

In addition, the art events on the net have a participatory and democratic structure. As it eroded geographical
borders, it was something we yearned for a long time. Being able to access archived video recordings of talks
and presentations at any time was one of the most wonderful things experienced during the pandemic, | guess.
| think the outcomes of this will be quite fruitful. Because the price of accessing high-quality content has
become just a matter of making time.
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3. hamur bos gazete sayfalari Gzerine

3 kanalli video déngy,

3 kanalli ses, nota sehpalari, fotoblok levhalar, mono ses

3-channel video loop projected on newsprint,

3-channel sound sheet, music stands, foam core mounting boards, mono sound
3' 58"
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2018-2020
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2,

Gundelik hayatin deneyimlenmesine iliskin yeni distince haritalari ve kamusalliklar Greten eyleme bicimlerini
harekete geciren tUm formlarin, sanatin temsili olabilecedini disunidyorum.

Pandemi dénemiyle birlikte, ekolojik tartismalar ekseninde, yerylzinde hayatin strdurtlebilirligine dair bircok
bilinmez ortaya cikti. EndUstriyel hayvancilik ve tarim, fosil yakit tiketimi gibi sera gazi salinimini artiran
uygulamalarin iklim degisikligindeki geri dondurilemez etkileri siklikla dile getirildi.

Ote taraftan, yasam icin gerekli temel ihtiyaclara erisimin adaletsiz dagiliminin artmasi ise cok daha kisa vadede
bir dngodrilemezlik yaratiyor. Sanat ise tim bu bilinmezliklerin altinin kaziyan bir saha olabilir.

. Farkli kavramlar, olgular ve baglamlarla iliskilenerek dénisse de, her seyden dnce ginlik yasam deneyimlerimden

guc alan bir sanat Uretimim oldugunu séyleyebilirim.

Fiziksel dinya ile siber dinyanin tam entegrasyonu, bagimsiz otonom sistemler ve biyoteknolojinin bitdnltkld
beden algisini degistirerek ontolojik olarak yeniden tanimlayacagdi insan-dtesi bir olusu dngdren gelecedin toplum
tahayylld, ginimuizde tim disiplinlerde oldugu gibi yaratici alanlarda da dile getiriliyor. Bugln etkilerini gérmeye
basladigimiz olasi tim degisimlerin sosyal yansimalarinin ve bu yansimalari takip eden etik tartismalarin,
yararlanilan teknoloji ve yordamlarla birlikte bu alanlarda giderek daha fazla yer bulacadini distinGyorum.

Ag baglantili toplumsalligin coklu kimligi ilgimi cekiyor. Bir yanda, icinde bulundugumuz dénemde 6nemini daha
cok hissettigimiz, fiziksel sinirlarin ortadan kalktigi bir mecranin yarattigi kolektivite imkani var. Diger tarafta ise,
sanal ortamda Urettigimiz verilerin/biraktigimiz izlerin, yapay zeka kontrollG algoritmalarla “6znelliklerin insasi”
icin bir arac haline gelmesi gibi, hayatimizin tim alanlarina sizan iktidar mekanizmasina déntismesi s6z konusu.
Kendi Uretim sUrecimi, bu uclar arasindaki gerilim hattina konumlandirdigim séylenebilir.

. | think all forms that encourage new maps of thought concerning the experiencing of everyday life and generate

new public spheres can be considered as a representation of art.

. In the period marked by the pandemic, along the axis of ecological debates, a number of unknowns concerning

the sustainability of life on earth became evident. The practices that increase greenhouse gas emissions, such
as industrial animal husbandry and agriculture, consumption of fossil fuels, and their irreversible effects on
climate change were mentioned frequently.

On the other hand, the growing inequality in access to basic necessities is creating an unpredictability that is
having ramifications in the short-term. And art can be a field that undermines all these uncertainties.

. Although it changes through its connections with different concepts, phenomena and contexts, | can say that

my art production draws its strength primarily from my everyday life experiences.

. The vision of a future society, envisaging the complete integration of the physical world and the cyber world, the

presence of autonomous systems and biotechnology all coming together to engender a change in the perception
of the unified body and the emergence of an ontologically redefined transhuman entity is something that is
talked about in all disciplines as well as in the creative fields today. | believe, the social manifestations of all
these possible transformations, the effects of which we are already beginning to see, and the ethical discussions
accompanying these manifestations will increasingly receive attention in these fields alongside the subjects of
the technology and procedures utilised.

