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Diinyada sanatin artik bambaska anlamlar yliklendigi bir donemden
geciyoruz. Buginki sanat bundan kisa bir siire énceki sanattan bile
koklu bir sekilde farkli. Teknolojik ve toplumsal degisimler, siyasal
yasamdaki donisimler sanati diinyanin her yerinde derinden
etkiliyor ve ortaya buginiin heyecan verici, glincel sanati ¢cikiyor.

Glniumiiz Sanatcilari sergisinin bu birikimi bitin boyutlariyla
yansittigr kanisindayim.

Baslangi¢tan beri amacimiz daima bu olmustur. Bugiin bir noktayi
yurek ferahligiyla vurgulayabiliyoruz. Turkiye'de Uretilen giincel
sanat, iyi ornekleriyle, artik diinyadaki 6rneklerinden geride degil.
Hatta bircok nedenden 6tiiri onun ilerisine de gecebiliyor. Bu
birikimin olusmasinda oncd, yenilik¢i sanati destekleyen Glinlimiz
Sanatcilari sergilerinin 6nemli bir rold oldugu artik konunun
tarihcileri tarafindan tespit edilmis durumda. Bugiin gorsel sanatlar
diinyamizda yer alan ve 6nde gelen tiim sanatcilarin sergilerimizde
yapitlarini gostermis olmalari bizi sevindiren bir gercek.

Bu biyiik ve heyecan verici birikimi Ginimuiz Sanatcilari sergilerinin
yapisini kosullara uyarlamak sonucunda elde ettik. Secici kurullardan,
kosullarin ve yontemlerin degismesine bagli olarak kiratorld
sergilere gectik. Buglin de glinimuzin en gecerli yontemiyle
genclerimizi segiyoruz.

Bunun bir sonucu olarak son yillarda acilan sergilerin dizeyi,
kapsami, icerigi, sergilenen yapitlarin gici bizi sevindiriyor. Geng
sanatcilarimizin yapitlari icinden gectigimiz dinyanin gercekligini
kavriyor, onlari son derecede giincel bir dile donusturiyor ve giincel
sanata katkida bulunuyor. Glinimuiz Sanatgilari sergisi bu niteligiyle
baslangicindan ¢cok uzun bir siire sonra da bir heyecan ve verim
odagi olmayi surdiriyor.

Sergilerimizi baslattigimiz itk dénemde gen¢ sanatcilarin yapitlarini
sergileyerek kendilerini ifade etmeleri cok zordu. Bugin bu
kisitltama onemli ol¢tide asilmistir, yeni acilan galeriler ve gelisen
yeniyaklasimlarla. Gene de gen¢ sanatcilarin baslangic yapmak icin
hala bir ek olanaga ihtiya¢ duydugunu sdylemek gerekir. Glinimiz
Sanatcilari sergisi nitelikli yapitlari secerek bu olanagi onlara
tanima islevini siirddriyor.

Bu sonucun elde edilmesinde emegi gecen herkesi kutluyorum.
Akbank’a Glinimiz Sanatcilari sergisini bugline tasidigi icin ve
gosterdigi duyarliliktan oturd tesekkir ederim. Ayni sekilde Akbank
Sanat’a, Secici Kurula calismalarindan 6tiri tesekkdr etmeliyim.

Gunumiz Sanatgilari sergilerinin daha uzun yillar devam etmesini
dilerim.

Leyla Belli
Resim ve Heykel Mizeleri Dernegi Baskani

We are going through a period in the world in which art now bears a whole
lot of different meanings. The art of today is fundamentally different even
from the art of a short while ago. The technological and social changes, the
transformations in political life, are deeply affecting art all over the world,
and out of this emerges the exciting contemporary art of today.

I believe that the Contemporary Artists exhibition reflects this accumulation
in all of its aspects.

This has always been our goal from the very beginning. Today, there is
one point that we can emphasize with confidence. Concerning its good
examples, contemporary art produced in Turkey, is no longer lagging
behind the examples that one can see around the world. In fact, due to a
variety of reasons, it does occasionally surpass them. The significant role
that the Contemporary Artists exhibitions, which have been supporting
pioneering and innovative art, have played in the formation of this
accumulation, is now a certainty established by historians. The fact that
all of the prominent artists active in the sphere of visual arts today have
shown their works in our exhibitions is a source of pride.

We have managed to achieve this extensive and exciting accumulation
by adapting the structure of the Contemporary Artists exhibitions to the
changing conditions. We started with exhibitions selected by a jury, and
due to changing conditions and methods, evolved into organising curated
exhibitions. Today, we continue to employ the most current approach of
our time in choosing the young people to participate in our exhibitions.

Consequently, the level, scope and content of the exhibitions opened in
recent years, and the power of the exhibited artworks is quite pleasing.
The artworks of the young artists participating in our exhibitions fully
comprehend the reality of the world we live through, transform this
into a totally contemporary language and provide their contribution to
contemporary art. Due to this quality, many years after its inception the
Contemporary Artists exhibition still continues to be a locus of excitement
and productivity.

In the initial period when we instituted our exhibitions it was very difficult
for young artists to express themselves by exhibiting their works. Today,
this restricted condition has been significantly overcome, owing to the new
galleries that have been opening and the new approaches that have been
developing. Yet, it must be said that young artists still need an opportunity,
some extra means to facilitate their break. By selecting works of a high
calibre the Contemporary Artists exhibition continues to be instrumental
in presenting them with this opportunity.

| congratulate everyone who was involved in achieving this result. | would
like to thank Akbank for sustaining the Contemporary Artists exhibition
into the present day and for their sensibility. Likewise, | feel obliged to
thank Akbank Sanat and the Selection Committee for their conscientious
work.

| wish the Contemporary Artists exhibitions to continue for many years
to come.

Leyla Belli
Chairman of Painting and Sculpture Museums Association



“Guzelligin Yavas Oku...”
I

1878 yilidir. Nietzsche uzun bir donem, aralarindaki yas farkina
ragmen kendisiyle ve esiyle yakin dostlugunu sirdirdigd,
biylik, essiz bir yaratici olarak gordiigi Wagner'den ayrilmak
tzeredir. Saglik sorunlari vardir. Akademik hayati beklentilerini
karsilamamistir. Cok yorgundur. Yorgunluktan ote yilginlik
icindedir.

