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Rastlanti, Tekinsizlik ve On Yapita Sinmis Gizli
Gercekler...
Hasan Biilent Kahraman'

Rastlanti bir metafiziktir. Rastlantinin, biitin metafizikler gibi,
bir matematigi elbette vardir. Ama bu ancak olasilik hesaplariyla
bulunabilir ve bu manada rastlanti distk olasiligin 6ne ¢ikmasidir.
Bu tasim da ayri bir matematigi gereksinir. Rastlanti esas itibariyle
bilinemeyenin, kestirilemeyenin ortaya ctkmasidir, gerceklesmesidir.
Biiylk olasilik tarafinda yer alan gercek 6ngorilebilir olandir. Insan
kendisini genellikle ona gore hazirlar. Teknik bununla ilgilidir.
Ongoriilebilir olana karsi 6nlem almamak ancak delilik halidir. Fakat
kestirilemeyene karsi onlem almak o6zel bir durum, dikkat ve incelik
ister. Dikkatin ayri bir halinden s6z etmek olur o.

Rastlantinin gerceklesmesi tekin olmayan bir durumun
dogmasidir. Beklenmeyenle ilgili her duygu bir tekinsizlik halidir.
Rastlantiyla bir sey gerceklestiginde, iyi bir sey bile olsa bu, insan
Urperir. Daha fazla sevinebilir belki. Ama buradaki ‘daha fazla’
vurgusu drpertinin disavurumudur.

Rastlanti kiiglik/duslk olasiligin cereyan etmesi ve gerceklesmesi
oldugundan diizenin bozulmasina denk gelir. Biiylk olasilik daima
diizeni temsil eder. Biylk olasiligin gerceklesmesiyle de kurulu bir
yapi degisebilir. Ama yukarida belirttigim gibi biytk olasiliga yonelik
hazirlik o degisimin kabullenilmesini kolaylastirir. Oysa rastlantisal
degisiklikler sarsicidir.

*

Eger rastlantiya yakin duran kavramlardan ‘kaza'yi alirsak
onun bisbitin bir kader olgusu, bisbitin bir metafizik oldugunu
kabul etmek gerekir. Kaza ve kader, tanimi, dogasi, dokusu geregi
metafiziktir. Metafizik zamansizliktir. Fizik olan zamanla ilgilidir.
Rastlanti/kaza zaman &tesidir. Diizeni, yerlesik yapiyi bozdugu gibi
zamanin lineer yapisini da alt Ust eder.

Aristoteles, kazai/rastlantisal (kata sumbebékos) olanla 6z
arasinda bir ayrim yapiyordu. Ayrimi buraya degin soylediklerimizden
farkliydi. Aristoteles’e gore bir nesnenin 6zii [ousia)vardir. Ornegin
0z sandalye olmaktir. Bunun tahtadan veya demirden yapilmasi
rastlantisaldir. Oze ait bir boyut, 6nem, anlam icermez. Onemliolanda
6zin islevidir. Rastlantiyla nesneye ‘girmis’ olan boyutun, 6zin islevi
Ustinde bir etkisi yoktur. Felsefeciye gore bu manadaki rastlantinin
dokuz kategorisi mevcuttur: nicelik, nitelik, iliski, habitus, zaman,
konum, durum (position-situation ], eylem (action], tutku. Madde ile
(substance) birlikte bu on kategori Aristotelesci ontolojiyi meydana
getirir.

The Incidental, The Uncanny And Ten Artworks Imbued
With Obscure Realities...
Hasan Biilent Kahraman'

The incidental is metaphysical. The coincidence, like everything
metaphysical, of course has its mathematics. But this can only be
determined by means of a calculation of probability, and in that case
the incidental is the elevation of low-probability. This syllogism also
requires a distinct mathematics. The incident is essentially the unfolding
of, or rather the realisation of the unknowable, the indeterminable.
The reality that lies on the side of high-probability is the predictable
one. Humankind usually prepares himself according to this. Technics
is related to this. Not to take measures against the predictable could
only be a state of madness. But the countermeasures in the face of the
indeterminable require a special state, attention and finesse. This would
be a different state of attentiveness.

The realisation of the coincidental incident is the inception of an
uncanny situation. Every emotion related to the unexpected is some
sort of an uncannystate. When something happens by coincidence, even
if it is a good thing, it is creepy. Perhaps it is more pleasing. But the
emphasis ‘more’ here is an expression of the creepy.

As the incidental is the occurrence and realisation of the small/
low probability it equals to the disruption of the order. High-probability
always represents the order. An established structure may also be
changed with the realisation of the high-probability. But as | have pointed
out earlier, the preparation for the high-probability makes it easier to
accept that change. However, coincidental changes are unsettling.

%

If we would consider ‘accident’as one of the concepts that are closer
to coincidence, we would have to acknowledge that it is a phenomenon
that is totally within the bounds of fate, one that is entirely metaphysical.
Accident and fate, by definition, nature and texture are metaphysical.
The metaphysical is timelessness. The physical is bound to time.
Coincidence/accident is beyond time. Apart from disrupting the order,
the established structure it also overturns the linear structure of time.

Aristotle made a distinction between the accidental/coincidental
[kata sumbebékos]and the essence. This distinction was different from
what we have laid out here. According to Aristotle, an object has an
essence/substance [ousia). For example, the essence is being a chair.
Whetheritis made of wood oriron is coincidental. And does not present a
dimension, importance or meaning about its essence. What is important
is the function of this essence. This dimension that has ‘penetrated’
the object has no effect on the function of the essence. According to
the philosopher, there are nine categories of coincidence considered in
this context: quantity, quality, relation, habitus, time, position, situation,
action, affection. Along with substance, these ten categories make up
the Aristotelian ontology.

' Bu serginin, kavramini ilk olusturdugum tarihten acilmasina kadar gecen ¢ok uzun ve zor
doénemde Aysegiil Coskun’un her diizeyde biyik yardim ve katkisini gordiim. Onun bu cabasi
ve emegi olmasaydi serginin gerceklesmesi de kesinlikle mimkiin olamazdi. Kendisine tim
yardimlari, katkilari ve destegi icin mitesekkirim. Ayrica, Derya BigalI'nin anlayisi ve kabulu
olmasaydi gene bu sergi basarilamazdi. Ona da tesekkdiir bor¢luyum.

! Throughout the prolonged and difficult period of realising this exhibition, from the time
of conceiving the conceptual framework to the time of its opening, | was blessed with the
profuse help and contribution of Aysegiil Coskun at various levels. If it weren't for her efforts
and toil the exhibition would certainly not have been possible. | am grateful to her for all her
help, contributions and support. Additionally, this exhibition could not be achieved without the
understanding and acceptance of Derya Bigali. And | owe a debt of gratitude to her too.



Burada esas olan adeta rastlantinin disinda bir durumun
var olamayacaqgidir. Rastlantilar alani bu olcide karmasik ve
kapsamlidir. Ama bunlarin hicbiri 6zii belirlemez. Oz bunlardan
otededir. Kuskusuz zor bir cercevedir bu. Hem bu derecede genis bir
belirleyici yelpazenin olmasi hem de rastlantinin 6z belirlememesi
esyalarin, edimlerin ve varligin 6zline yonelik olmamasi basli basina
farkli bir diizlem meydana getirir.

Ne var ki, Aristotelesci yaklasim kabul edilmeyecek gibi degildir.
Daha basitlestirerek ortaya koyarsak 6zii, ‘'maddesi’ somut olarak
catilmis nesne, hic belirleyici olmasa da, rastlantinin kusatmasi
altindadir. Ama bu rastlantilar 6zu degistirmez.

*

Buradan hareketle sanat yapitina gelirsek daha gic¢ bir durumla
karsilasiriz. Cinki sanat yapiti ontolojisiyle mevcut bir olgu degildir.
Yani, resim, resim nesnesi olarak veya dogrudan bir nesne olarak
anlam ifade edebilir ama bu ¢ok sinirli bir anlamdir. iste bir tuvaldir,
bir parca boyali kagittir. Nesne resim budur. Bati sanatinda isin bu
boyutunu 6zellikle sanatinin 6zline dontstlirmus yaklasimlar vardir.
Sanat dislincesine ve estetik dustinceye buylk katkilar saglamasina
karsin bu olgu o derecede 6nemli degildir. Sanat yapiti ancak ‘yapint/’
(fiction) kismiyla olusur. Resim, tuvalin veya kagidin veya o tasinabilir
nesne neyse onun ustindekidir.

Heykelde ise durum biraz daha degisik olmakla birlikte gene
sadece nesnenin varligi degildir heykel. Bu yonde siddetli zorlamalar
olmustur. Minimalizm bircok noktada heykeli salt nesne olarak
tanimlamistir ama ne basarili olabilmistir ne de yeterlidir bu tanim.
Tersine Carl Andre veya Sol LeWittveya Daniel Buren gibi sanatcilarda
dahi heykel nesne/malzeme olarak sunulanin dtesindedir.

*

Kisacasi sanat ozle ilgili degildir, rastlantiyla ilgilidir. Sanatin
6zU Aristotelesci kategoriler baglaminda aciklanamaz. Tersine
sanatin 6zlnd rastlanti olusturur. Cinkil sanat Aristoteles’in dokuz
kategorisinden birini kendisine 0z edinir. Bu itibarla 6z baglaminda
rastlantisal olan sanat kendisini bir adim 6teye de gene bu niteligiyle
tasir. O da, sanat yapitinin rastlantiya/kazaya bagli olarak ‘bozma’
glcudur.

Bir rastlanti olan sanat yapiti kendi metafizigi icinde olustuktan
sonra kendisinden dnceki sirali/kurulu diizeni bozar. Oyle bir niyeti
olmasa da eger bir sanat yapitinin bir baska sanat yapitinin tipa tip,
tastamam ayni tekrari olamayacagini diisiiniirsek (yle bir maksat
tasisa da zaman boyutunda bu olanaksizdir-sanat yapiti hicbir
sekilde tekrarlanamaz) her yapit kendisine kadar gelen birikimin
bitlinligini bozar. Ona yeni bir katkida bulunur. Nasil kaza ve
rastlanti diizeni bozan bir glice ve 6zellige sahipse ayni husus sanat
yapiti baglaminda da olusur ve rastlantinin metafizikle olan iliskisi

sanat yapitini bu sekilde belirler.
*

The main thing here is that there cannot be any situation other than a
coincidental one. The realm of coincidences is that complex and extensive.
But none of these determine the essence. The essence is beyond all
these. This, of course, is a challenging framework. The fact that there
is such an extensive determining spectrum and that the incidental does
not determine the essence, that it is notaimed at the essence of objects,
acts and existence brings about an entirely different plane.

However, it is not possible to reject the Aristotelian approach.
To make it simpler, the object with an essence, a ‘substance’ in concrete
form, although not determinative, is under the siege of coincidence. But
these coincidences do not change the essence.

*

Consequently, if we were to proceed towards the artwork from here,
we would be facing a rather difficult situation. Because the artwork is not
a phenomenon existing due to its ontology. That is, a painting may hold a
meaning as the object of painting or directly as an object, but this would
yield a very restricted meaning. After all, it is a canvas, a piece of paper
with paint. This is the painting object. There are certain approaches in
western art that have specifically transformed this dimension into the
essence of the artwork. Despite its great contribution to the conception
of artand aesthetic thought, this phenomenon is not that important. The
work of art exists mainly due to its ‘fictional” component. The painting is
whatever is on the surface of a canvas or a piece of paper, or whichever
portable object there is.

In sculpture, the situation is a little different, but again, sculpture is
not just the presence of the object. There has been severe insistence
in this direction. Minimalism has attempted to define sculpture solely
as an object on various occasions, but it was not successful, and nor
was this an adequate definition. On the contrary, even with artists like
Carl Andre or Sol LeWitt or Daniel Buren, sculpture is beyond what is

presented as the object/material.
*

In short, artis not about essence, itis about coincidence. The essence
of art cannot be explained within the context of Aristotelian categories.
On the contrary, it is coincidence that forms the essence of art. Because
art takes one of the nine categories of Aristotle as its essence. In this
respect, art, which is coincidental in terms of the context of essence,
carries itself one step further, again through this quality. And that is, the
power of the artwork - dependent on the coincidental/accidental - to
disrupt’.