. | am quite intrigued by the multi-identity aspect of online socialisation. On the one hand, there is the possibility

of a collectivity — the importance of which is felt a lot more in the period we live in — created by a medium where
physical boundaries disappear. On the other hand, just like the data we produce/the traces we leave behind in
the virtual environment become tools for the “construction of subjectivities” through algorithms controlled by
artificial intelligence, there is the possibility of it being transformed into a mechanism of power that infiltrates
all aspects of our lives. It could be said that | position my production process along the tension between these
opposite poles.
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1. Benim icin gunlik yasamin blyUk oranda degistidi bir zamanin icinden bakildiginda sanatin temsiline dair
formlarin olasiliklarini, gésteri ile hakikat arasinda kalan alanda bulabilmek mimkin gérinuyor.

2. Bu krizde gundelik hayatin bir anda degistigi ve her giin daha yeni bir bilginin farkl gelecek olasiliklari Gzerine
varsayimlar trettigi bir dinyada yasiyoruz. Yaz aylarinda yasadigimiz eski normale yakin, indirgenmis yeni bir
normalden gecmis olsak bile sonunda yine bu krizin basindakine benzer bir donemin icerisinde olmamiz bunun
bir kaniti. Kisacasi yakin gelecege dair olasiliklar bitinind géz éninde bulundurdugumuzda gelecegin sinirsiz
versiyonlarinin arasinda kaybolmadan bir 6ngéride bulunmak mimkin gérinmuyor ve bilmedigimizi bilerek
hareket etme eylemi bir zorunluluga doéntsturayor.

Sanatcilar icin de durum farkl degil. Uretim acisindan gecirdikleri dénem ekonomik olarak daha da zorlasiyor ve
belirsiz bir gelecede isaret ediyor. Cesitli kurumlar sanatcilar icin farkli destekler sunuyor olsalar da gectigimiz
sUrecte bunlarin yetersiz kaldigi ve strdUrllebilir nitelikte olmadigi gayet net bir sekilde géruliyor. Bu sebeple
bence sanatta simdi bilinmesi ve farkinda olunmasi gereken belki de en 6nemli sey sanatcilarin ve diger sanat
emekgilerinin yasamlarini ve tretimlerini surdurebilecekleri bir ortamin saglanmasinin gerekliligi.

Karantina énlemlerinin en yogun oldudu ve herkesin evinde delirmiscesine bir seyler Gretmeye odaklanmis oldugu
zamanda sanatcilari saran “simdi bir sey yapmazsam geri kalir miyim” diisiincesi odaginda sekillenen tretimler
de sanata dair bilinmesi gereken seylerden birini gosteriyordu. O da sanatcilarin her zaman bir seyler Gretmek
zorunda olmadigiydi. “Sanatcilar pandemi déneminde ne yapiyor?” diye soruldugunda verilen cevaplarin cogu

bu sebeple gizli bir “Ne yaptigimi bilmiyorum?!” feryadi gibi gelmisti bana.

3. Sanat Uretimime, dogrudan ginlik deneyimlerimden yola c¢ikarak basladim. Her giin gérdigdm mekanlari,
gundelik hayatin icinde yer alan siradan mekanlar olmaktan cikaran bir fotograf pratigini gelistirdim. Dolayisiyla
pratigimin kendisi ana motivasyon kaynagima dénistd. Yeni normalin getirdigi mekansal kisitlamalar sebebiyle,
evin icinde gecirmek zorunda oldugum zamanin artmasi sebebiyle en siradan yer olarak gérdigum ve hep
bir sekilde sanatsal tretim pratigimin disinda kalan “ev” bir anda halihazirda strdirmekte oldugum fotograf
pratigimin icerisine sizdi. Basta bu mekansal zorunluluk yeni bir duruma referans veriyor gibi gérinse de
halihazirda devam etmekte olan calismalarima farkl bir boyut katti. Sadece gérsel veya mekansal bir farkliliktan
bahsetmiyorum tabi. Disarisi ve icerisi arasinda olusan gerilim, “Askidaki Duraganlik” calismamin odaginda
yer alan sonsuz bir simdinin gtindelik mekansalligina referans veren bir atmosfer olusmasini sagladi.

4. Toplum konusunda endUstriyel dizeyde gerceklestirilen yeniden tasarlama eylemlerinin yaratici alanlarda olumlu
bir sonucu olabilecedi fikrinden uzagim. Yukaridan asagi gerceklesecek her tirlG yeniden tasarimin, yaratici
alanlari disinda birakarak gerceklesmesi gerektigini distntyorum. Fakat bunun tamamen mimkin olmadigini ve
dolayli da olsa yaratici alanlarin mutlaka etki altinda kalarak degisecegdini distiniyorum. Diger yandan yaratici
alanlarin kendisinden kaynak alan bir yeniden tasarlama eyleminin asagidan yukari dogru etki ettigi bir alternatif
doénlstm sirecinin daha pozitif sonuclari olacagr gérastindeyim.