Subat ayinda Basel'de calistigi Gniversiteden izin alir. Nisan'da
Cenevre'ye gider ve Mathilde Trampedach’a evlenme teklif eder.
Reddedilir. Mathilde piyano hocasina asiktir. Aksi gibi Nietzsche'nin
bu konuyu actig! kisi de ayni piyano hocasidir. Temmuz'da
Bayreuth’ta Wagner'n diizenledigi, kendisini merkezine yerlestirdigi
festivale gider. Bir siire sonra ayrilir. Agustos’ta Bayreuth'a geri
doner.

Artik bisbitin sikintilidir. Bir dostu, Malwida von Meysenbug,
Sorrento’ya gelmesini salik verir. Nietzsche'nin ve kendisinin
arkadasi olan Paul Ree'yi de davet etmistir. Nietzsche kabul eder
oneriyi. Ekim’de yola cikar. Onlarla bir arada Sorrento’da kalacak,
¢ok mutlu olacaktir.2 Artik orta ddnemine giren Nietzsche’'nin
hayatinda son kez mutlu oldugu donemdir bu. Kasim ayinda ise
Wagner'i son kez gorecektir.?

Nietzsche bu hayat donglsu icinde yasarken Agustos ayinda
aforizmalardan olusan Insanca, Cok Insanca: Ongr Ruhlar I¢in
Bir Kitap (Menschliches, Allzumenschliches: Ein Buch fir freie
Geister] isimli kitabini yazmaya baslamistir.* Aforizmalarin ustasi,
Nietzsche'nin de okudugu Schopenhauer’dir. Metin asil Sorrento’da
ilerler. Kitabin ilk bolimi 1878 yilinda Ocak ayinda yayinlanir. Aralik
ayinda ikinci b6limu (Assorted Opinions and Maxims (Vermischte
Meinungen und Spriiche)) yayinlayacaktir. Tam bir yil sonra Aralik
1879'da lcilinci bolimini (The Wanderer and his Shadow (Der
Wanderer und sein Schatten]) bastirir kitabinin. Kitabin ilk cildini
Voltaire'e, olimundn 100. yili nedeniyle, ithaf eder. Giriste ayrica
Descartes’in Metot Uzerine Soylev isimli metninden bir alinti vardir.
1886’da ¢ kitap bir arada iki cilt halinde yayinlanacak ve biitiin bu
ithaf ve alintilar kaldirilacaktir.

' Nietzsche'nin yasam oykdisi icin bkz., Julian Young, Friedrich Nietzsche: A Philosophical
Biography. Cambridge: Cambridge University Press, 2010.

2 Nietzsche’'nin Sorrento hayati icin bkz., Paolo Dlorio, Nietzsche'nin Sorrento Yolculugu. Cev.
B. Bilgic. Istanbul: Is Bankasi Kiiltir Yayinlari, 2016.

3 Nietzsche'nin Wagner'le olan ‘celiskili iliskisi icin bkz., Joachim Kéhler, Nietzsche and Wagner:
A Lesson in Subjugation. Cev. R. Taylor. New Haven: Yale University Press, 1999.

* Friedrich Nietzsche, Human All too Human: A Book for Free Spirits. Cev. R.D. Hollingdale, Ed.,
R. Schatch. Cambridge: Cambridge University Press, 2. Edition, 1996. Bununla birlikte, Stanford
Universitesi, toplu eserlerini yayinlarken ayni dénemde yazilmis fakat yayinlanmamis metinleri
de iceren yeni bir baski ¢ikarmistir; Human, All Too Human Il and Unpublished Fragments from
the Period of Human, All Too Human Il (Spring 1878-Fall 1879). Translated with an Afterword by
G. Hanwerk. Stanford, CA: Stanford University Press, 2012.

“The Slow Arrow of Beauty...”
|

The year is 1878. Nietzsche is about to part ways with Wagner,
whom he regarded as a great, unequalled creator, and with whom
and whose wife he has been close friends for a long time despite
their differences in age. He is suffering from problems of health. His
academic life has not met his expectations. He is extremely tired.
Actually beyond being tired he is rather frustrated.

In February he takes leave from the university where he worked
in Basel. In April he goes to Geneva and proposes to Mathilde
Trampedach. He is refused. Mathilde is in love with her piano
teacher. Unfortunately it was the same piano teacher that Nietzsche
had confided in. In July, he goes to Bayreuth, to the festival organised
by Wagner who has placed himself at the centre of attention. After a
while he leaves. In August he returns to Bayreuth.!

Now he is utterly troubled. A friend, Malwida von Meysenbug, advises
him to come to Sorrento. She has also invited a friend of Nietzsche's
and hers, Paul Ree. Nietzsche accepts the offer. He departs in
October. He would stay with them in Sorrento and be very happy.2
This is the last time Nietzsche, who was going into the middle period
in his life, was happy. And in November, he would see Wagner for
one last time.®

While going through this cycle of life, in August Nietzsche began
writing his book titled Human, All Too Human: A Book for Free
Spirits (Menschliches, Allzumenschliches: Ein Buch fir freie Geister)
consisting of aphorisms.* The master of aphorisms was Schopenhauer,
also read by Nietzsche. The text actually begins to make headway in
Sorrento. The first part of the book is published in January 1878.
In December, he would publish the second part (Assorted Opinions
and Maxims (Vermischte Meinungen und Spriiche). Exactly one year
later, in December 1879, he gets the third part (The Wanderer and his
Shadow (Der Wanderer und Sein Schatten) published. He dedicates
the first edition of his book to Voltaire, on the occasion of the 100th
Anniversary of his death. At the beginning of the book there is also
an excerpt from Descartes’ text, Discourse on the Method. In 1886,
all three books would be published together in two volumes and all
these dedications and quotations would be removed.

" For the story of the life of Nietzsche, see Julian Young, Friedrich Nietzsche: A Philosophical
Biography. Cambridge: Cambridge University Press, 2010.

? For Nietzsche's life in Sorrento, see Paolo Dlorio, Nietzsche'nin Sorrento Yolculugu. Trans. B.
Bilgic. Istanbul: Is Bankasi Kiltur Yayinlari, 2016.

3 For Nietzsche’s ‘conflicting’ relationship with Wagner, see Joachim Kadhler, Nietzsche and
Wagner: A Lesson in Subjugation. Trans. R. Taylor. New Haven: Yale University Press, 1999.