After emerging out of its own metaphysics, the work of art, as
coincidence, disrupts the sequential/established order preceding it.
Even if it has no such intention, if we consider that no artwork could
be exactly the same with any other artwork (any artwork made with
such an aim would fail due to the presence of time - an artwork can
not be reproduced in any way), each work of art disrupts the integrity
of the total accumulation of artworks leading up to it. It makes a new
contribution to it. Just as the accident and the coincidence have a
power and quality that disrupts the order, the same thing occurs in the
context of the work of art, and thus, the relation between coincidence

and metaphysics determines the work of art.
*

Sanat yapitinin nerede baslayacagi belirsizdir. Bu durum George
Clouzot'nun Picasso'nun yapitlarini iretme sirecini kaydettigi filmde
gorulebilir. Cektigi bir cizginin nereye gidecegini bilmesi olanaksizdir
biyuk sanatcinin. Varmak istedigi yeri kafasinda oncelikle belirlemis
olabilir. Muhakkak oyledir. Fakat bu, ¢ektigi ilk cizgiyle onun kendisini
taslyacagi nihai durak arasindaki bitiin kademeleri bilmesi anlamina
gelmez. Ancak rastlanti sanat yapitinin o son noktasini tayin edebilir.
Bir o kadar sasirtici olan bir diger konu da yapitin bitis anidir. Bir
karar verilir, bu sanat¢inin onca deneyiminin ve sentezinin bir
sonucudur. Ama ‘orada’, o noktada bitecegini sanatcinin da 6nceden
kestirmesi olanaksizdir: bir karar anindan, bir rastlanti, bir kaza ve
kader anindan soz ediyoruz- yalnizca.

Rastlanti bu manada bir olanaktir, biiylik bir olanak. Bilin¢ bu
sirece dahil degildir denemez. Hayir, rastlanti bilin¢le tasarlanmis
bir siirecin sonunda ortaya cikan kestirilemeyen, onceden
hazirlanamayandir. Bilincle hazirlanmis sirecin bozulmasidir.

Tdm sanatin ama daha cok da modern sanatin 6zi budur.
Sanatin kavramsallasmaya baslamasi rastlanti boyutunu azaltmistir
denebilir. Kavramin kurgusu salt bilin¢ ve muhakemedir. Bu hazirlik
icinde rastlantinin/kazanin etkisi en az oldugu noktaya tasinmistir.
Sanat artik kendisini bir dislince parametresi olarak tasir.

*

Virilionun ‘sanat kazasi’ derken ve onu tanimlarken yanildigi
nokta budur. Virilio sanat yapitinda kazanin diinyayr gorme, bilme
ve tahayyil etme arasinda kurulan karmasik bir iliski oldugunu
soyliyordu. Bu karmasik iliskiyi imgelerin cogalmasi hazirliyordu.
Imge cogaldikca bahsedilen iliski karmasiklasir, o da sanat kazasina
yol acar.

Tartismaya acik bir yargidir bu. imgelerin ¢ogalmasinin diinyayi
soz edilen iliski dizleminde kavramak bakimindan bir gucluk
yaratacagi soylenebilir. Ne var ki, karmasik iliskinin kazaya yol
acmasi o derecede inandirici degildir. Tersine, cogalan imge secme
olanagini artiracak, kurulan matematigin daha gic¢li olmasini
saglayacaktir.

*

Sanat yapitinin 6nceden Uretilmis imge etrafinda dondstirdlmesinin
ve kurulmasinin yeni bir diizlem meydana getirdigini biliyoruz. Fakat bu
yeni hareketin ¢ok 6zel bir baska boyutu daha var: oyun! Bitin diinyanin
bir blyiik oyuna donustiigini belirtelim. Sanallik sagladi bu sonucu.
Huizinga'nin homo ludens dedigi oyun oynayan insan, oyunla tarihin
hicbir doneminde bu derecede i¢ ice olmamisti. Sanal cag boylesi bir
‘durum’la geliyor. Ve tekrar edelim sanalligin kendisi bir rastlantisalliktir.

Sanatin oyunla iliskisi bellidir. Bir oyun kurma ve oyun edimidir
sanat. Buyargl, Heideggerin sanat-aletheiailiskisine ters gorinebilir.
Heidegger, sanat yapitinin gercegi olusturdugunu belirtiyordu.
Gercek sanat yapitiyla olusuyordu. Sanat yapitinin olusumu tekhne

The starting point of a work of art is uncertain. This can be seen
in George Clouzot's film, recording Picasso’s process of producing his
works. It is impossible for the great artist to know where a line that he
draws shall lead him. He might have identified the place he wants to
arrive before he set out. He most certainly has. But that does not mean
that he knows all the stages between the first line he draws and the final
destination he shall be carried to. Only coincidence could determine that
final point of the work of art. Another astonishing issue is the moment
the artwork comes to an end. A decision is made; this is the result of the
artist’s vast experience and synthesis. But it is impossible for the artist
to predict that it shall end ‘there’, at that point: we are merely talking
about a decisive moment, a coincidence, the moment of an accident and
fate.

Coincidence, in this sense, is a possibility, a great opportunity. It would
be wrong to assume that consciousness is not a part of this process. No,
coincidence is the unpredictable, undeterminable that emerges at the
end of a conscious process. It is the disruption of a consciously prepared
process.

This is the essence of all art, but more importantly of modern art. It
might be argued that the conceptualisation of art has reduced the scale
of the coincidental. The structure of the concept is solely consciousness
and judgement. In this arrangement the effect of coincidence/accident
has been reduced to the least. Art now carries itself as a parameter of
thought.

*

This is the point where Virilio is mistaken in talking about the
accident of art’and in defining it. Virilio was saying that the accident of
art was a complex relationship between seeing, knowing and imagining
a world. This complex relationship was a result of the proliferation of
images. As the number of images increases, the relationship becomes
more complicated, and that leads to the accident of art.

This is a claim that is open to debate. It could be said that the
proliferation of images would cause a difficulty in understanding the
world in terms of the mentioned relationship. However, it is not all
convincing that a complex relationship would lead to an accident. On
the contrary, the proliferation of images would increase the choices,
and lead to the strengthening of the mathematics established.

*

We know that the transformation and construction of the artwork
around a pre-produced image generates a new plane. But this new
move has another very specific dimension: play! Let us say the whole
world has become a big play. This is the outcome of virtuality. The man
who plays, called homo ludens by Huizinga, had never been this closely
intertwined with play at any time in history. The virtual age comes with
such a ‘situation’. And let us repeat, virtuality itself is coincidentiality.

Art’s relation to play is evident. It is the setting up of a play and the
act of playing. This statement might seem contrary to the relationship
between art-aletheia considered by Heidegger. Heidegger was stating
that the work of art was creating truth. Truth was generated with the
work of art. The formation of the work of art, techné, is independent of



bundan bagimsizdir. Yapim bagimsizlasinca rastlantinin sinirina
giriyor. Onun somutlastigi nokta da oyun.

Virilio'nun gliincel sanatin bir muhalifi olarak yanildigi yer burasi:
trajigin kayboldugunu one siriyor Virilio. Buglinkl sanat Virilio'ya
gore trajik otesidir. Dogru degil. Buglinkl sanat ilk bakista comedia
ile dogrudan ve daha yogun bir sekilde iliskili. Bu sanalligin getirdigi
bir izlenim olabilir. Sadece bir izlenim. Clinkd bugin trajigin daha
once hi¢ olmadigi kadar giindelik hayata ickin oldugu bir donemdeyiz.
Nitezsche, Tanri éldi’ dedigi glin bu trajik basladi. Antik Yunan'in
temel trajik durtisid Tanri'yla catismakti. Iki iyi arasinda verilemeyen
karardi trajigi yaratan. Bugiin Tanri'nin olmadigi bir diinyada insan
yeni icat ettigi Tanrilarla ¢arpisiyor. Neo-anarsik bir donemden
ge¢cmemizin nedeni bu.

S6z konusu olusuma insan oyunla direniyor. Hayatin bu derecede
trajiklestigi bir ikinci donem gorilmediyse hayatin bu derecede oyunla
ic ice oldugu bir baska donem de goriilmedi. Oyunsa rastlantinin
ta kendisidir. Rastlantiyl icermeyen bir oyunun var olmasi ancak
ihtimal dizeyinde dusundlebilir. Realite olarak oyun varsa rastlanti
davardir. Sanatin comedia olarak da edim olarak da oyunla iliskisini
yeniden ele almak ise anlamsiz denecek kadar somuttur.

*

Ote yanda soyle bir gercek var: rastlantinin insan hayatinda
sekillenmesi bir ‘sonuc’tur. Bir rastlanti gerceklesir ve insan onu bir
sonug olarak yasar- soyle veya boyle. insanda tecessiim eden rastlanti
bir mekan meselesidir. Eger rastlantinin bir ‘olay’ boyutundan s6z
edeceksek, evet, olay mekana ait bir husustur. Zamana uzanan bir
rastlanti olabilir. Ama o bile belli bir mekanda cereyan edecektir.
Insanin gercegi mekanla kayitlidir. insan, ¢lnkl, mekana yerlesiktir.
Mekandan 6zglrlesmis, bagimsizlasmis, arinmis, ‘kurtulmus’ insan
yoktur. Zamansa bu anlamda soyuttur. insan zamanla yasar. Daha
dogrusu insan zamani yasar ama mekanda yasar.

Mekan-rastlanti iliskisinin kacinilmaz duragi, daha once kisaca
deginip gectigim o noktaya donersem, tekinsizlik duygusudur.
Tekinsizlik de aynen rastlanti gibi zamana degil mekana ait bir
olgudur. Gene oyle, zamana ddnik, zamanla iliskili bir tekinsizlik
duygusu olabilir. Fakat bu daha soyut ve uzak bir haldir. Somut
olani rastlantinin tesekkiil ettigi andaki ‘olay’'in yarattigi o tekinsizlik
halidir. insan cografyayla iliskili duygularini asamaz. Go¢ etmek,
tasinmak, bir odadan digerine ge¢mek dahi insani ‘degistirir’.

Insan yerlesik olmayi ve yerlesik halindeki dingin duygusunu
tercih eder. Rastlanti, yukarida bahsettigimiz, 'bozma’ giiciyle
insana gog ettirir. Belli bir halden, durumdan baska bir hale, duruma
go¢ etmektedir insan rastlanti karsisinda. Sozctigiin etimolojisi de
oyledir. ‘Bildigimizin/bilgimizin’ yani bize tanidik olanin disinda
kalandir tekinsiz olan. Ote yandan ‘unheimlich’ ‘evsizlik’ demektir.
Mekan iliskisinin daha somut dile getirilmesi de olanaksizdir.

this. When production becomes independent, it falls within the limits of
coincidence. And the point that this becomes tangible is the play.

This is where Virilio, as an opposer of contemporary art, is mistaken:
Virilio claims that the tragic has disappeared. According to Virilio
today’s art is beyond tragic. This is not true. At first sight, today’s art is
directly and more intensively associated with comedia. This might be
an impression brought about by virtuality. But it is just an impression.
Because today we are experiencing an era when the tragic is intrinsic
to everyday life like never before. This tragic moment began the day
Nietzsche said ‘God is dead.” The fundamental tragic impulse of Ancient
Greece was to be in a conflict with God. The inability to decide between
two goods was what created the tragic. Today, in a world without God,
man is in a clash with the newly invented Gods. This is why we are going
through a neo-anarchic era.

The human being resists the aforementioned formation through
play. As there has been no other period when life has become this tragic,
there also was no other period when life was this intertwined with play.
And play is coincidence itself. The possibility of there being a play without
coincidence could only be considered as a probability. In reality, if there
is play, there is coincidence. And it would be pointless to reconsider the
relationship of art, as comedia and as an act, with play, for it is so self-
evident.