5. Sosyal aglarin her icerik Ureticide oldugu gibi sanatsal Uretim yapanlar icin de bir zorunluluk haline geldigini
dUstndyorum. Bu aglar sayesinde hem yerel hem de global dizeyde gercek hayatta kurulmasi zor olan
etkilesimler ve iliskiler mimkun hale geliyor. Kendi Uretim strecimde sosyal aglar Gzerinden kurdugum pozitif
iliskiler sayesinde bircok farkli alandan insanla tanisma ve beraber calisma sansi yakalamis olsam da diger
yandan bedeni sayilari, paylasim oranlari gibi aslinda istatiksel olan verilerin olusturdugu baskinin, insanlari
sanatsal Uretimlerini degistirmeye itebilecek kadar etkisi oldugunu disintyorum. Her gin milyonlarca gorselin
arasindan ilk siralara cikabilecek goérseller olusturma yarisi icerisinde disUtnsel derinligi olan goérseller arka planda
kalirken algoritmalar tarafindan kutsanan gorsel cekicilik 6n plana ¢ikiyor. Bu durum, sosyal aglarin olumsuz
etkilerine dair en masum 6rneklerden biri. Ciinkd sosyal aglar sadece goérsel bedenileri dontstirmek disinda,
insanlarin 6nemli konulardaki fikirlerini ve dinya goéruslerini de etkileyebilecek ve yonlendirebilecek bir noktaya
vardilar ve bu aslinda isin en korkutucu kismi.

1

2.

Viewed from a time when daily life has changed greatly, it seems to me that the possibilities of the forms that

the representation of art can assume could be found in the space between the spectacle and reality.

In this state of crisis, we are living in a world where daily life changes abruptly and every day newer information

yields conjectures on different future possibilities. Although we have gone through a new normal, a decline that was
closer to the old normal during the summer months, the fact that we are experiencing a period similar to that at

the beginning of this crisis is proof of this. In short, considering the totality of the probabilities for the near future, it
seems almost impossible to make a prediction without getting lost among the endless versions of the future, and this
turns the act of proceeding with the knowledge of our not-knowing into a necessity.

The situation is no different for artists. In terms of production, the period they are experiencing is proving to be
economically challenging and pointing towards an uncertain future. Although there are various institutions offering
different kinds of support for artists, it is quite clear that these are not sufficient and not sustainable during this
period we are experiencing. Therefore, | believe the most important thing to know and to realise in art now is the
necessity of providing an environment in which artists and other art workers can continue to sustain themselves

and carry on production.

When the quarantine measures were at their most intense and everyone was at home focused on producing
something in a frenzy, artworks produced by artists shaped around the concern of “Would | be lagging behind if |
don’t do something now?” were pointing at one of those things we should know about art: that artists do not always
have to produce something. That is why, when they were posed with the question “What are artists doing during the
pandemic?” most of the answers seemed like a covert cry that sounded like, “I don’t know what I'm doing!”.

| began my art production directly setting off from my daily experiences. | developed a practice of photography in
which the places | saw every day were transformed and were no longer ordinary spaces of daily life. So my practice
itself became my main source of motivation. Due to the spatial constraints that came with the new normal and the
increase in the amount of time that | have to spend inside the house, the “home”, which | saw as the most ordinary
place and which was somehow always outside the focus of my artistic production, suddenly sneaked into my ongoing
photographic practice. Although this spatial restriction seemed to indicate a new situation at first glance, it ended up
bringing a welcomed additional dimension to my ongoing works. Of course, | am not just talking about a visual change
or a spatial variation. The tension between the outside and the inside has allowed the creation of an atmosphere that
references the everyday spatiality of an endless present that is at the centre of my work “Suspended Stillness”.