* Friedrich Nietzsche, Human All too Human: A Book for Free Spirits. Trans. R.D. Hollingdale,
Ed., R. Schatch. Cambridge: Cambridge University Press, 2. edition, 1996. While publishing his
complete works, Stanford University also published a new edition including texts that were
written in the same period but were not published; Human, All Too Human Il and Unpublished
Fragments from the Period of Human, All Too Human Il (Spring 1878-Fall 1879). Translated with
an Afterword by G. Hanwerk. Stanford, CA: Stanford University Press, 2012.



Itk kitapm dordincid bolimine Nietzsche Sanatcilarin ve Yazarlarin
Ruhu Ustiine basligini vermistir. Bu bolimdeki aforizmalarin
149'uncusu ‘Gizelligin Yavas Oku’ basligini tasir.®

Bu kisa paragrafta Nietzsche, gercekten soylu olan gizelligin
bize yavas yavas tesir ettigini belirtir. Bu tesirin hamleleri sert ve
zehirleyici olmamalidir. Tersine o yoldan bize tesir eden giizellik
ancak tiksinti uyandiracaktir. Ancak icimize yavas yavas sizilen
guzellik soyludur ve onu biz de hi¢ farkinda olmadan yanimiz sira
tasiyacagizdir. Onunla riyalarda yeniden bulusacagizdir. Nihayet,
¢ok uzun bir siire yiregimizde tim alcakgonulliligiyle yasadiktan,
gozlerimizi yaslarla, yliregimizi 6zlemlerle doldurduktan sonra bizi
butinuyle ele gecirecektir.

Bu saptamadan sonra Nietzsche hayati sorusunu sorar: Giizelligi
gordigimize 6zlem duydugumuz sey nedir? Cevabini ¢ok acik
verir: Gizel olmak. Nedenini de belirtir: Mutlulugun ¢ogunun
guzellikle iliskili oldugunu disiinlriz. Bu saptamasini da oldirici
bir darbeyle degiller: Bu yanlistir!

Giuzellik konusundaki, gizelligin zihnimizdeki anlamiyla,
beklentilerimizle ilgili kismini bir yana birakalim. O basli basina bir
tartisma konusudur. Zaten Nietzsche de tartismayi siirdirmemis,
kisa paragrafini burada kesmistir. Buna karsilik diger paragraflarin
basliklarinda guzellikle ilgili bazi yonlendirici saptamalarda
bulunmayi stirdirir: 6lct gizellik yaratir (151), sanat disinirin
yuregini agirlastirir (153)...

Bizi asil ilgilendiren glizellikle yavaslik arasinda Nietzsche’nin
kurdugu iliskidir. Ansizin bizi vuran giizellikten ve/ya giizelligin
bizi ansizin vurmasindan degil, Nietzsche, glzelligin bize yavas
yavas tesir etmesinden s6z ediyor. Ancak o zaman soylu giizelligin
olusacagini vurguluyor. O guzellik bizi teslim alacak ve biz gizellik
karsisinda bir seye 6zlem duyacagizdir ki, o da glizel olmaya
duydugumuz dzlemdir. Daha acik s6yleyelim, giizellik biten/doyulan
bir sey degildir. Tersine! Gercek guzellik bizi giizel olmak 6zlemiyle
dolduracaktir. Yani, glizellik bizde glizellige doniik doyumsuzlugu
yaratacaktir.

Nietzsche'nin getirdigi bu aciklama/yorum sadece bahsettigimiz
metinde yer almaz. Daha ilk yapitindan baslayarak, Tragedya’'nin
Dogusu: Miizigin Ruhundan,® bu konuyu ¢esitli yapitlarinda dile
getirir. Nietzsche'nin ‘hiper/ultra bireycilik’ diye nitelendirecegimiz

S Buradaki ‘yavas’ (‘langsame’) sozciigii Cemal Atila cevirisinde ‘agir’ diye veriliyor. Yavasin
agirla iliskili olabilecek tek hali agir agir'dir. Nitekim metinde ‘agir agir ice isleyen” deniyor. Bu
deyim dogru ve yerinde kullaniliyor. Ama basligin ‘agir’ diye cevrilmesi yanlis. Bitin Ingilizce
cevirilerde bu sézciik 'slow’ ile karsilanmistir. Alexandre-Marie Desrousseaux'niin Fransizca
cevirisinde ‘lente’ kullaniliyor. Bu “agir’ anlamina gelirse de Fransizcada ‘lente’ tam manasiyla
yavas karsiligidir da. Dolayisiyla basliktaki dogru sozcik ‘yavas'tir.

¢ Kitap Turkcede (yabanci dillerde de) daima Tragedyanin Dogusu diye anilir. Ne var ki, asil vurgu
ve kitabi tartisma odagina yerlestiren nokta ‘miizigin ruhundan’ kismidir.

Nietzsche had given the title Concerning the Soul of Artists and
Authors to the fourth chapter of the first book. The 149th of the
aphorisms in this division is titled ‘The Slow Arrow of Beauty’.®

In this brief paragraph, Nietzsche notes that the truly noble beauty
affects us slowly. The impressions of these effects must not be
stormy and intoxicating. Conversely, the beauty that affects us as
such would only arouse disgust. Only beauty that slowly infiltrates us
is noble and this we would take away with us without even noticing.
And we would encounter it again in our dreams. Finally, after having
long lain in our hearts with all modesty, having filled our eyes with
tears and our hearts with longing, it would then take possession of
us entirely.

After this assertion, Nietzsche poses the vital question: what is it
that we long for when we see beauty? He proposes a very clear
answer: to be beautiful. He also indicates the reason behind this:
that we consider much happiness to be associated with beauty. And
he negates this assertion with a fatal blow: this is an error!

On the subject of beauty, let's put aside the part concerning the
meaning of beauty in our minds, about our expectations. That is
altogether another discussion on its own. Nietzsche also did not
continue the argument; he had ended his brief paragraph there.
However, in the headings of other paragraphs, he continues to
propose some relevant assertions: how metre beautifies (151), art
makes heavy the heart of the thinker (153)...

Our main concern is the relationship that Nietzsche formulates
between slowness and beauty. Nietzsche talks about beauty that
slowly affects us, and not about beauty that suddenly strikes us and/
or a sudden assault of beauty on us. He emphasises that it is only
then that the noble beauty would emerge. That beauty would take
possession of us, and in our encounter of such beauty we would
long for something, which is the longing to be beautiful. Let us say
it more clearly; beauty is not something that comes to an end, that
one is sated with. On the contrary! True beauty would fill us with the
longing to be beautiful. That is, beauty would create an insatiable
longing for beauty in us.