*

On the other hand there is this fact: the formation of coincidence in
human life is an ‘outcome’. A coincidence takes place and the human
being experiences it as a result — one way or another. The coincidental
embodied in the human being is a matter of space. If we were to talk
about the ‘event’ dimension of coincidence, yes, the event is proper to
space. There could be a coincidence extending into time. But even that
would take place in a particular place. The reality of the human being
is registered within space. Because, the human being is settled within
space. There is no human being liberated from, independent of, relieved
from, ‘freed from’ space. Time, on the other hand, is abstract in that
sense. The human being lives with time. More precisely, the human
being experiences time, but lives it in space.

The inevitable terminal of the space-coincidence relationship is -
if | were to return to that point | had briefly mentioned before - the
feeling of uncanniness. The uncanny, just like the coincidence, is also
a phenomenon proper to space, but not time. Again, there might be a
time-related feeling of uncanniness. But this is a more abstract and
distant one. The concrete one is the state of uncanniness created by the
‘incident” at the moment the coincidence was realised. The human being
cannot overcome his feelings related to geography. Migrating, moving,
even changing from one room to another will ‘change’ the human being.

The human being prefers to be settled and his sense of calm when
settled. Coincidence, through its aforementioned power to ‘disrupt’,
forces the human being to migrate. Faced with a coincidence the human
being migrates from a certain state or situation to another state, another
situation. The etymology of the word also indicates this. The uncanny
is that which is outside ‘the known/our knowledge’, that is, outside the
familiar. On the other hand, ‘unheimlich’ means ‘homeless’. And it
would be impossible to express the relationship with space in a more
concrete way.

*

Freud’a gore bize ID’imizi, bastirilmis gldulerimizi animsatan
‘sey’ler tekinsizdir. Demek ki, tekinsiz olanin bastirilmis olanla
iliskisi bize tekinsiz olanin bellekle olan iliskisini de dislindirecektir.
Aklimiza geldiginde bizi tedirgin eden ‘sey’dir tekinsiz olan. Freud’a
gore bu oedipal suclulukla yiikli siiperego’muzla iliskilidir. Dolayisiyla
tekinsiz olanda bir cezalandirilma, aci cekme duygusu/distincesi yer
aliyor. Eger sliperego ve oedipal sucluluga kadar uzanacaksak bunun
da toplumsal normun disinda kalanla iliskili oldugunu soylemeliyiz.
Oyleyse rastlantisal olanin bizde yarattigi tedirginlik, bu bilinmeyen
ve bastirilmis olanla iliskilidir. O zaman tekinsiz olan kaza ve kader
baglaminda Tanrisaldir. Ama kazanin disinda bir rastlantidan soz
ediyorsak daha siradan seyler bizi tekinsizin sinirina tasiyacaktir:
aykiri davranislar, tekrar eden seyler ve gormediklerimiz.

Evet, rastlantinin tedirgin edici glict blyuk ol¢iide bilmemekten
ve gérmemekten kaynaklanir. Gormedigimiz seydir tedirgin eden
bizi. Fakat bazen gortinen seylerin de tedirgin edici gicd vardir ki,
rastlanti ve tekinsizlik iliskisi en cok o noktada one ¢ikar. Bunlar
ya sembolik diizeyde cinler, periler ve hayaletlerdir (ki onlar da
gordigimizi sandigimiz ama gérmedigimiz varliklardir) ya da
nesnel diizeyde gorilmesi yasaklanmis (tabular) seyler. Kisacasi
timud normatif olanin disindaki ogelerdir. Dolayisiyla dinyada
gormek ve gormemekle ayni sekilde iliskilenen nadir olgulardan
biridir tekinsiz olan ve onu doguran rastlantilar.

Rastlantiinsanin bilinmeyen ve bilemedigi karmasik gercekligidir.

*

Sanat Rastlantisi/Rastlantinin Sanati bu sorulari glindeme
getiriyor. Tanimladigim su kavram etrafinda kendi yapitini 6zgiirce
dreten 10 sanatcinin islerinden olusuyor.

Eda Soylu'nun girise yerlestirilmis ve yerden duvarlara tirmanan
cok renkli, hacimli ve ¢cok boyutlu yapiti rastlanti baglaminda birkac
ogeyi bir araya getiriyor. Twister isimli bir oyundan tireyen yapit,
oyun-rastlantisallik iliskisini daha baslangicta kusatiyor. Oyunun
mekan olarak yerden duvarlara tirmanmasi izleyiciyi/oyuncuyu yeni
bir dizene yonelmeye zorluyor ki, bu basli basina bir tedirginlik
yaratiyor. Yaylarin tizerine oturan muhafazalara doldurulmus betonlar
ve boyandiklari renkler butintyle matematiksel bir rastlantisalliga
gonderiyor izleyiciyi. Yapitin mekana yerlestirilmesinde de bu
rastlantisalliga dogal bir yer acildigini biliyoruz.

Fakat yapitin bir 6te boyutu daha var. Her oyun bir rastlantiya, bir
olasiliga baglidir. Fakat her oyun hayatin minimal bir tekrari, mimesisi
ve parodisidir. Eda Soylu, blyuk bir alana yaydigi yapitlarin arasindan
gecen insana yapita dokunmak-dokunmamak, yapiti ‘kullanmak-
kullanmamak’ baglaminda bir gerilim iretiyor. Bu, hayatin bizatihi
tekrarindan baska bir sey degildir. Fakat tekrarlanamayan bir
tekrardir bu. Gerilimi de o noktada dogmaktadir.

*

According to Freud, ‘things’ that remind us of our ‘Id’, of our repressed
impulses are uncanny. So the relationship of the uncanny with the
repressed will also suggest the relationship of the uncanny with
memory. Uncanny is a 'thing’ that makes us uneasy when it comes to
mind. According to Freud, this is related to our Superego, burdened
with Oedipal guilt. Therefore, there is a feeling/thought of punishment,
of suffering in the uncanny. If we are to expand towards the Superego
and Oedipal guilt, we must state that this, too, is related to what remains
outside the social norm. So the uneasiness that the coincidental creates
in us is related to this unknown and repressed. Then, in the context of
the accidental and fate, the uncanny is within the realm of God. But if
we are speaking of a coincidence other than an accident, things that are
more ordinary will carry us to the boundaries of the uncanny: deviant
behaviour, repetitive things and things we can not see.

Yes, the unsettling power of coincidence stems largely from not
knowing and not seeing. It is what we do not see that makes us feel
uneasy. However, sometimes, things we can see also have an unsettling
power, and itis at that point that the relationship between the coincidence
and the uncanny becomes most salient. These are either the jinn, fairies
and ghosts on a symbolic level (creatures that we think we see, but we
do not see) or things that are prohibited from being seen (taboos) on an
objective level. In short, they are all elements outside the normative.
Therefore, the uncanny and the coincidences that lead to its occurrence
are among the rare phenomena that relate to seeing and not seeing in
a similar fashion.

Coincidence is the unknown and unknowable complex reality of the
human being.
*
The Incident of Art/The Art of Incident puts these questions on the
agenda. It consists of the works of 10 artists who freely produced works
around this concept | have outlined.

Eda Soylu's multi-coloured, fairly large and multi-dimensional
artwork placed in the entrance and climbing from the floor to the walls,
gathers quite a few elements in the context of coincidence. The artwork,
derived from a game called Twister, encompasses the relationship of
play-coincidence from its outset. The fact that the game is climbing from
the floor to the wall forces the viewer/player to steer towards a new
order, which creates an uneasiness in itself. The containers filled with
concrete sitting on springs and the colours they are painted in drive the
viewer into a completely mathematical coincidentiality. We also know
that the way in which the artwork was installed in this space makes a
natural room for coincidence.

But the artwork has another dimension beyond. Every game is
dependent upon a coincidence, a possibility. But every game is a minimal
repetition, mimesis and parody of life. For the viewer passing through
this work expanding over a large area Eda Soylu creates a tension in
the context of touching or not touching, and ‘using or not using’ the
artwork. This is nothing other than a repetition of life itself. But thisis a
non-repeatable repetition. And its tension is born from that point.



Rastlantinin tekrarla ilgili boyutunu vurgulamistik. Sanat yapitinin
rastlantinin tekrar ilkesi disinda kalan tek bir 6zelligi varsa, biricik
olmasidir. Timiiyle bir rastlanti olan o biricik yapit bizde giiven hissini
tekligiyle olusturur. Soylu ise, tekrari vurgulayarak, dokunulmazligi
esas olan orijinal yapitla izleyicinin sert bir iliskiye girmesini
saglayarak tum bu baglami parcaliyor.

Yaninda yer alan Ardan Ozmenoglu' nun post-it'leri kullanarak
Urettigi yapiti her seyden dnce Uretildigi malzemeyle rastlantinin
sinirlarini zorluyor. Ote yandan yapitin cok boyutlulugu, s6z konusu
rastlanti diizlemini bisbditin cogaltmakta. Resimken resim olmayan,
kavramsalken kavramsalligin sinirlarini ihlal eden yapit, neticede
balonla butiinlesiyor.

Balon sadece bir nesne degildir, bir metafordur da. Elestirel
soylemin popiler dilde yer alan, zaman zaman basit goriinse de,
glcld bir reddedis kavramidir. Ustelik, Ozmenoglu'nun isi Giizellik
Balonlariadini tasiyor. Bu, guzellik algisina, kavramina ve kurgusuna
siddetli bir elestiri demektir. Giizelligin bir ‘balon’a donistirilmesi,
icinin bosaltilmasi, kapitalist Uretim iliskilerine teslim olmasi, gelip
gecici olanla bitiinlesmesi Ozmenoglu'nun rastlanti planinda
serimledigi alt metinler.

Ozmenoglu'nun vitrine yerlestirilen neon isi ise tanidik ‘tencere
kapak gibiyiz" deyiminden yola ¢ikip bu 6zsel iliskiyi bir sorgulamaya
donidsturiyor. Kim acaba kiminle bu iliskiye sahiptir ve acaba
dyle midir? Yapit sokaktan gecen milyonlarca insan tarafindan
izlenecektir. Ama bu sorunun kac kisiye hitap edecegi basli basina
bir baska sorudur. Bir sanat yapitinin gorsel dili, sozel dille,
iletisimsel dille her zaman iliski kurabilir. Kaldi ki, sanat yapitinin
algilanisi o gorselligin so6ze/dile terciimesiyle mimkindir. Fakat
bir sanat yapitinin bu iliskiyi kullanarak varliksal bir resepsiyona
doniismesi basli basina bir kategoridir. 0zmenoglu’nun yapiti, tam bu
noktada, sert bir elestirelligi populer bir tutumun parodik yapisiyla
muhurliyor.

Elif Boyner'in yapiti her seyden dnce kendisini bir rastlantiya
borclu. Bir kdye yapilmis rastlantisal bir yolculugun dogurdugu bir
yapit bu. Kdyde yasayan ve hayati siirdirmek icin yapilmasi gereken
tum isi yapan kadinlarin suratlarini geleneksel cay tabaklarina
isliyor.

Yapitin zaman ve mekan eksenlerinde degisen boyutlari var.
Gecicilikle kaliciligin, bilinenle bilinmeyenin zorlayici bir iliskisi bu
yapitin belkemigi. Ote yandan barok bir dile de sahip. Cay tabaklarinin
kivrimlarina sakli ve barogun, Deleuze’den beri bildigimiz en
belirleyici 6gesiolan pli’bu gercegi tstlerine naksedilmis suretlerle
donusturiyor.

Geleneksel olanin tekrari ayni zamanda bu yapit. Cay tabagina
bir anlam olarak nifuz etmis olan geleneksel, kdy kadininin

We had emphasized the dimension of coincidence related to repetition. If
thereis only one feature of the work of art that falls outside coincidence’s
principle of repetition, it would be that it is unique. That unique work of
art, which is unmitigatedly a coincidence, creates that feeling of trust in
us through its singularity. Soylu, on the other hand, through emphasizing
repetition, undermines this whole context by ensuring that the viewer
is involved in a harsh relationship with the original artwork, which, in
essence, is untouchable.

Right next to it, Ardan Ozmenoglu's work, created using post-it
stickers, pushes the boundaries of coincidence; above all, with the
material it was produced. On the other hand, the multidimensionality
of the work also renders the mentioned fact of coincidence entirely
multidimensional. The artwork, which is a picture but not a picture,
a conceptual work that violates the limits of conceptuality, eventually
integrates with the balloon.