. | am far from convinced about the idea that acts of redesigning society on an industrial scale can have a positive

outcome in the creative fields. | think any top-down redesign should be implemented excluding the creative fields.
However, | also think that this is not entirely possible and that, even if indirectly, creative fields will surely be affected
and will end up changing. On the other hand, | am of the opinion that an act of redesign originating from the creative
fields as an alternative process of transformation that will have a bottom-up effect will yield more positive outcomes.
| believe social networks have become a necessity for producers of artistic work, just like they are for every other
type of content producer. Owing to these networks, interactions and relationships that would be difficult to establish
in real life, both at local and global levels, is now within reach. Even though, in my own production process, | had the
chance of meeting and working with people from various different fields on account of the positive relationships

| have established through social networks, on another level, | think that the pressure exerted by statistical data

such as the number of likes and sharing rates has such an effect that it can push people to change their artistic
production. In the race to create visuals that can rank among the top amidst the millions of images in circulation
every day, while visuals with an intellectual depth remain in the background, the visual appeal blessed by algorithms
ends up coming to the fore. This is one of the most innocent of examples of the negative effects of social networks.
Because social networks have reached a point where they can not only transform visual preferences but also
influence and steer people’s opinions on important issues, as well as their world views, and that is actually the
scariest part of it all.
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. Sanirim her sey. Gunluk yasamda her form oldugu gibidir, kendisidir: bir jest, s6z, mimik... Bunlar birer temsil

degildir. Buglinin sanati da eskisi gibi bir seyleri temsil etmek tzerine kurulu degil, artik ginltk yasamin formlari
sanat bashgi altinda ele aliniyor, ayni sekilde gézlerimiz de ginlik hayatta sanatsal olani gérmek icin cok daha
keskin. Bana kalirsa yasam ve sanat ayrimi giderek anlamini yitiriyor, ki bu da cok sevindirici.

. Sanirim sorumluluklarimizi. Sdyledigimiz, yaptigimiz her seyin ufak da olsa bir etkisi oldugunu bilerek yasamak...

Bilmedigimizi bilmek, bana mutlak ve kolayca siddetin dili olabilecek Ustenci tavirlardan kacinmayi cagristiriyor.
Yani bilmediklerimize cahil cesaretiyle atlamak yerine bilmemeyi, kacirmayi, yanilmayi her zaman denklemimizin
sabitleri olarak kabul etmek. Tevazuyu bilmeliyiz yani, atélyede kalmayip karaktere sirayet eden bir tevazu.

. Ozellikle Turkiye'deki gibi hareketli bir giindemde giinlik hayati gézlemlemek inanilmaz bir kaynak yaratiyor

bence hepimize. Ayni zamanda da gindelik yasam zihnimizi mesgul eden tim a¢cmazlardan irak, kendi zamaninda
akip gidiyor. Ugultusuyla ve devinimiyle tUm ‘blyuk’ meseleleri dnemsizlestiriyor, bu acidan da hem yatistirici
hem kafa karistirici.

. imgenin giderek daha manipulatif oldugu bir dénemde gérsellikle ugrasiyoruz. Yaratici alanlarda hem bu

manipullatif kapasiteyi parlatip keskinlestiriyor hem de bu manipilasyonun stratejilerini gézlemleyip o dili
daha kapsayici, daha az siddet iceren, daha ‘iyi’ bir yere evriltmeye calisiyoruz. Garip ve celigkili fakat kuskusuz
umudun da nefes alabildigi bir dinamik icinde, istesek de istemesek de dénlUsUyoruz.

. Bize ait, bizi temsil eden veriler ile var oluyoruz artik. Bu istiflemeye dayali sistem ginlik hayatin ve kamunun

temelinde oldugu kadar modern bilimlerin, sanat kurumlarinin da temelinde. Kendi pratigimde bilginin bu veri
istifine dayanarak Uretilmesi Gzerine dusUnceler buytk yer kapliyor. Oneri degil fakat alternatif bir 6zgtirlesme
yolu olarak sunu goériyorum, bu veriler arasinda rastlantisalliga dayali iliskiler kurmaya calismakta israrci olmak.

1. | guess, everything. Each form in daily life is as it is, solely itself: a gesture, a remark, a facial expression.. These
are not representations. Today’s art is not founded on representing things as it used to be, now the forms of
everyday life are explored under the heading of art, and also, we have eyes that are a lot keener in seeing the
artistic within daily life. | think the distinction between life and art is gradually losing its meaning, which | find
very pleasing.

2. | think, our responsibilities. To live with the knowledge that everything we say, everything we do has an effect,
albeit in a small way... | associate the knowledge of our not-knowing with avoiding scornful attitudes that can
absolutely and quite easily take on the form of a language of violence. In other words, instead of plunging head
first into what we don't know armed with the courage of ignorance, to always accept not-knowing, missing out,
and being mistaken as the constants of our equation. That is to say, we should know what it is to be humble;
humbleness that is not left behind in the workshop, but ingrained in one’s character.