This explanation/interpretation presented by Nietzsche does not
just appear in the mentioned text. Starting from his first work, The
Birth of Tragedy: Out of the Spirit of Music,® he has expressed this
subject in various works of his. Nietzsche’s understanding of beauty,
which is integrated with his approach that we might call "hyper/ultra

5 The word ‘slow’ (langsame’) here, was translated as ‘heavy’ ('agir’) in the Turkish translation of Cemal Atila. The only
condition in which slow could be associated with heavy would be in the expression ‘agir agir' in Turkish (meaning slowly,
as in heavy-footed). As a matter of fact, the Turkish text reads ‘agir agir ice isleyen’, which means ‘slowly infiltrating’. And
thus the expression is used correctly and appropriately. But it would be wrong to use the Turkish word ‘agir’ (heavy) in
translating the heading. In all English translations this word was translated as ‘slow’. In the French translation of Alexandre-
Marie Desrousseaux the word ‘lente’ was used. Although this word could be translated as ‘agir’ (heavy/slow] into Turkish, in
French, the exact meaning of lente’is slow. So the correct word to be used in the Turkish heading would be ‘yavas’ (slow.

¢ In Turkish (as well as in other foreign languages) the book is always referred to as The Birth of Tragedy. However, the
real emphasis and the point that places the book at the focus of the debate is the section concerning the ‘spirit of music’.

yaklasimiyla bitinlesen glzellik anlayisi Heidegger tarafindan
irdelenir.” Kisacasi, Platon’dan baslayarak felsefecileri derinden
etkileyen bu konu, guizellik, Nietzsche'de de son derecede onemli
bir konumdadir.

Guzelligin bu ol¢tide glcli bir kavram olmasi oncelikle onun
gercekle iliskisi Ustindendir. Bitin felsefecilerde glzelligin
alimlanisi ve sorgulanisi iki noktaya dayanir. Bunlarin ilki glizelligin
tekil ve kendinde sonlu bir kavram olup olmamasidir. Yani, giizellik,
‘orada duran’, bitiin gercekligi kendisinde olan bir kavram midir
yoksa giizellik izleyen/bakan tarafindan mi olusturulur? Ornegin,
Platon glizelligi ideal olanin en gérilir hali (the very visibility
of the ideal) olarak nitelendiriyordu. Ancak gizelligin erdemi
araciligiyla gercek diinyanin bizde bir animsama olarak devamini
saglayabilirdik (by virtue of the beautiful ... we are able to acquire a
lasting remembrance of the true world).®

ikinci nokta ise giizelligin insan tarafindan sahiplenilisi ve o siirecin
yontemidir. Guzellik, ‘alistigimiz’ bir olgu olmasi hasebiyle yani
‘ogrenilmis’ (learned) bir olgu/kavram oldugu i¢in miinsan onu
benimser yoksa glizellik insana ickin midir?

Her iki soru da zor ve cetrefildir. Bizi estetik dedigimiz alanin
tartismalarina ceker. Ama sdyle bir gercek var. Bugiin Platonik
idealar ¢aginda yasamiyoruz. Platon ve dénemi Gadamer’in
vurguladigi gibi Pisagorcu bir evren-giizellik anlayisi icindeydiler.
Evrenin sonsuz uyumu giizel olani belirliyor, simgeliyordu.” Modern
sanatin anlami tam da bu Platonik ideal anlayisina indirilen darbede
aranmalidir. Picasso ve Duchamp’la birlikte baslayan yeni dénem,
glizeli ideal olandan, uyumlu (harmonic) olandan koparip, dogrudan
kendisine ait bir zemine yerlestirdi.

Bu basli basina bir sorudur. Modern sanat giizeli uyumlu ve ideal
olandan uzaklastirdiginda, hatta onun dogayla, dogal olanla
baglarini kopardiginda, sanati evrensel dizenin bir yansimasi ve
parcasi olmaktan ayirdiginda yeni bir glizellik anlayisi mi kuruyor,
yoksa glizel olani hayatimizdan butiiniyle ¢ikariyor muydu?

Gadamer bu soruyu sasirtici bir sekilde cevaplar. Gene Yunanlarin
‘glizel etik yasam’ diye dusinduikleri etik-politik yasamin Alman
Idealizmi'yle ve getirdigi devlet diisiincesiyle birlikte unutuldugunu,
asildigini belirtir. Oysa idealar dinyasi i¢inde, ‘'uyum-dizen’
kavrami baglaminda Yunanlar yasami, gizeli ve etik olani bir
‘sistem’ seklinde distnebiliyorlardi.

7 Martin Heidegger, Nietzsche, 4 cilt. (iki cilt halinde). New York: HarperOne: Reprint Edition,
1991. Bu ciltlerin ilki bahsettigimiz konuya yogunlasir: The Will to Power as Art (Sanat Olarak Gii¢
Istenci/Kuvvet Iradesi).

8 Plato, Phaedrus. Cev. R. Waterfield. Oxford: Oxford University Press, 2009, 246. B6lum ve devami.

?Hans George Gadamer, The Relevance of the Beautiful and Other Essays. Ed., R. Bernasconi,
Cev. N. Walker. Cambridge: Cambirdge University Press, 1987, s. 14-15.

individualism’, was examined by Heidegger.” In short, this issue,
which has deeply influenced philosophers starting from Plato, has
an extremely important place for Nietzsche.

The fact that beauty is such a powerful concept is first and foremost
due to its relationship with the real. In all philosophers, the reception
and questioning of beauty is based on two points. The first one
concerns whether beauty is a concept that is singular and finite in
itself. That is to say, is beauty a concept that ‘resides there’, that has
its entire reality in itself, or is beauty brought about by the viewer/
observer? For instance, Plato described beauty as the very visibility
of the ideal. It is by virtue of the beautiful that we are able to acquire
a lasting remembrance of the true world.®

The second point is the way in which beauty is owned by man and the
method of that process. Is beauty embraced by human beings because
it is a phenomenon that we get ‘accustomed to’, a phenomenon/
concept that is ‘learned’, or is beauty intrinsic to man?

Both questions are difficult and complicated. They draw us into
the realm of the debates around the field of aesthetics. But one
thing is for sure. Today we no longer live in an age of Platonic
ideals. Plato and his period, as emphasised by Gadamer, had a
Pythagorean understanding of the universe and of beauty. The
infinite harmony of the universe determined and symbolized the
beautiful.? And the meaning of modern art should be sought in the
blow against exactly this understanding of Platonic ideals. The new
erathat began with Picasso and Duchamp, separated the beautiful
from the ideal, detached it from the harmonic, and placed it on a
ground of its own.