The balloon is not just an object; it is also a metaphor. It is a powerful
concept of rejection, used in the everyday language of critical discourse,
perhaps seen to be too simple at times. Furthermore, Ozmenoglu’'s
work is called Beauty Balloons. This signifies a vigorous critique of the
perception, concept and fiction of beauty. The transformation of beauty
into a ‘balloon’, it being hollowed out, surrendered to capitalist relations
of production, and its integration with the transient are the sub-texts
that Ozmenoglu presents in terms of the coincidental.

Ozmenoglu’'s neon artwork, placed in the display window, takes its
inspiration from the familiar saying in Turkish, ‘we are like a potand a lid’
(with a meaning much like the saying, 'birds of a feather flock together’)
and transforms this relation relating to essence into a questioning. With
whom would one have such a relation, and would it really be so? The
work will be viewed by the millions of people on the street, passing
by the window. But to how many of them this question would mean
something is another question altogether. The visual language of an
artwork could always involve an association with verbal language, with
the communicative language. Besides, the perception of the work of
art is possible through the translation of that visuality into the word/
language. But the transformation of an artwork into an existential
perception through the use of this relationship is in itself a category.
Exactly at this point, 0zmenoglu’s artwork stamps the seal of a harsh
criticism through the use of the parodic structure of a popular attitude.

Elif Boyner's artwork, first and foremost, owes its existence to a
coincidence. This is a work of art born of a random journey to a village.
She inscribes the portraits of the women living in that village, and doing
all the work that needs to be done, onto traditional Turkish tea glass
saucers.

The artwork has varying dimensions in terms of time and space.
The backbone of this work is the challenging relationship of transience
and permanence, of the known and the unknown. On the other hand, it
also has a Baroque language. Hidden in the curves of the tea saucers
and the most distinguishing element of Baroque we have come to know
since Deleuze, the 'pli’, this reality is transformed with the portraits
embroidered on them.

gelenekselligiyle butlinlesiyor ve izleyici hi¢ tanimadigi bu insanlar
Ustinden bambaska bir algiya zorlaniyor. Portreye bakmak her
zaman baska bir insana bakmak, onun mahremiyetine girmektir.
Bu basli basina bir tedirginliktir. Her portre insani huzursuz eder.
Insan kendi resmine bakmaktan bile rahatsizlik duyabilir. Boyner bir
rastlantinin kurguladigi suratlari izleyiciye gostererek onu tanimadigi
bir gerilimin ayak ucunda tutuyor.

Kivan¢ Martaloz'un yapiti serginin en sert yapiti ve alabildigine
katmanlari olan bir ‘metin’. Her seyden 6nce yapitini rastlantinin
yerylziindeki en somut nesnesi olan spermayla butinlestiriyor. Bir
tohumun yazgisini sadece matematik sayisallastirabilir. Ama onun
ozine tesir edemez. Matematigin cizdigi sinirlar icindeki rastlanti
tohumun kaderini tayin edecektir. ilk yapit bu acik gondermeyle
basliyor.

Karsisinda yer alan ikinciyapitise bu gercegin sonucuyla iliskilidir:
dogum. Ne var ki, Martaloz, bilinen kurami ters yiiz ederek, kendisini,
bedeni ve cinsiyetini donlstirerek, gizli (hem sakli hem de kelimenin
gercek anlaminda sirlarla dolu) bir oto-portrenin dolayiminda
dogumu ve dogurumu soyutluyor. Bu, dogrudan ‘ben’le ilgili bir
sey. Ama ben burada sadece bir beden ve nesnedir. Oze doniik ben
ise bir bilinmezdir. Tim diyalektik ¢eliskilere aciktir. Hatta 0z yeri
geldiginde Tanrisaldir. Tim Tanrisal kategoriler gibi bilinmezdir.
Martaloz bu bilinmezin istiine gidiyor ve donlstirimleri yapitinin
0z haline getiriyor. Kaldi ki, benin bu diizeydeki donistirdmdnin
tekinsizligi ayri bir dizey meydana getiriyor yapitta.

Rastlanti, ben/lik ve tekinsizlik Ustliinde durduk. Martaloz bu
gercedi liciincii yapitiyla somutlastiriyor. insanin giindelik hayat
icinde en gok ‘ylz yize' geldigi nesne aynadir. Ve insan hichir
gundelik hayat nesnesinden aynadan duydugu rahatsizligi duymaz.
Bir nedeni yukarida degindigimiz gibi aynanin insani kendisine
bakmaya zorlamasidir. Lacan’in bilinen ¢éziimlemesi ayna olgusunun
insan bilinci ve benligi Ustlindeki etkisini yeterli bir karmasayla
¢oziimlemistir. Fakat onun da dtesinde, ayna, ‘sirli’ bir olgudur. Hem
bir sirla meydana gelir hem de sirlarla yuklidir. Aynada goriinen
suret bir siire sonra kaybolacaktir. ikincisi, ayna tersinleyen bir
nesnedir. Tim simetrileri asimetrilere donistirecek ve yeniden
diizenleyecektir.

Hepsinden daha onemlisi aynanin bahsettigimiz benlik kurma
sireci i¢cinde yarattigl dizlemlerdir. Bu dizlemler narsisizmden
fetislestirmeye kadar acilir. Fetislestirme narsisizmin gereksindigi
ve dzdeslestigi ‘kayip nesne’nin ikame edilemeyen arayisidir. En ug
noktada, bu, insanin bizatihi kendisi olabilir. Narsisizmin 6ykisi de
esasen budur.

Martaloz, aynaya bakan insan gorintisind, Ustelik Caravaggiogil
bir barok anlayisla ve dogrudan onu animsatacak bir yeniden

At the same time, this work is a repetition of the traditional. The
traditional saturated as meaning within the tea saucer is integrated
with the traditionality of the village women and the viewer is compelled
to adopt a completely different perception through these people that
he does not know. To look at a portrait is always to look at another
person, to enter their privacy. This on its own is a perturbation. Every
portrait makes us uncomfortable. You might even be uncomfortable
looking at your own picture. By presenting portraits composed through
a coincidence Boyner keeps the viewer at the tip of an unfamiliar anxiety.

The work of Kivan¢ Martaloz is the most unsparing among the
artworks in the exhibition and it is a ‘text” with numerous layers. First
of all, he integrates the most concrete object of coincidentiality on earth
into his work, the sperm. Mathematics can only quantify the destiny
of a seed. But it cannot affect its essence. The coincidence within the
boundaries drawn by mathematics would determine the fate of the seed.
The first artwork sets out with this clear reference.

The second piece placed across is about the outcome of this fact:
birth. However, reversing the known theory, Martaloz transforms
himself, his body and gender, and through the mediation of a secret (both
hidden and filled with mysteries) self-portrait renders an abstraction of
birth and giving birth. This is directly related to the 'I'. But here the
| is merely a body and an object. And the | in terms of essence is an
unknown. It is open to all dialectical contradictions. In fact, the essence,
on occasion, is within the realm of God. And it is unknown just like all
divine categories. Martaloz grapples with this unknown and makes the
transformations into the essence of his work. Besides, the uncanniness
of such a transformation of the | brings about a different layer in the
work.

We explored the coincidental, the I/self and the uncanny. Martaloz
concretises this fact in his third artwork. The object that a human being
comes ‘face to face’ with the most in everyday life is the mirror. And the
human being does not feel as uncomfortable with any everyday object of
as he does with the mirror. One reason for this, as we have mentioned
above, is that the mirror forces the human being to look at himself.
Lacan’s well-known analysis has provided an evaluation of the effect of
the phenomenon of mirror on human consciousness and the self with
sufficient complexity. But beyond that, the mirror is a phenomenon of
‘secret’. The Turkish word for the reflective glaze at the back of a mirror
is ‘sir’. Apart from meaning glaze it also stands for ‘secret’ and the
mirror is full of ‘secrets’. An image appearing on a mirror shall soon
disappear. Secondly, the mirror is an ironic object. It will transform all
symmetries into asymmetries and rearrange them.

More important than all these are the planes created by the mirror
in the aforementioned process of self-formation. These planes stretch
from narcissism to fetishization. Fetishization is the search for the
unsubstitutable ‘lost object’ that narcissism requires and identifies with.
In the most extreme case, this can be the person himself. And this is
essentially the story of narcissism.

Martaloz interfuses the image of a human being looking at the mirror,
with a Caravaggio-like baroque conception and with a re-production



yapimla, ortaya koyarken, bunu aynaya bakan narsisistik imgeyle
de ic ice gegirir. (Caravaggio'nun yaptigi Meduza resimlerinin ilk
versiyonu Mertula adini tasiyordu ve bu Mediz Ustline yazmis sairin
adiydi. Acaba ‘Martaloz’ isminin Mertula'yla iliskisi sanatciyr ayrica
esinlemis midir?) Ne var ki, bu defa aynaya bakan Medusa’dir ve simdi
onun aynada kendisine bakmasi sasirticidir. Ciinkl antik Yunancada
bekci anlamina gelen Meduza, mitolojiye gore, kendisine bakani
tasa donistirecektir. Peki, genitalia bolgesinde tuttugu aynaya
bakan Medusa bu durumda taslasacak midir? Kimlik, beden, aidiyet
Ustiinden gelisen bir calismadir bu ve bu yapitin daha fazla desifre
edilerek yukarida bahsettigimiz kategorilerle irtibatlandirilmasina
gerek yoktur. Her sey oradadir ve yapita ickindir.

Seydi Murat Ko¢'un yapitinin adi dikkat cekicidir: Kazaya
Biraktiklarim. Kog, trajik gondermeleri olan yapitlar Gretmis bir
sanatci. O yapitlarinda ikonik figlirleri mimari yapitlarla bitiinlestirdi.
Bu yapitlar ona caglar hatta bin yillar arasinda elestirel bir yolculuk
yapma olanagini sagladi. Bu sergideki yapitlari, tipki daha onceki
yapitlari gibi, ikonik olanla girisilmis bir diellodur. Panofsky den
beri ikonik olanin tamamlanmis olan oldugunu biliyoruz. Kog, bu
tamamlanmislik disiincesi ve durumuyla ilgileniyordu.

Tipki sergide yer alan Ozmenoglu'nun giizel kavraminin yerlesik
normatif degerini sorgulamasi ve buginki guzellik kavrayisinin
normlarina elestiri getirmesi gibi Ko¢ da ayni olguyu farkli bir
perspektiften kusatiyor. Sanat yapiti s6z konusu oldugunda bahsedilen
normun ‘tamamlanmislik’olduguna dikkat ¢ekiyor. Ustiine giderek,
‘eksik’ yapitin anlamini kurguluyor. Bununla da Ronesans’tan beri
devam eden ‘tamamlanmis yapit-ideal glizel’iliskisine dogrudan bir
darbe indiriyor. Glzelligin tamamlanmislikla degil natamam oldugu
halle iliskili oldugunu bize gdsteriyor.

Bu ayni zamanda Koc¢'un kanonik olanla giristigi bir micadele.
Kanonik yapit da gizelligi, tamamlanmisligi, kusursuzlugu kesin
olan yapitlardir. Halbuki, modern sanatin getirdigi biyuk elestiri
kanonik olanin tam da bu niteliklerine doniktir. Kog¢ ‘eksik’ yapitini
sergilerken yeni bir glizellik anlayisinin sinirlarini yokluyor, kanon
disi kategorilere gondermede bulunuyor.

Kog'un 6nemli bir diger vurgusu ‘kaza'kavramina. Bu yoniyle de
sergi kavraminin i¢inde ylziyor. Yapitin tamamlanisinin rastlanti/
kader iliskisine gondermede bulunuyor. Kazaya birakmak dinsel
bir terimdir. Zamaninda kiinmayan namazin bilinmeyen/ilerideki
bir zaman eda edilecegi manasindadir. Kog, yapitinin kazayla olan
iliskisini sorgularken sanat Uretiminin Tanrisal oldugu kadar belki
tansiksal iliskisine de atifta bulunuyor. Kaza bilinmezlikle ilgilidir.