3. Observing everyday life, especially in a place with a lively agenda like here in Turkey, provides us with an
incredible resource. Meanwhile, daily life flows in its own time, free from all the dilemmmas that occupy our minds.
With its buzz, and its hustle and bustle, it makes all the ‘big’ issues seem trivial, and in this respect, it is both
soothing and confusing.

4. We are working with visuality in a period when the image is becoming increasingly more manipulative. Within the

realm of the creative fields, we are striving both to brighten up and sharpen this manipulative capacity, while at
the same time making observations on the strategies of this manipulation in an effort to guide that language
towards becoming a more inclusive, less violent, ‘better’ place. In a strange and contradictory dynamic that also
undoubtedly makes room for hope to breathe, we are being transformed, whether we like it or not.

5. We now exist through the data that belongs to us, that represents us. This stacking-based system is at the
basis of everyday life and the public sphere, as well as at the basis of modern sciences and art institutions. In
my practice, a great deal of space is allocated to thoughts on the production of information based on this data
stack. Not as a suggestion, but | view insisting on trying to establish random relationships between these data
as an alternative means for liberation.
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Gunlik yasamda kullanilan ev isleri, objeler, toplumsal sorunlar (haberler), ekonomik sorunlar vb. sanat formlarina
doénusturulup 6ngurelebilir.

Sanatta aslinda bildigimizi sandigimiz olaylar sadece bir tahmin yiriterek elde ettigimiz sanat eseri
olabiliyor. Ornek olarak kendi calismalarimizda yasanan kiiresel sorunlar gelecekteki 6ngériyle sadece tahmin
yurtttigimuz olaylar olabiliyor. Bu tarz sanatsal olusumlari destekleyen sanatcilar bunlara da 6rnek verilebilir.
Distopik calismalar bunlarin en 6nemli érnekleri arasindadir.

Gunluk yasadigimiz toplumsal sorunlar, olusturmakta oldugumuz sanati etkiler.

Teknoloji caginin getirdigi yenilikler ve bagli oldugumuz sosyal medya bunun en blytk degisimlerinden bir
tanesidir. Sistemin her an degismesi ve yenilikler getirmesiyle endlstrilesmenin de énemli degisim kaynagi

sanal gerceklik platformudur. icinde bulundugumuz degisim ve yenilikler olsun, bizi her zaman yénlendiren veya
kullanmamiz icin zor durumda birakan bir dedisim stirecindeyiz. Teknolojinin cok hizli ilerlemesi bizi yeniliklere acik
hale getirirken aslinda bir yaris platformuna koyup ileriye dénik bakmamizin da geriye yénelmemizin de 6nind
kapatmaktadir.

Sistemle gelisen bu yeniliklere ayak uydurmaya calisiyorum. Ornek olarak sanat galerilerini gezemedigimiz bu
doénemde, gérmek istedigimiz ama uzak mesafelerde bulunan sergileri online olarak gérmekteyiz. Yaptigimiz
ve Urettigimiz calismalarda ise sanal platformlardan faydalanabiliyoruz. Bunun dezavantaj tarafi ise ulasmak
istedigimiz malzemeler ve Uretmek istedigimiz calismalarla sadece dijital alanda bu isleri Gretmemize olanak
saglamaktadir. Bu da bizi teknoloji magduru yaparak bizi ona bagimli kilmaktadir.

. The daily household chores, everyday objects, social issues (the news), economic problems, etc. can be

transformed into art forms, and become subjects of projection.

. In art, certain phenomena that we think we know might merely be works of art created through conjecture. In

the context of my own artworks, the global problems we are experiencing might be events that we have inferred
through speculation about the future. The artists who contribute such artistic formations can be considered to
illustrate this notion. Dystopic artworks are among the most significant examples.

. The social problems that we experience on a daily basis affect the art that we create.

. The innovations brought about by the age of technology and the social media we adhere to are among the

greatest changes engendered by this. With a system that continuously changes and introduces novelties,

the most important source of transformation in industrialization is the platform of virtual reality. Including

the changes and novelties we are experiencing, we are going through a process of transformation in which we
are always being steered in a certain direction or compelled to use a new concoction. While the rapid pace of
advancement in technology makes us open to innovations, what this actually does is to put us on a race course
and deny us the possibility of either looking forward or going back.

. am trying to keep up with these innovations developing within the system. For instance, now, at a time when

we cannot visit art galleries and when there are exhibitions we want to view that are far away, we can view
them online. And we can make use of their virtual platforms for the artworks we make or produce. The main
disadvantage of this in terms of the materials we want to use and the works we want to produce is that it
allows us to produce these artworks in the digital realm only. Which, in turn, makes us victims of technology
and coerces us to be dependent on it.
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