This is an issue in its own right. When modern art put a distance
between the beautiful, and the harmonious and ideal, and even cut
off its bonds with nature and the natural, and divorced art from being
a reflection and a part of the universal order, was it establishing a
new understanding of beauty, or completely removing the beautiful
from our lives?

Gadamer proposes a surprising response to this question. He argues
that the ethico-political life that the Greeks regarded as ‘beautiful
ethical life” was forgotten and overthrown by German |dealism and
the idea of the state that it had brought about. Yet in the world of
ideas, within the context of the concept of "harmony-order’, the
Greeks could consider life, the beautiful and the ethical in the form
of a 'system’.

7 Martin Heidegger, Nietzsche, 4 Volumes. (Published as two volumes). New York: HarperOne:
Reprint Edition, 1991. The first of these volumes focuses on the mentioned subject: The Will to
Power as Art.

8 Plato, Phaedrus. Trans. R. Waterfield. Oxford: Oxford University Press, 2009, Section 246 and further.

? Hans George Gadamer, the Relevance of the Beautiful and Other Essays. Ed., R. Bernasconi,
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Elbette bireyligin baska bir noktaya evrilmesiyle ve ‘sekiiler’
dislincenin farkli dizlemlerdeki olusumuyla bu anlayis
asildi. Ozellikle modern hayatin bu tiirden tasavvurlara yer
birakmadigi ortada. Bu durumda, giizeli, butiiniyle yasamimizdan
cikarmayacagimiza (!) gére (boylece yukaridaki ikinci soruyu
yanitliyoruz) bugiin giizellikle hayatimizda nasil bir iliski
kuruyoruz?

Bu iliskinin ‘giindelik hayat’ Gstiinden olacagi asikardir. Cinki
guzellik son kertede bir ideolojidir ve bir bilin¢c durumudur.
Kendiliginden gelisen boyutlarini sosyal antropoloji ve diger
bilim dallari inceleyebilir. Fakat estetik ve normatif planda
glzellik "edinilen’ bir zihin durumudur. Bunu da gérsel ideolojinin
endoktrinasyonu belirler. Donemler arasinda giizel kavraminin
farkli resepsiyonlarina yol acan etmen budur. Perspektifin
bulunmasindan dnce ve sonraki guzellik anlayisi, Kibizm’in ve
1917 Duchamp sonrasi donemlerin estetik anlayislari, bugin
yeni medyalarin gelistirdigi guzellik kabulleri bu cercevede
degerlendirilebilir. Dolayisiyla giizelligin bir norm olarak
tesekkilini toplumsalin bir dolayimi olarak degerlendirmek
gerekir.

Bu da bir teknoloji meselesidir. ideolojileri teknolojiler belirler.
Uretimi gerceklestiren mekanik degisime bagli olarak ideolojiler
de farklilasir. Bu nedenle kendinde sonlu, mutlak bir estetik
duygusu i¢in hi¢c yoktur denemez. Fakat bu daha farkli bir
problemdir. Giinesin batisindan alinan zevk muhakkak ki, bilinen
normlarin 6tesindedir. O bir duygulanim konusudur ve farkli
ogelerle iliskilidir. Burada evrenin ebediligini olusturan ve Ustiine
oturdugu estetik planlardan s6z etmiyoruz. Baharin gelmesi,
ciceklerin agmasi, insanda, Nietzsche'nin ‘Dionizyak’ dedigi duygu
durumunu, cosku hissini olusturacaktir. Fakat daha derinlemesine
bakildiginda o duygunun dahi daha dtedeki bazi baska unsurlarla
iliskili oldugu gorulur.

Yiksek estetigin, kurulmus ve soyutlamaci estetigin getirdigi
guzellik anlayisini s6z konusu ediyoruz. Yani, Picasso’'nun
Avignonlu Kizlar tablosu veya Jeff Koons'un Kopekcik heykeli
veya R. Togou'nun deseni ancak edinilmis bir kultir ve analitik
bir bilingle degerlendirilir. Bu gizellikle ilgili bir siirec degildir.
Cagdas estetigin belli bir tarihten, Kibizm’den, sonra temel
degeri ve edim alani budur. Bu yaklasim kendi icinde zamanla
dontsmiustir.

v

Bugilinse daha dikkat cekici bir noktadadir. Giincel sanat, boyutlari
itibariyle glizel kavramina yaslanmaz. 1989 sonrasi anlayis
toplumsal kuramla (social theory) atbasi gider. Onun ilgi alanindaki
kavramlarin bir Gst dili olarak gelisir. Temel sorunsallarini da
bu kanavaya yerlestirir. Bu gincel sanatin ontolojik boyutudur.
Bununla birlikte glincel sanatin dilinin ve anlatiminin gitgide

Of course, this understanding became a thing of the past as the individual
evolved towards another point and the emergence of ‘secular’ thought
on various planes. It is clear that modern life, in particular, does not
leave room for such imaginations. That being the case, as we would not
be removing the beautiful out of our life entirely (!} (and thus we have
answered the second question posed earlier) how do we relate to beauty
in our lives today?

One thing that is clear is that this relationship would be established
through ‘everyday life". Because at the end of the day beauty is an
ideology and a state of consciousness. Its dimensions that develop on
their own accord could be examined by social anthropology and other
branches of science. But aesthetics and beauty on a normative plane is
an ‘acquired’ state of mind. And this is determined by the indoctrination of
the visual ideology. This is the factor that leads to the varying receptions
of the concept of the beautiful in different periods. The understanding of
beauty before and after the invention of perspective, the perception of
aesthetics in Cubism and in the periods after 1917, after Duchamp, and
the premises of beauty developed by new media today could be evaluated
within this framework. Therefore, the formation of beauty as a norm
should be considered a mediation of the social.

This, in turn, is a matter of technology. Ideologies are determined by
technologies. Depending on the changes in mechanics that realise
production, ideologies are also transformed. For this reason, it cannot
be said that an intrinsically finite, absolute sense of aesthetics does not
exist. But that is a different problem. The pleasure of watching the sun
set is surely beyond known norms. This is an issue of sentiment and it is
related to different elements. Here, we are not talking about the aesthetic
planes that make up the eternity of the universe and that it is founded on.
The arrival of spring, the blooming of flowers would arouse a state that
Nietzsche has called ‘Dionysiac’ in human beings, it would cause a state
of exuberance. Butin a more in-depth examination would reveal that even
that sensation is related to some other elements further down the line.