Sanat yapitinin en dnemli gercegi de sirlaridir, bilinmezlikleridir.
Duchamp sonrasi sanatin kapsamli midahalesi de bu gercegi
degistirmemistir. Ko¢ bu derinligi isaret ederek yapitin mechul

directly reminiscent of it, with the narcissistic image of looking at a
mirror. (Caravaggio’s first version of Medusa paintings was called
Murtula, and this was the name of the poet who wrote about Medusa.
| wonder if the association between the names ‘Martaloz” and Murtula
was also a source of inspiration for the artist?) However, this time it
is Medusa who is looking at the mirror and now it is surprising to see
her looking at herself. Because, according to mythology, Medusa, with
a meaning that could be translated as to guard’ from ancient Greek,
would transform any onlooker into stone. So, would Medusa looking at
the mirror that she holds in front of her genitalia be rendered into stone?
This is awork that evolves over identity, body and the sense of belonging,
and would not be necessary to be further decipher and link it with the
aforementioned categories. Everything is out there and intrinsic to the
work.

The name of the work of Seydi Murat Koc is noteworthy: The Ones
| Left to Chance. Kog is an artist who has produced artworks with
tragic references. In his artworks he had integrated iconic figures with
architectural structures. These artworks enabled him to make a critical
journey between ages and in fact even millennia. The artworks in this
exhibition, much like his previous works, are a duel with the iconic. Since
Panofskywe are aware that the iconic is that which is completed. Kocg is
interested in this thought and condition of completedness.

Just like 0zmenoglu, questioning the established normative value of
the concept of beauty and criticising the norms of the understanding of
beauty today, Ko¢ encapsulates the same phenomenon from a different
perspective. He emphasizes that the norm in question regarding the
work of art is ‘completedness’. By confronting this, he constructs the
meaning of an ‘incomplete’ work of art. And as such, he launches a direct

attack on the relationship between the ‘completed artwork-ideal beauty’

that has been persisting since the Renaissance. He shows us that beauty
is related not to completedness, but to the state of incompleteness.

This is also Ko¢'s struggle with the canonical. Canonical works are
also works pertaining an absolute beauty, completeness and perfection.
But the great criticism initiated by modern art is exactly about these
qualities of the canonical. In exhibiting his ‘incomplete’ work of art,
Koc is testing the boundaries of a new understanding of beauty, with
references to categories outside the canonical.

Anotherimportant emphasis by Koc is about the concept of ‘accident'.
Also in this respect he hovers within the concept of the exhibition. He
makes a reference to the associations between the completion of a work
and coincidence/fate. The title of his work also has religious references.
The Turkish title ‘Kazaya Biraktiklarim” also implies the meaning of
worship not performed in time and left to be offered at an unknown/
future time. While questioning the relationship of his work with the
accident, Kog is alluding to the divine and perhaps even miraculous
character of artistic production. The accident is related to the unknown.

The most important fact of the work of art is its secrets, its unknowns.
The comprehensive intervention of art after Duchamp has not changed

boyutunu onun goériinen kismiyla yan yana getirmekte, izleyiciye
rastlanti kavraminin biinyesinde yer alan muhayyile olgusunu
hatirlatmakta, ondan imgelemini kullanmasini istemektedir.

Firat Engin’in isi bir kavramsal yerlestirme sayilamayacak kadar
yukld bir yapit. Bir Osmanli yataganinin yeniden ve elde yapilmasi,
listiine /stanbul Art News dergisinin belirledigi, Tiirkiye'de gorsel/
glincel sanat dinyasina yon veren 103 kudret simsari adinin
islenmesinden olusuyor. Kudret simsari kavramiyla keskin bir
yataganin ust Uste bindirilmesi tamamlayici bir yaklasim.

Neticede bir iktidar iliskisinden soz ediyoruz. Eski Tirk
geleneklerinde iktidarin birka¢ kurucu sembolinden biridir kilic.
Fakat yapitin bu haliyle kuvvetli bir parodi sergilediginde kusku yok.
Dolayisiyla bir oyun boyutu var bu yapitin. Buna bagli olarak bir baska
noktayi belirtelim.

Firat Engin ‘belirlenmis’ isimleri isliyor kilicina. S6z konusu
isimler bir sorusturmayla ortaya ¢ikarilmisti. Engin, bu diizen icindeki
belirginlige itiraz etmiyor. Fakat sorusturmayla belirlenisin ardindaki
rastlanti boyutunu da bu yoldan, dolayli olarak oniimiize getiriyor.
Onlari bir metalin/kilicin Ustline isleyerek bu siirecin icerdigi ihtimali
astyor, onlari somutlastiriyor. Neticede ‘tasa yazmak'diye bir deyim
var. Engin, bu defa onlari yatagana naksederek zamanin ileride
getirecegi degisime de bir gonderme yapiyor. Yani, zamanla ilgili bir
sorgulama ayni zamanda Engin’in isi.

Buna ek olarak, hem kilicin uzak veya yakin ‘fallik’ boyutuna
hem kesme/iktidar kavraminin oedipal boyutuna gondermelerde
bulunarak, yukarida degindigimiz rastlanti-tekinsizlik iliskisini
ciddi bicimde derinlestiriyor. iktidarin fallik bir nesne olarak
tanimlanmasi, ama her iktidarin icerdigi ‘iktidarsizlasma/[iktidari]
kaybetme korkusunun eril ve ‘kastrasyon’ boyutlari kilic kavramiyla
bitunlestirilerek, o da kudret simsarlariyla bir araya getirilerek
kapsamli bir kurguya donusturuliyor.

Burak Eren Giler'in yapitinin bu sergide ii¢ olguyla ic ice
gectigini soylemek gerekiyor. Birincisi, Giler, hazirladigi metal ve
yaydan mitesekkil tramplenin Ustlini timdyle tesadifi bir izlekle
olusturuyor. Bu onun rastlantiyla yasadigi icsel bir iliski.

Ikincisi, yapitinin dogrudan oyunla bir iliskisi var. Izleyici yapitin
Ustiine ¢ikip onu diledigi kadar sallayabiliyor. Bu yaniyla yani, oyun
yaniyla ele alinirsa yapitin sergide Eda Soylu'nun yapitiyla kurdugu
iliski son derecede belirgin. Ustelik her iki yapitin da yaylarla meydana
getirilmesi, birisinin renkleri, digerinin oriintlyu rastlantisal olarak
olusturmasi, ayrica her iki yapitin da orijinal-midahale baglaminda
izleyicide tedirginlik yaratmasi rastlanti kavraminin buginki
kavranisiyla ilgili koki derinlere inen bir benzerlik sunuyor.

this fact. Pointing at this depth, Ko¢ brings together the unknown
dimension of the work of art with its visible aspect, and reminding the
viewer of the phenomenon of imagination that constitutes a part of the
concept of coincidence, he demands the viewer to use his imagination.

Firat Engin’s work is far too complicated to be considered under
the category of a conceptual installation. It consists of reconstructing
and hand-making of an Ottoman sword and etching the names of the
103 power brokers that steer the world of visual/contemporary art in
Turkey, as determined by the /stanbul Art News magazine. Overlapping
the concept of power broker with a sharp sword is a complementary
approach.

At the end of the day, we are talking about a relationship of power.
The sword is one of the few founding symbols of power according to
old Turkish traditions. However, there is no doubt that the artwork is
displaying an intense parody. Therefore, there is a dimension of play in
this work. So let us indicate another point.

Firat Engin etches names already ‘determined’ onto his sword. The
names were decided through an assessment. Engin does not object
to the evident within this arrangement. But he implicitly displays the
coincidental dimension behind this method of determination through
assessment. By etching these names on a metal/sword, he outdoes the
potentiality that the process involves, and makes them concrete. After
all, there is a saying, ‘carved in stone’. Etching these names on a sword
Enginis alluding to the change that time shall bring. So, Engin’s artwork
also entails a questioning about time.

In addition, with references to both the remotely or closely ‘phallic’
aspect of the sword and the Oedipal aspect of the concept of laceration/
power, he seriously deepens the aforementioned relationship between
coincidence and uncanniness. Defining power as a phallic object,
integrating the concept of the sword with the masculine fears of
‘impotence/loss [of power]” and ‘castration’ that are embodied by all
loci of power, and then bringing all this together with the power brokers
makes a comprehensive construction.

It would be appropriate to say that the artwork of Burak Eren
Giiler is intertwined with three phenomena in this exhibition. Firstly,
Gdler utilises a totally coincidental theme in creating the top of the
trampoline made of metal and springs. This is his inner relationship
with coincidence.

Secondly, his artwork is directly linked with play. The viewer could
stand on top of the work and rock it as much as he wants. In this respect,
that is, when considered from the point of play, the relationship this
artwork establishes with Eda Soylu’s work in the exhibition is obvious.
Furthermore, the fact that both artworks utilise springs, that the colours
in one of them and the patterns in the other are formed by coincidences,
and that both works arouse an uneasiness in the viewer offer a deep
similarity in terms of the conception of coincidence put forward earlier.
Thirdly, Giler’s artwork demands the participation of the viewer in the

1"



Uclinciisii, Giiler'in yapiti izleyiciden oyuna/yapita katilmasini
ister ve oyun araciligiyla rastlanti kavramini sorgulamasini
beklerken izleyicinin rastlantisal zamanini veya genel olarak
zamanin rastlantisalligini vurguluyor. Zaman lineer bir olgudur. Ama
tabii ki statik degildir. Kendi devinimine sahiptir. Giler, izleyiciyi,
yapitiyla kuracagi iliski icinde, zamanini yapitin fiktif zamaniyla
bitlinlestirmeye cagiriyor ki, bu, sanat yapiti-izleyen séz konusu
oldugunda hayli pasif bir olgudur. Bir sanat yapitinin izlenmesi ona
degil gene izleyiciye ait zamani yasamaktir ve bu pasif bir haldir.
Giiler ona edimsel bir katman getiriyor. izleyici platformun iistiinde
zipladiginda yapiti islevsellestiriyor, onu ‘Uretiyor’, ontolojisine
iade ediyor ve oylelikle de yapitin zamanini yasiyor. Ayrica bu tir
bir oyunla izleyicinin cocukluguna donmesini sagliyor Guler. Zaman
icinde cikilan bir yolculuk bu. Yapitin Ustiinde sallanirken yasadigi
tedirginlik ise oyun-tekinsizlik iliskisine gliclu bir gonderme.

Doruk Kumkumoglu'nun yapiti imge Uretimi ve zaman
diizlemlerinde gerceklesiyor. Fotografik zaman 19. yizyildan
beri Ustlinde disuniulen bir kavramdir. imgenin zapt edilmesi,
kaydedilmesi ve tabedilmesi birer 6zgiil zamana aittir. izlemek
baska bir zamani gereksinir. Bu, statik ve notr fotografin gercegidir.
Kumkumoglu'nun yaptigi is ise baska bir dizlem kurarak yaklasiyor
sorunsala.

0 dizlem yeni medyanin ve gorintld lretme tekniklerinin
getirdigi bir boyutu iceriyor. Her seyden once izleyiciye fotografik
zamani inceleme olanag: veriyor. Ikincisi, izleyici kiimeleri bu
edim icindeyken yapit baska bir kurgu gerceklestiriyor. Bu
timuyle rastlantisaldir. Burada onemli olan fotografin Uretimine
ait boyutun donustiridlmesidir. Statik zamandan dinamik zamana
gecerken fotografin ontolojik boyutuna da bir katki getiriyor bu
calisma. Fotografin ontik degisimi teknolojinin bir sonucu olabilir.
Fakat Kumkumoglu izleyenle kurdugu iliski icinde bu gercegi
sorguladiginda ortaya yepyeni bir katmanin c¢iktigr muhakkak.

Tumiuyle rastlantiyr 6znelestiren bu yapitin son bir 6zelligine
deginelim. Ronesans’tan beri tstiinde distnuilen gorinti sorunsali
perspektiftir. Kibizm 400 yillik bir gelenege yikici bir balta indirmis
ama onu reddetmemisti. Bugun perspektifin yitimini ¢cok genis bir
6lcekte yasiyoruz. Perspektifin yitimi sadece bir gorinti konusu
degildir. Daha kapsamli degiskenlerle iliskilidir.