What is at issue here is the understanding of beauty brought about by
high aesthetics, by a constructed and abstractionist aesthetics. That is
to say, Picasso’s painting of The Young Ladies of Avignon or Jeff Koons’
sculpture Puppy or the drawing of R. Togou could only be evaluated
through an acquired culture and an analytical consciousness. This is not a
process concerning beauty. After a certain point in history, after Cubism,
this has been the core value and the field of action of contemporary
aesthetics. In time, this approach has evolved within its own framework.

v

Today this has reached a much more noteworthy point. In terms of
its various aspects, contemporary art does not rely on the concept of
the beautiful. The understanding that had emerged after 1989 goes
hand in hand with social theory. It evolves as a meta-language of the
concepts within its realm of interest. It also places its fundamental
problematics onto this framework. This is the ontological dimension
of contemporary art. However, it is also possible to see that the language
and expression of contemporary artis becoming more and more crowded.

daha fazla kalabaliklastigini gormek mimkin. Mimesisin bittigi
bir noktada baslayan bu ifade ve acilim tim anlatimci 6zelliklerin
dislandigi, imgenin tiketildigi, nesnelligin nesnenin sadece kendisi
olarak verildigi bir platformu 6ngérmiuyor.

Sanatsal olan ontolojik bazi normatif kabulleri dislamaktadir
ama son kertede glizelin gene normatif elemanlarini icermekte
tereddit géstermiyor. Fakat bunlari ifade etmekten ciddi
bicimde endise duyuyor. Sanatin glizel olanla iliskisinin sorunlu
tedirginligini yasiyor giincel sanat. Bu askinsal olanla sekiiler
olan arasindaki ¢catismadir. Romantik olanla gercekcilik
arasindaki gerilimdir.

Peter Osborne bugiinkid Rancier ve Deleuze estetiklerinin dte
yanda yer alan Jena Romantisizmi’yle zitlastigindan s6z eder.'
Hatta Jena Romantisizmi Kant'a da karsidir (contra Kant). Bu,
estetigin metafizik ve romantisizm arasinda kurdugu iliski ve
farktir. Benjamin ve Adorno ¢izgisi elbette Alman Idealizmi'nden
beslenmisti. Hatta onlarin gicli etkisi altindaydi. Bugiinkdi
arayislar ise daha materyalist bir anlayisa yoneliyor ki, bu, en
neticede sanatin politik olanla bitiinlesmesidir. Asla itiraz
edilemeyecek ve glincel sanati tarih boyunca sirmis sanat-siyaset
iliskisi icindeki ¢ok 6zgiin, ¢ok giicld, cok verimli ¢izgisine oturtan
bu yaklasim onun temel 6zelligidir." Ne var ki, bu vurgulu 6zelligi
glincel sanatin sanatsal ontolojinin ana belirleyicileriyle kurdugu
iliskiyi kendi icinde de sorgulamasina yol acar. Neticede siyasal
olanin askinligina kadar gidecek bu sorgulama kacinilmaz bir
‘durum’ gercegidir.

\Y

Nietzsche'ye donersek, bize glizelligin yavas yavas tesir
etmesinden soz ediyordu. Bu bir hiz meselesidir ve hizla bize
etkiyen gizelligin bulanti yaratacagini vurguluyordu. Bunu
bitindyle idealist-romantik bir goris olarak kaydetmek kabilse
de icerdigi cok 6zel bir noktayr unutmamak gerek ki, o da hiz
kavraminin ana bilesen oldugu bir diinyada hem gizelligi hem de
yavasligi eszamanli olarak ele almasidir. Bugiin sadece giizellik
degil her sey insana en yiksek hizla tesir ediyor. Hiz bir gerceklik
durumu. Bu kosulda eger hiz asamadigimiz ufuksa glzelligin bize
yavas yavas etki etmesi imkansizlasacak, gilizellik soz konusu
olmaktan cikacaktir denebilir mi?

Yavaslik elbette daha goksel bir kavram. Hiz kutsalligin sozliginde
pek yer almaz. Buna karsilik hiz butiniyle modern. Daha Futlrizm
Manifestosu’'ndan beri bu boyle. Fitiristler ugaklari, hatta savasi
ovuyorlardi. Bir adim daha ileri gidelim. Konstriktivizm ayni nehirde
yikanir. Rus Avangardi’'nin bitiin gercekligi hiz ve ondan ayrilmaz bir

10 Peter Osborne, Anywhere or Not At All: Philosophy of Contemporary Art. London: Verso, 2013;
s. 37-71.

" Bu tarih konusunda bkz., Claudia Mesch, Art and Politics: A Small History of Art for Social
Change Since 1945. London: I.B. Tauris, 2013.

This expression and initiative, which started at a point when mimesis had
cometoan end, does not envision a platform in which all narrative features
are excluded, where the image is exhausted, and objectivity is presented
solely in the form of the object itself.

The artistic excludes some ontological normative assumptions, but at the
end of the day does not hesitate to contain the normative elements of the
beautiful. Butis seriously concerned about expressing these. Contemporary
artis experiencing the problematic perturbation of the relationship between
artand the beautiful. This is the conflict between the transcendental and the
secular. It is the tension between the romantic and realism.

Peter Osborne writes that the present-day aesthetics of Rancier and
Deleuze are in opposition to the Jena Romanticism that lies on the other
side.”®In fact, Jena Romanticism is also contra Kant. This is the relationship
and difference that aesthetics has established between metaphysics and
romanticism. The line of Benjamin and Adorno was of course nourished on
German Idealism. In fact, they were even under their influence. The quests
of today are aimed towards a more materialist understanding, which,
ultimately, is the integration of art into the political. This approach, which
could not be disapproved, that had set contemporary art on a very original,
distinctly powerful, and highly productive track within the relationship
of art and politics that has persisted throughout history, makes up its
fundamental characteristic."” However, this accentuating feature also
leads to an inherent questioning of the relationship that contemporary
art has established with the main determinants of artistic ontology. This
questioning, which would eventually go as far as the transcendence of the
political, is an inevitable fact of the ‘situation’.

\Y

If we were to return to Nietzsche, we would remember that he was talking
about beauty slowly affecting us. This is a matter of speed and he was
emphasising that beauty that infiltrated us abruptly would arouse disgust.
Although it is possible to account this as a totally Idealist-Romantic view,
it is important not to forget one very special point, which is that it deals
with both beauty and slowness simultaneously, in a world where the
concept of speed constitutes a chief component. Today, not just beauty,
but everything affects the human being at the highest speed. Speed is a
condition of reality. This being the case, if speed is the unsurmountable
horizon, then would it be right to say that it will be impossible for beauty to
affect us slowly, and that beauty would cease to continue being an issue?

Slowness is of course a rather celestial concept. Speed is not really
present in the vocabulary of divinity. Conversely, speed is entirely
modern. And it has been so since the Manifesto of Futurism. The
Futurists praised aeroplanes, and even war. Let us take it one step
further. Constructivism was bathing in the same river. The entire
reality of the Russian Avant-Garde is founded on speed and the
inseparable concept of mechanics. Let us take one step further
0 Peter Osborne, Anywhere or Not At All: Philosophy of Contemporary Art. London: Verso, 2013;
p. 37-71.

" Concerning this history, see Claudia Mesch, Art and Politics: A Small History of Art for Social
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kavram olan mekanik Ustine kuruludur. Bir adim geriye cekilelim.
Onlardan dnce Siirrealistlerin getirdigi yorumlarin yavaslikla ve
sindirmekle bir ilgisi yoktu. Biitiin edimleri belki gizliceydi ama hizla
bitinlesmisti. Netice yavaslik oldiricu olabilir. Ama hiz yikicidir.

Bugin Futiristik yaklasimlarin en u¢ noktasindayiz. Belirttik.
Hiz hayatin 6zu simdi. Ve bu adimi geriye almanin tek yolu ancak
‘vavaslik” kavramini gergekleyen ‘cepler’ olusturmak. O tir
tutumlarsa ancak soyutlamalar anlamina gelir. Hemen belirtelim:
hiz kitlesel ve kitleseldir. Yavasligin kitlesellesmesi ¢ok dzel bir
duruma tekabil eder. Ancak insanlarin tekilligi icinde yavaslik
somutlanabilir. insansa daima kitlenin bir parcasidir.

Buna karsilik glinimiz sanatinin ana motifi, tekrarlayalim, giizelle
yasadigi zitlasmadir. Oysa giizellik soyut (micerret) ve havai bir
kavram degildir. Glzellik insan varolusunun 6zel bir bilesenidir.
Ayrica, sanildiginin tersine, glizellik siyasaldir. Siyasal olanin
karsisina ¢ikarilan ve bitinuyle ice donlk bir Romantizm okumasi
da yanlistir. Romantisizm siyasala acilan boyutlariyla hayli sert, hatta
siddet iceren bir kavramdir. Esasen Nietzsche'nin ‘yavas tesir eden
guzel” kavrami, Osborne’un tashih edilmesi gereken nokta budur,
evet, Romantisizm’'den ve Alman Idealizmi'nden etkilenmistir ama
gene Romantisizm’in icerdigi siddete bir karsi cikistir.

1968 olaylari ve ozellikle Sitiasyonistler bu baglami gayet gicli bir
sekilde kurmuslardi. 1968 hareketi en genel planda politik eylem
ve politik siddetle glizellik arasinda kurulan dogrudan bir iliskiden
tirtyordu. Platon’dan asagi inen bitin tartismalara verilmis cok
carpici bir cevapti bu hamle ve isin ‘devrimci’ 6zinl de bu anlayisin
olusturdugunu belirtmek gerekir. Giizellik, 1968 olaylarinda bir
direnis hatti meydana getiriyordu. Bu imkani kullanarak da lirik,
poetik ve romantik olana kollar uzatiyordu. Clinki glizel olan daima
bu ¢ kavramla iliskilidir. Fakat, yineleyelim, gizellikle politik
eylem ve siddet arasinda bir Cin Seddi yoktur. Bir sey eszamanli
olarak lirik, romantik, siirsel, politik olabilir ve bunlarin ifadesi belli
bir siddeti de icerebilir.

Oysa son donem giincel sanat pratiklerinde bu biresimi gormek
zor. Daha ziyade nesnellik ve siyasal adina yapilmis, hiza dayanan,
cok hizli tiketilmesi beklenen yapitlar var. Bunu bir 6zgirlesim
ve dogrudanlik (nesnellikle uyusan yani budur) etkinligi olarak
disindigi sanat¢inin bellidir. Sanatin biyik sekilerlesme
cabasinin bir uzantisi olarak da degerlendirilebilir bu durum.
Fakat ondan daha fazla 'hiz’ kavraminin yasamimizdaki etkinligine
baglanabilir. Virilio'nun, cogu yerde muhafazakarlasmasi nedeniyle
tam manasiyla benimsenmese de, getirdigi elestiri gene de bu
plandaki degerlendirmelerde ufuk agicidir.’? Hiz, 6ziinde nihilizan
bir olgudur. Tiketicidir. Ona dayali bir sanatsal duyumun ve
gercekligin de ayni paydada kalacagi bellidir.

12 Paul Virilio, Speed and Politics. Cev. M. Polizzoti. New York: Semiotext(e], 2006.

into the past. The interpretations of the Surrealists before them
had nothing to do with slowness and digesting. All of their actions,
perhaps covertly, were integrated with speed. The result; slowness
can be lethal. But speed is destructive.

Today we are at the apex of Futuristic approaches. We have already
stated. Now, speed is the essence of life. And the only way to take this step
back is through creating ‘pockets’ that render the concept of ‘slowness’
a reality. And such stances only mean abstractions. Let us state without
delay: speed is related to the masses and to mass. Slowness becoming
a function of mass corresponds to a very particular situation. Slowness
could only be concretized within the singularity of people. And the human
being is always a part of the masses.

On the other hand, the main motif of contemporary art, let us repeat,
is its opposition with the beautiful. However, beauty is not an abstract
and frivolous concept. Beauty is a special component of human
existence. Besides, contrary to common belief, beauty is political. An
entirely introverted reading of Romanticism placed against the political
would also be wrong. With its dimensions bordering onto the political,
Romanticism is a very strict, even violent concept. In fact, Nietzsche’'s
notion of ‘the beautiful that affects slowly’, this is the point that Osborne
must be corrected, yes, was influenced by Romanticism and the German
Idealism, but was also an opposition against the violence in Romanticism.