Kumkumoglu gorintid dizleminde mat ve perspektiften arinmis
bir ylizey yaratarak gorintiiniin yeni boyutuyla izleyiciye yeni sorular
yoneltiyor. Ayrica yukarida tekinsizlik-goriintiiliskisine deginmistim.
Tekinsizlik, gorinti séz konusu oldugunda varliga ve yokluga es
degerli olarak yaslanir. Gorinti tekinsizlik duygusu yaratabilecegi
gibi goruntisizlik de tekinsizlik duygusu yaratabilir. Kumkumoglu
bu ikili yapiyi perspektifsiz bir goriinti diizleminde siniyor.

play/artwork and while you would expect it to question the concept of
coincidence through the play it actually emphasizes the coincidental time
of the viewer, or the coincidentiality of time in general. Time is a linear
phenomenon. But of course it is not static. It has its own movement.
Giler invites the viewer to integrate his time with the fictive time of the
artwork through his interaction with the work, which normally is a highly
passive phenomenon when it comes to the relationships of artworks and
viewers. Viewing an artwork does not mean the viewer is experiencing
the time of the artwork, it is still experiencing the time of the viewer
and this is a passive state. Giiler adds an actual layer to this. When the
viewer bounces on the platform, he makes it functional, he ‘produces’
it, returns it back to its ‘ontology’, and thus lives the time of the work.
In addition, through this kind of play, Giiler allows the viewer to return
to his childhood. This is a journey in time. The uneasiness experienced
while rocking on the artwork is a powerful reference to the relationship
between play-uncanniness.

The artwork of Doruk Kumkumoglu takes place in the planes of
image production and time. Photographic time is a concept that has
been deliberated over since the 19th century. The capturing, recording
and printing of the image each belong to a specific time. Viewing it
necessitates another time. This is the reality of the static and neutral
photograph. However, Kumkumoglu’'s artwork is approaching the
question at hand by establishing another plane.

That plane involves an aspect brought about by the new media and
techniques of image generation. First of all, it gives the viewer the
opportunity to examine the photographic time. Secondly, when there are
clusters of viewers in this act, the work performs another construct. This
is entirely coincidental. The important thing here is the transformation
of the dimension related to the generation of the photograph. Shifting
from static time to dynamic time this work also contributes to the
ontological dimension of the photograph. The ontic transformation
of the photograph might be a result of technology. However, when
Kumkumoglu questions this fact in the relationship he establishes with
the viewer, without a doubt a whole new layer emerges.

Let us now consider one last feature of this work that makes
coincidence into a subject. The problematic about the image that has
been pondered over since the Renaissance is perspective. Cubism had
attacked the 400-year-old tradition but did not reject it. Today we are
experiencing the loss of perspective on an immense scale. The loss of
perspective is not just a matter of the image. It is connected to more
comprehensive variables.

Creating a surface matt and free from perspective in terms of the
image, Kumkumoglu poses new questions about the new dimension of
the image to the viewer. Also, | have mentioned the relationship between
uncanny-image earlier. When the subject matter is the image, the
uncanny rests equally on presence and absence. While an image could
create a sense of uncanniness and the absence of image could also
create a sense of uncanniness. Kumkumoglu tests this binary structure
on an image plane free from perspective.

Erdal Incinin yapiti da rastlanti-zaman-gorinti eksenine
oturuyor. Statik gibi duran bir kamerayla saptanmis dinamik bir
gorintu Inci'nin yapiti. Sanatci, Karakoy bolgesindeki cephelerin
1.000’e yakin resmini cekiyor. Bunlari yeni planlar olusturacak
sekilde istifliyor. Ustlerine giindiiz gece simiilasyonu yaratacak
1s1g1 dusirerek 24 saat icinde bdlgede dogallikla olusan gorintileri
‘hizlandirilmis’ bir similasyonla veriyor.

Bu tasarimin ve yapitin az once degindigimiz zaman-gorinti-
rastlanti-algi planlarindaki etkisine ayrica deginmek gerekmeyebilir.
Cinkl timi aynen mevcut. Fakat daha ileri giden hususlar da var.
Her seyden 6nce inci'nin yapiti bir similasyona dayaniyor.
Similasyon mimetigin 6ldigu noktadir. Clnki perspektif ‘dogal’
olanin ‘yansitilmasi” maksadiyla bulunmus bir illizyon yontemidir.

Inci, burada iki katmanli bir dinamik yontem gelistiriyor. Hem
dogalinicinden ¢ekilmis goriintiilerden hareket ediyor hem de onlarin
derinliklerini similatif olarak kesfediyor. Dolayisiyla da onlari hem
dogalliklarindan kopariyor hem de perspektiflerinden. Dz, minyatir
diizenini yansitan goriintiiler icinde inci, bir dogal plani muhayyel
bir gerceklige donustiriyor. Bunu 24 saatlik bir gliin bitinliglne
eristirdiginde ortaya cikan gorsellik dinamik bir statige erisiyor.
Ama artik derinligin yani perspektifin ve dogalligin yittigi bir plandir
bu. Ayrica da Kumkumoglu'nun yapitinda oldugu gibi perspektifle
mimetik arasindaki ¢cok ciddi gecisi ortasindan yaran bir hamledir.

Nurta¢ Ulutirk'in yapiti da bu daire icinde degerlendirilebilir.
Ulutiirk bir haber programindan soyutladigr 2.113 parca goruntiyud
statik birer kareye donustirerek mekana uyguluyor. Boylece izlenen
veizlenceselolanin hem anlamidnemlive radikal bir degisiklige itiliyor
hem de baska bir ortamda (video) olusmus goriinti statik fotografa
indirgenerek iliskisel bir tersinleme meydana getiriliyor. Televizyon
ekraninda yer alan haber sunucusunun izleyicide olusturdugu ikonik
etki burada ciddi bir ¢cozilmeyle karsi karsiyadir. Bu durum ol¢cek
diizleminde de kendisini gosterir. Dolayisiyla izleyicinin yasadigi kriz
aslinda gercekligin yitiminden dogan bir krizdir.

Ulutldrk'in yapitinda yerinden edilmis gorintinin secimi
elbette bilinclidir. Ama her bilincli edim gibi burada da rastlantisal
olan kendisini gosterir. Rastlantiyl olusturan sadece fiziksel bir
islem degildir. Gorintu Gretim mecralarinin birbirinden koparilip
iki ayri dizlem olarak sunulmasi izleyicide bir ‘yanlislik’ izlenimi
doguracaktir. Bunun getirecegi tekinsizlik duygusu aslinda sanat
yapitina yonelik tekinsizlik duygusunun bir dogrulamasi gibidir.
Daha 6nceleri ‘dogrular’ Gstiinden ilerledigine inanilan perspektivik
ve mimetik sanatin simdi bunlarin yitimiyle ‘yanlslar’ Gstiinden
ilerledigi izlenimi Ulutirk'in yapitiyla muhtemeldir ki izleyicinin

zihninde bir kere daha dogrulanacaktir.
*

The work of Erdal Inci also falls into the axis of coincidence-time-
image. Inci’s artwork is a dynamic image that seems to be captured by
a static camera. The artist shot nearly 1000 photographs of facades in
the Karakoy district. He assembles these in a certain way to create new
layouts. He shines a light onto them to create a simulation of day and
night, and presents these ‘accelerated’ simulations of images that had
naturally occurred, in a time span of 24 hours.

It might be unnecessary to specifically mention the effects that this
design and artwork have on the time-image-coincidence-perception
planes that we have just mentioned. Because they all exist. But there
are other things that surpass these. First and foremost, inci's work of
art is based on a simulation. Simulation is the point where the mimetic
meets its end. Because perspective is a method of illusion invented to
‘reflect’ the ‘natural’.

Here, inci develops a dynamic method with two layers. He starts
from scenes captured from nature and he explores their depths in a
simulative manner. Thus, he severs them from their naturalness and
from their perspective. Through images reflecting a flat, miniature
order, inci transforms a natural plane into an imagined reality. When
he makes a whole 24-hour day from this the emerging visuality attains
a dynamic stasis. But now this is a plane that has lost its depth, that
is, its perspective, and naturalness. In addition, as it could be seen
in Kumkumoglu's artwork, it is a move that slashes through the very
serious transition between perspective and mimetic.

The artwork of Nurtac¢ Uluttlirk could also be evaluated within this
sphere. Ulutlirk transforms the 2113 images he abstracted from news
videos into static images and applies them onto the space. Thus, both the
meaning of the viewed and the programmed are forced to be changed
significantly and radically, and at the same time an associative reversal is
brought about by reducing images produced in another medium (video)
into static photographs. Here, the iconic effect that the newsreader on
the television screen has on the viewer is facing a severe dissolution.
This also occurs in terms of scale. Hence, the crisis that the viewer is
experiencing is actually a crisis that arises due to the loss of reality.

The choice of the displaced image in Ulutiirk’s artwork is, of course,
deliberate. But like all conscious acts, coincidence is also present here.
What creates the coincidence is not just a physical process. Cutting off
the mediums of image production from each other, and presenting them
as two different planes would cause the impression of a ‘mistake’ on
behalf of the viewer. The sense of uncanniness that this will bring forth is
in fact like a confirmation of the sense of uncanniness about the work of
art. With Ulutiirk’s artwork, the impression that art — with a perspectival
and mimetic quality - believed to be steering through ‘truths’, is now
- in their loss - proceeding through ‘mistakes” would most likely be

confirmed once more in the minds of the viewers.
*
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Sanat Rastlantisi/ Rastlantinin Sanati tamamlanmamis, devam
eden bir seriivenin bu yapitlarla cercevelenmis cok glclid bir
duragidir. icinde yasanilan diinyanin rastlantinin etkisini azaltmaya
calistigi muhakkaktir. Ama rastlantinin bir o kadar hayatimiza
hilkmettigi de bir baska gercektir. Bu durumun nedenlerini baska
alanlarda aramak gerekir. Ama surasi bir gercek ki, eger rastlantinin
hayatimizda tuttugu yer biyiyorsa, bu, tekinsizlik duygusunun daha
hayatimizi o derecede kusattigi anlamina gelir.

Ve oyle anlasiliyor ki, ne yapilirsa yapilsin, yasamin asal gercegi
rastlantidir.
Kasim 2016
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The Incident of Art/The Art of Incident is a potent terminal of an
incomplete, on-going adventure framed by these works. It is a fact that
the world in which we live is trying to diminish the effects of coincidence.
But another fact is that coincidence still dominates our lives as much.
The reasons behind this situation should be pursued in other areas. But
all we can say is that if the seat of coincidence is expanding in our lives,
this would mean that our lives are more and more surrounded by the
feeling of uncanniness.

And it would seem that no matter what we do, the prime truth of life
is coincidence.
November 2016
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Ardan Ozmenoglu
Burak Eren Giler
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Eda Soylu
Elif Boyner
Erdal Inci
Firat Engin
Kivan¢ Martaloz
Nurta¢ Uluttrk
Seydi Murat Kog
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Ardan Ozmenoglu

Beauty Balloons, cagimizda yaratilan glizellik imgesinin ne kadar gegici ve sahte
oldugunu vurgulayan bir eser. Kapitalist diinyada yaratilan her seyin giindelik hatta
anlik var olusunu ve yok olusunu sorguluyor, tipki bir balon gibi... / Ardan Ozmenoglu

Beauty Balloons is a work that underlines how ephemeral and fake the image of
beauty created in this day and age is. The work questions the way everything created
in the capitalist world has a temporary, in fact momentary, life span of coming into
existence and falling into extinction, just like a balloon... / Ardan Ozmenoglu

Beauty Balloons
Post-it notlar Uzerine karisik teknik Mixed media on post-it
190 x 200 x 5 cm, 2016
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Kalayli tencere ve turuncu neon isigi birlestirerek yarattigim eser, dilimizde ¢cok
kullanilan bir deyimden geliyor. “Tencere kapak gibiyiz". Eser izleyiciye bu dislnceyi
hatirlatiyor ve bunu yaparken yizinizde bir gilimseme olusuyor. Eserin adi “mi?”
bunun dogrulugunu sorgularken, parantez icindeki “(kesin)” geriye stiphe birakmiyor.
Tencere kapak gibiyiz... / Ardan Ozmenoglu

The work created by combining a tin plated pot and orange neon light, takes its
inspiration from a phrase commonly used in the Turkish language; "We are like a pot
and a lid.” (With a meaning similar to the English proverb, “Birds of a feather flock
together.”) The work reminds the viewer of this idea and while doing this it puts a
smile on the viewer's face. While the title of the work, “are we?” questions the validity
of this, the phrase “(absolutely)” in parentheses leaves no room for doubt. We are
like a pot and a lid... / Ardan Ozmenoglu

mi? (kesin) / are we? (absolutely)
Kalayli tencere, kapak, turuncu neon Tin plated copper pot, lid, orange neon light
30 x 40 x 2bcm, 2016
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Burak Eren Giiler

Interaktif olarak hazirlanmis yerlestirme seyircinin esere katilimi ile aktive olur.
Eserin ylzeyi rassal (random) olarak renklendirilmis ve oyun temasi Gzerine
kurgulanmistir. Strprizlere acik bu zeminde izleyici kendine ait zamanini
raslantisal bir sekilde deneyimler.

Oyun dirtisu ile ona yukledigimiz fiziki enerjiyi siirpriz ile harmanlar ve
rastlantisaligin duygusu Uzerine sorular sordurmayi hedefler... / Burak Eren Giiler

The interactive installation is activated by the participation of the viewer.The
surface of the work is coloured stochastically (randomly) and organised according
to the theme of ‘game’. On this background open to surprises, the viewer
experiences his own time in a random manner.

The physical energy imposed through the impulse of the game merges with
the element of surprise and aims to arouse questions about the sensation of
randomness... / Burak Eren Giiler

isimsiz Untitled
Demir profil, yaylar Iron bars, coil
266 x 166 x22 cm, 2016
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Doruk Kumkumoglu
Kodlama: Sadettin Bilal Savas

Zamansal Perspektifler izleyiciye fotografin zamansal niteligini inceleme ve zaman
cizgisine kurgusal olarak mtdehalede bulunma olanagi verir. Izleyicinin hareketi,
degisimi ve olusumunu ortaya koyar. Odaklanilan ve incelenen alan, fotografin
uretimine ve gorintl yaratimina dair optik sirecleri gostermektedir. Birden fazla
izleyicinin alan icinde bulunmasi ve hareket halinde gortntileri incelemesi ortaya
her seferinde 6zgln bir kurgu ¢ikarir, gértntindn farkli zaman durumlarinin bir
araya gelmesiyle olusan bu kurgu rastlantisal bir durumu ve belirsiz bir streci
belirtmektedir. Fotografin geleneksel, statik formuna ters disen bu durum bir
anlamda fotografin algilanma bicimlerine getirilmis alternatif bir yaklasim olarak da
dusunulebilir.

Zamansal Perspektifler temelde, perspektif kavramini uzamsal olarak ele almaz.
Goruntlyd yaratan, izleyicinin konumu ve hareketi olmasina ragmen yaratilan
gorintiler, olusumu, degisimi ve dogrusal bir zaman c¢izgisini temsil etmektedir.
Perspektif, bu baglamda alansal ve statik degildir, zaman icindeki degisken konumu
ifade eder. / Doruk Kumkumoglu

“Temporal Perspectives” presents the viewer with the possibility to examine the
temporal aspect of photography and to fictionally intervene with the timeline. The
movement of the viewer reveals change and formation. The area of focus and
examination shows the optical processes involved in the production of a photograph
and the creation of the image. Having multiple viewers in the area moving and
examining the images creates an original composition every time, and this
composition formed by gathering the positions at different times is the display of a
random situation and an uncertain process. This condition that presents a contrast
to the traditional, static form of the photograph could be considered as an alternative
approach to the perception of photographs.

Temporal perspectives, in its essence, is not concerned with the concept of
perspective in a spatial capacity. Although the images are created by the position and
movement of the viewer, they represent a formation, a variation and a linear timeline.
In that sense, the perspective is not spatial or static, but references the varying
positions in time. / Doruk Kumkumoglu

Zamansal Perspektifler Temporal Perspectives

Projeksiyon cihazi, PC, kinect sensor, 6zel boyutta projeksiyon ylzeyi
Projector, PC, kinect sensor, projection plane with specific dimensions
150 x 300 cm, 2016
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Eda Soylu

We Play Y Jenerasyonunun 6lum karsisinda almak zorunda oldugu sakaci ve nikteli
tavri inceler.

Twisteryard 6limle oynar hale gelmis bir jenerasyonun hikayesidir. Kictikken
Twister oynayan, buyidiginde ise rastlanti sonucu hayatta kalan bir jenerasyonun
mezarligi, mayin tarlasi, cicek bahcesidir. Twister 90°li yillarin oyunu. Oyunu yoneten
ve komutlari veren biri var. Oyuncularin birbirleri Gzerinden uzanip, birbirleri Gzerine
basarak ayakta kalmaya calistigl, dismemeye cabaladigi bir oyun. Disersen oyundan
atilirsin. Bu mevcut fiziksel temastan oturd Twister bir cok tlkede bir yetiskin oyunu
olarak satilmaktadir. Bu oyun, aslinda gercekten bir yetiskin oyunudur. Oyuncular
oynadiklari oyunun gelecegin habercisi oldugunu bilmeden, renklere tutunmaya
calisirlar. Hayatta kalma rastlantisinin form bulmus hali olarak gordtigim, gaz
kapsullerinden esinlenerek Uretilmis, icleri renkli beton dolu bu yayli formlar, kendini
mutemadiyen tekrar eden ve her tarafimizi cevreleyen felaketin icinde korkmadan
aradigimiz renkleri sembolize eder. Y Jenerasyonu renklere tutunarak ayakta
kalmaya calisan bir jenerasyondur.

Kucukken de boyleydik, pek bir sey degismedi. / Eda Soylu

We Play examines the playful and witty attitude that Generation Y had to adopt in the
face of death.

Twisteryard is the story of a generation playing with death. It is the cemetery, the
minefield, the flower garden of a generation playing Twister when they were young,
who managed to survive only by chance. Twister is a game of the ‘90s. There is a
person directing the game and giving instructions. It is a game where players stretch
over one another, stand over each other trying to keep their balance and not fall. If
you fall you will be eliminated from the game. Due to this intense physical contact,

in many countries Twister is sold as an adult game. In fact, the game is actually an
adult game. The players, not knowing that the game they play is a prelude of things to
come, try to hold onto the colours. These coloured concrete filled forms loaded with
springs —inspired by gas canisters— which | perceive to be the physical manifestation
of the coincidence of survival, symbolise our fearless quest for colours in the
consistently recurring and all enclosing disaster surrounding us. Generation Y is a
generation trying to survive by clinging on to colours. This was how we were when we
were little, not much has changed since then. / Eda Soylu

Twisteryard (We Play projesinden) Twisteryard (From the project We Play)
Metal, beton Metal, concrete
2015
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Elif Boyner

Mehmet’in Karisi etrafimizda olup biten kaos sirasinda bir karsilasma ve

de ardindan dogan bir dostlugun yola cikardigi bir kdy ziyaretinde ortaya

cikti Bir Ege koytinde, bir kadin olarak koy kiraathanesinde en basta garip
gozlerle karsilanmis olsam da ikinci giin alistilar gormeye. Adamlar sabahtan
aksama kiraathanede, kadinlar tarladaydi. Adamlar saat 7" ye dogru toparlanip
kalkmaya basladilar, eve mi donlyorlar artik dedigimde, yok rakiya gidiyorlar
dediler. / Elif Boyner

Mehmet’'s Wife came about through an encounter during the chaos taking
place around us and a visit to a village resulting from this friendship. Although
| was greeted with strange looks as the only woman in the coffeehouse of this
Aegean village, they got used to seeing me on the second day. The men were
in the coffeehouse from the morning till the evening, and the women were at
the fields. At around 7 the men started to leave. When | asked if it was time for
them to head back home, | was told that they were going elsewhere to drink
raki. / Elif Boyner

Mehmet’in Karisi Mehmet's Wife

Fotograf baskili tabaklar Photo print on saucer
45 adet pieces

2016

47






Erdal inci

Karakoy, ozellikle de Persembe Pazari olarak bilinen bolge, Istanbul’'un en
plansiz semtlerinden bir tanesi. Tarihi Ceneviz, Osmanli/ Rum ve modern
yapilari birarada gorebildigimiz, bazi tarihi hanlarinda hala varligini stirdiren
atolyelerin Uretime ve ticarete devam ettigi

ve bunun sonucu ortaya cikan karmasaya en yogun haliyle tanik olabildigimiz
Beyoglu semti. Bu rastlantisallik, glizel-cirkin yargilarimizi en u¢ boyutlarda
sorgulayabilmemize olanak taniyor.

Mesafenin, gin isiginin, persfektifin estetik algida ne kadar belirleyici oldugunu
Karakdy gibi “cirkin” semtlerde daha iyi anliyoruz.

W ghehd ii
TR

Karakoy’'de Bir Giin bir fotogrametri / kolaj calismasi.

Karakoy'in muhtelif yerlerinde ¢cekilmis yaklasik 1000 kadar fotograftan

elde edilen 3 boyutlu cephe modellerini dijital ortamda yekpare bir cephe
olusturacak bicimde istifledim. Daha sonra sahne giindiz / gece similasyonu
ile aydinlatildi. 24 saatlik bir glinlik zamani yarattigi tim tesadufi i1sik golge
etkileri ile hizlandirilmis haliyle goriiyoruz. / Erdal inci

Karakoy, especially the area known as Persembe Pazari, is one of Istanbul’s
most unplanned neighbourhoods. This is the district of Beyoglu, where the
historic Genoese, Ottoman/Greek and modern buildings exist side by side,
where workshops still in existence in some of its historic hans continue
production and trade, and consequently, where we can witness the most
intense form of disarray. This randomness allows us to question our judgment
of the beautiful-ugly in the most extreme. In “ugly” neighbourhoods like
Karakoy we can appreciate a lot more how significant the distance, the light of
day and the perspective could be in our aesthetic perception.

A Day in Karakody is a work of photogrammetry / collage.

| stacked 3-D elevation models derived from approximately 1000 photographs
taken in various locations in Karakdy together in digital media, to form a single
facade. Afterwards, the scene was illuminated with a day/night simulation.
Here we see an accelerated 24 hour day with all its incidental effects of light
and shadow. / Erdal inci

Karakoy’de Bir Giin A Day in Karakoy

Fotogrametri - Tek kanal video dongl Photogrammetry - Single channel video loop
2",2016

1/5+2 edisyon 1/ 5+2 editions
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Firat Engin

Sanatin Sultanlari Sultans of Art

Yatagan celigi, piring, ahsap, lazer yaz
Yatagan steel, brass, wood, laser etched text
150 cm uzunlugunda kilic + sergileme masasi

150 cm sword + table with display case
2016
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Glnlmuz neo-liberal ekonomi politikalarinin (serbest piyasa ekonomisi, kiiresel sermayenin genislemesi vb.) en biyiik
gostergelerinden biri de; Cagdas Sanat. Cagdas Sanat'in blylyen, genisleyen piyasa hacmi ister istemez sektorel bir yapilanmaya
evriliyor; Galeriler, Mizeler, Fuarlar, Koleksiyonerler, Elestirmenler, Kiratorler, Sanat Tarihcileri ve diger Sanat Kurumlari gibi.
Kuskusuz tarihin her doneminde benzer sac ayaklarina sahip sanat diinyasi bugiin tarihte hi¢c olmadigi kadar genis ve buyuk bir etki
alanina sahip. Bu genis sektorel yapi, kendisine kurumsal aktorler de yaratiyor ve bunlarin etki - giic alanlari tzerinden piyasalarin
kimligi belirleniyor. Ornegin Tiirkiye'de “Istanbul Art News” Sanat Gazetesi Subat 2016 sayisinda, “Cagdas Sanatin Yizleri” adli bir
liste hazirladi. Bu listenin amaci derginin kendi aciklamasiyla; “sanatin en ‘iyi’lerini belirlemek degil; yerel sanat sahnesinde akla
itk gelen isimleri, bu alanda 6nemli calisma yapan, kimilerine esin kaynagi olan, faaliyetlerini etkin bir bicimde sirdiiren sanat
aktérlerini bir araya getirerek onlari biraz daha gorindr kilmak. Elbette sanat diinyasinda etkili role sahip ama goriindrlikleri az
oldugu ya da kendilerini gizlemeyi tercih ettikleri icin bu arastirmada yer almayan isimler de mevcuttur...” Listede yer alan isimler

arasinda; sanatcilar, kiratorler, kurum yoneticileri, koleksiyonerler, sanat tarihcileri, galericiler vb. pek ¢ok profilden isim bulunuyor.

Gazetenin bu ozel sayisi, Cagdas Sanat'in sektorel tarafini gorindr kilmasi ve kurumsal aglari aciga ¢ikartmasi acisindan oldukca
onemli. GinUimiuzde sanatin bu aglara gebe oldugu ise bilinen bir gercek. Bu gerceklik Cagdas Sanatin patikalarini da, ana yollarini
da belirliyor. Sektordeki aktérlerin bu kadar belirleyici ve kilit tasi gorevi gérmeleri de ister istemez “glic algisini” beraberinde
getiriyor. Iste bana gore Cagdas Sanat'in 6rglsel bir hareket halinde olan bu sektorel iliski agi, giinimuzin “Sanat Rastlantisi”
olayidir.

Sanatin Sultanlari isimli calisma; Kuramsal olarak yukaridaki tespitlere gonderme yapiyor ve yerel sanat piyasasinin guclu ve etkili
isimlerini bir “Sultan Kilici"nda nesnellestirerek mevcut duruma elestirel bir mesafe kazanmayi amacliyor.

Denizli'nin Yatagan ilcesinde celik dovme teknigi ile yapilan 150cm. uzunlugunda Sultan Kilici. Kilicin tizerinde, “Istanbul Art News"
Sanat Gazetesi Subat 2016 sayisinda yayinlanan “Cagdas Sanatin Yizleri” adli listede yer alan 103 kisinin isimleri karisik olarak
yaziyor. / Firat Engin

One of the most significant indicators of today’s neo-liberal economic policies (market economy, the expansion of global capital etc.)
is Contemporary Art. Contemporary Art’s growing, expanding volume in the market inevitably evolves into a sectoral structuring;

like Galleries, Museums, Fairs, Collectors, Critics, Curators, Art Historians and other Institutions of Art. Of course, the art world had
similar pillars in each and every period of the past, but never before had it such an extensive and widespread domain as it does today.
This broad sectoral structure also creates institutional actors within itself, and the identity of the market is determined through the
realms of their influence-power. For example, the “Istanbul Art News™ Art Newspaper, published in Turkey, compiled a list called
“The Faces of Contemporary Art” in its February 2016 issue. According to the explanation presented by the periodical, the aim of the
list was, “not to determine ‘the best’in art; but to gather the first names that come to mind in the local art scene, those who have
realised important works in this field, who have become a source of inspiration to others, and the actors of art who continue their
activities in an effective manner, to make them a little more visible. Of course, there are others who have an effective role in the art
world, but have less visibility or prefer to remain hidden, and therefore not included in this survey...” Among the names on the list are
people from various different positions such as artists, curators, directors of institutions, collectors, art historians, gallery owners
etc.

This special issue of the newspaper is quite important in terms of making the sectoral aspect of Contemporary Art visible and
revealing the institutional networks. It is no secret that art today is dependent on these networks. This reality determines both the
narrower paths and the main roads of Contemporary Art. The fact that the actors in the sector have such a determining position and
that they act as keystones within the structure, inevitably brings with it a certain “perception of power”. So in my mind, this sectoral
network of relations in Contemporary Art, intertwined in the movement of a mesh, is the present-day “Incident of Art”".

The work titled “Sultans of Art” theoretically references the above-mentioned findings, and by concretising the powerful and
influential figures of the local art market in the form of a “Sultan’s Sword” it aims to position itself at a critical distance from the
present situation.

150cm long Sultan’s Sword, made by steel forging techniques at the Yatagan district of Denizli. The 103 names included in the list,
“The Faces of Contemporary Art,” published in the February 2016 issue of “Istanbul Art News” Art Newspaper are etched on the
Sword in no particular order. / Firat Engin
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Kivan¢ Martaloz

NatiirMort Serisinden, izle,

2016, Video Yerlestirme, 417, Ed. 3+1 A.P.
From the Series NatureMorte, Gaze,
2016, Video Installation, 417, Ed. 3+1 A.P.

NatiirMort Serisinden, Oli Dogum,

2016, Video Yerlestirme, 367, Ed. 3+1 A.P.
From the Series NatureMorte, StillBirth,
2016, Video Installation, 367, Ed. 3+1 A.P.

NatiirMort Serisinden, Benim Narsisizmimi Seyrettigimiz Yetti,
Biraz Da Senin Bakisini Gozlemleyelim,

2016, Video Yerlestirme, 387, Ed. 3+1 A.P.

From the Series NatureMorte, Enough About My Narcissism,
Let’s Look At Your Gaze,

2016, Video Installation, 38", Ed. 3+1 A.P.

NatiirMort Serisinden, Kendi Kuyrugunu Yiyen Yilan,

2016, Video Yerlestirme, 347, Ed. 3+1 A.P.

From the Series NatureMorte, Serpent Eating Its Own Tail,
2016, Video Installation, 34", Ed. 3+1 A.P.

TRV
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Nurtac Ulutiirk

isimsiz Untitled

Enstalasyon Installation

4x 6 cm, fotograf 167 adet 4 x 6 cm, photo 167 pieces
2016
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“..20. ylzyil sanatinin kokten terdrist oldugunu ve terérize edildiginin farkina vardim. Her ikisinin de dogru oldugunu soyleyebilirim. Sanat
iki diinya savasl, soykirimlar, tekno-nikleer gicler ve benzerleri tarafindan enkaz haline getirildi.”
Paul Virilio

Sanat kazasi sdyleminin yaratici Virilio, yukaridaki alintidan da anlasilacagi gibi, 20. ylzyil boyunca gelisen toplumsal olaylarin ve degisen
teknolojinin sanati kendi icinde erittiginden ve bunun sanatin basina gelen bir kaza oldugundan bahsetmistir.

Bir haber videosunun framelerinden olusturulmus 2113 parcalik goriintiniin diz bir sekilde dizilmesi ve bordir olarak duvara
uygulanmasindan olusan enstalasyon, glinimiz dinamiklerinin sanata etkisini yontem olarak bizatihi icinde barindirmaktadir. Diger yandan
lineer zaman algisindan ve video medyumunun temelini olusturan hiz olgusundan soyutlanarak parcalanan / yapibozuma ugratilan video;
tek basina bir anlam ifade etmeyen ve kendisinden baska herhangi bir seye referans vermeyen bir gértntiler yigini haline getirilmektedir.
Bu baglamlariyla calisma, sanat kazasl teriminin hem reddi hem olumlamasidir. / Nurtag Ulutiirk

“...I have come to realize that 20th century art was fundamentally terroristic and that it was terrorized. | could say that both of these
assertions are true. Art has been wrecked by two world wars, genocides, techno-nuclear forces and the like.”
Paul Virilio

S ARSI s e B e fogiy 8 T DEAes” LT B As the above quotation illustrates, Virilio, who had coined the discourse about the accident of art, indicates that throughout the 20th century
e L o et il e B e L o e e L o vy the social events and changing technologies had caused a melt down within art and that this was an accident that befell art.

The installation, comprising of 2113 pieces of imagery created by taking frames from a news video arranged in a straight line to form
an ornamental frieze, encompasses the effects that current-day dynamics has on art in its methodology. On the other hand, the video -
detached/deconstructed from the linear perception of time and abstracted from the notion of speed that the medium of video is established

, on-is transformed into a pile of images that does not mean anything on its own and does not reference anything other than itself. In this

e v’ <% wa s = _ rmec or es e ‘ _ )
hprass ot e A rraines oot 8 M i s 8 S b s vl it i b e PR SR M 1 context, the piece is both a rejection and an affirmation of the phrase ‘the accident of art’. / Nurtag¢ Ulutiirk
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Seydi Murat Ko¢

Kazaya Kalanlar The Ones | Left to Chance
9 parca 9 pieces

No.1, 110 x 150 cm, kavak konturasi tzerine murekkep + akrilik boya, 2016
No.T, 110 x 150 cm, ink on poplar plywood + acrylic paint, 2016

No.2, 40 x 30 cm, kavak konturasi tzerine mirekkep + akrilik + oyuncak ucak, 2015
No.2, 40 x 30 cm, ink on poplar plywood + acrylic + toy airplane, 2015

No.3, 40 x 30 cm, kavak konturasi tizerine murekkep + akrilik + dijital baski, 2012 - 2016
No.3, 40 x 30 cm, ink on poplar plywood + acrylic + digital print, 2012 - 2016

No.4, 40 x 30cm, kavak konturasi Uzerine murekkep + akrilik + dijital baski +

akilli telefon koruyucu cami + tiy, 2012-2016

No.4, 40 x 30 cm, ink on poplar plywood + acrylic + digital print + glass smartphone
screen protector + feather, 2012 - 2016

No.5, 40 x30 cm, kavak konturasi ve kagit Uzerine murekkep+akrilik+dijital baski, 2009 - 2012
No.5, 40 x 30 cm, ink on poplar plywood and paper + acrylic + digital print, 2009 - 2012

No.6, 40 x 30 cm, kavak konturasi ve tuval Uzerine akrilik, 2007
No.6, 40 x 30 cm, acrylic on poplar plywood and canvas, 2007

No.7, 40 x 41 cm, kavak konturasi tzerine murekkep + akrilik, 2016
No.7, 40 x 41 cm, ink on poplar plywood + acrylic, 2016

No.8, “Nefes” video 40 sn., 2015
No.8, “Breath” video 40" 2015

No.9, “Dongi” video 4 sn., 2015
No.9, “Cycle” video 4", 2015
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Kazaya Biraktiklarim

Sanat Urinin kendisinin de bir emtiaya donidstigd, icinde bulundugumuz donem sanatciyr sirekli, diizenli ve hatta bir fabrika gibi
Uretmeye zorluyor. Sanat Urlinleri tek dizelesirken piyasa sirekli kavramsal alt yapisi tam olarak kurgulanmis, son cilasi atilmis yani
“tamamlanmis” sanat islerine olan acligini doyurulamaz bicimde siirdiriyor. Sanatci acisindan ise tretim siireci mimkin oldugunca
kisa kesilmesi gereken, deneme sansinin azaldi§l, tartismalara, sonu olmayan arastirmalara kapali bir donem haline geliyor.

“Kazaya Biraktiklarim” farkli dénemlerde Ustlne calismaya basladigim ama asla tamamlanmayan eskizler, is parcalari, maketler ve
videolardan olusturdugum bir kompozisyon. / Seydi Murat Kog

The Ones | Left to Chance

In our contemporary era, as the work of art has been transformed into a commodity, the artist is forced to produce constantly,
regularly and perhaps like a factory. While the artworks are becoming more and more monotonous, the art market continues to
have an insatiable appetite for works of art that have a fully formed conceptual infrastructure, that have their final polish on, in
short, that are “"completed”. Therefore, for the artist, the process of production becomes a stretch of time that should be cut as
short as possible, limiting the chance of experimenting, and closed to discussions and endless researches. “The Ones | Left to
Chance” is a composition consisting of sketches, segments of works, models and videos from different periods that were never
completed. / Seydi Murat Kog
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www.akbanksanat.com

METIN / TEXT
Hasan Biilent Kahraman

CEVIiRi / TRANSLATION
Yigit Adam

TASARIM / DESIGN
Being Coziim

BASKI / PRINT
Scala Basim Yayim Tanitim San. ve Tic. Ltd. Sti.
Yesilce Mah. Aytekin Sok. No: 21 4.Levent
Kagithane istanbul
Tel: 212 281 62 00