The events of 1968 and especially the Situationists, have established this
context very strongly. In the general scheme of things, the movement of
1968 was derived from a direct relationship established between political
action and political violence, and beauty. This move was a very striking
response to all the debates that descended from Plato, and it has to
be noted that this understanding was constituting the ‘revolutionary’
essence of this affair. Beauty was forming a line of resistance in the
events of 1968. And by making use of this opportunity, it was extended
its arms to the lyrical, the poetic and the romantic. Because the beautiful
is always associated with these three concepts. But, let us repeat once
again, there is no Great Wall of China between beauty, and political action
and violence. Something could be simultaneously lyrical, romantic,
poetic, political, and their expression might include a certain violence.

However, itis difficult to see this synthesis in the practices of contemporary
art of the recent period. Instead, there are works produced in the name
of objectivity and the political, based on speed, and expected to be
consumed quite quickly. It is obvious that the artist considers this to be
an activity of liberation and directness (and this is where it is congruous
with objectivity). This situation could also be interpreted as an extension
of art’s great effort of secularisation. But more than that, it could be
rather attributed to the effectiveness of ‘'speed’ in our lives. Although
not embraced in full due to becoming conservative in most places, the
criticism presented by Virilio still offers a perspective that broadens
our horizons in these evaluations.'? Speed, essentially, is a nihilistic
phenomenon. It is depletory. And it is clear that an artistic sensation
and reality based on it would remain on the same grounds.

12 Paul Virilio, Speed and Politics. Trans. M. Polizzoti. New York: Semiotext(e), 2006.

VI

Gunumdiz Sanatcilari sergisi bu anlayisa taniklik ediyor. Cok
degisik mecralarda olusturulmus yapitlar birbirini dengeleyen ve
destekleyen bir orinti icinde kendi gercekliklerini bahsettigimiz
disiince dogrultusunda olusturuyor.

Serginin girisinde yer alan iki blyik yerlestirme ¢cok farkli
planlardan gelseler de birbiriyle sdylesen bir diizlem olusturuyor.
Melih Gémec'in ‘Why A Porn Star Commits Suicide’ ('Bir Porno
Yildizi Neden intihar Eder’) baslikli yapiti, isminin getirdigi
¢agrisim ve soru ylkiinin cok otesinde, ama elbette onlarla
timlesik olarak, cok dinamik bir kurgu icinde bahsettigi trajigi
izleyenin gercekligi olarak da temellendiriyor. Bitmis ‘video kaseti’
doneminden kalan izlerle olusturulmus bir karanlik doku icinde
video-porno iliskisini, gorselligin ve imgenin/gérintinin teknoloji
olarak yitip gidecegine dair bir saptama ile ‘okutuyor’ izleyene.
Gercekten de goriintiinin yitimi beraberinde bu sergide ¢ok
gonderme yapilan bellek olgusuyla derin bir iliskiyi saptiyor. Kaldi
ki, video kasetlere baktigimizda bir sey gérmiyoruz. Artik onlari
kullanmamiza olanak verecek teknoloji de elimizin altinda degil.
Ama animsayanlar derhal bir dizi imgeyi belleklerinde/zihinlerinde
izleyebiliyorlar. Olmayan, gorinmeyen bir imgenin, mekanik
olarak degil ama zihinsel olarak sahiplenilmesi, olan ve olmayan,
mevcut ve namevcut imge istiinden bizatihi imgenin ontolojisine
bir soru aciyor. Kaldi ki, ‘porno’ gériintiiniin ve gorselligin bir 6zel
halidir. En yakindan, artik goriilemeyecek kadar yakindan yasanan
bir goriintl dizlemidir porno. Gene olanla olmayan arasindaki bir
salinimdir.

Hemen Gtesinde yer alan Leman Sevda Daricioglu ise ‘ardinda’
baslikli yapitiyla vurgulanan yitim/bellek dramatigini blisbitin
u¢ bir noktaya itiyor. Gene artik tedaviilden kalkmis bir calar
saatin/duvar saatinin vurguladigi ‘akip giden zaman’ kavramini
olen kuslar ve trajigin son evresi olan kiciik masa ve sandalyeyle
bitunlestiriyor. Masa-sandalye-saat G¢cgeninin olusturdugu ve
hizla cagristirdigi ‘otorite’ yerdeki 6li kuslarla elbette bir iletisim
icindedir. Truffaut'nun 400 Darbe filminde derste sikilan Antoine
Doinel’in siirekli olarak baktigi saat gorintistyle Ece Ayhan’in
‘Mechul Ogrenci Aniti” siirinde ‘devlet dersinden dldirilmus’,
‘tabiattan tahtaya kalkacak’ ¢ocuk buradadir. Ve gene o siirde
soylendigi gibi arkadaslari ona ‘¢cocuk bayramlarinda zarfsiz
kuslar gonderecek’. Ama bu yapit acik bir otorite sorgulamasidir.
Otoritenin bogucu, bunaltici esiginde bir durustur.

Ege Su Kisaoglu ve Utku Tasylirek’in yeni medya calismalari bu
dramatik/trajik dokunun égelerini baska bir planda kullanmaktadir.
Zaman, imgenin yitimi ve izleyenin kendi dykisini kendisinin
kurgulamasi Gstiinden gelisen diger yapitlara mukabil ‘Ayna’
isimli yapit etkilesimli bir ortamda imgenin étesindeki teknolojik
dokunun hikimranligini 6ne ¢ikariyor. Aynanin sirli diinyasi degil
artik gegerli olan bilgisayarin ‘sirsiz’ diinyasidir veya aynanin yerini

Vi

The Contemporary Artists exhibition bears witness to this
understanding. Works of art created in various media form their own
reality along the lines of thought that we have been talking about, in
a network of balancing and supporting one another.

The two large installations at the entrance to the exhibition create a
platform of dialogue with one another, despite the fact that they are
from very different planes. Melih Gomec¢'s work, titled ‘Why A Porn Star
Commits Suicide’, goes well beyond the burden of connotations and
questions that its name arouses, but through a very dynamic composition
it manages to integrate all these into substantiating the tragedy that it
points to as the reality of the viewer. In a dark-knit texture created from
the traces of the obsolete ‘videotape’ era, he leads the viewer to make
a ‘reading’ of the relationship between video and porn with an assertion
thatas a technology the image is doomed to fade away and be lost. Indeed,
the loss of the image, brings with it a profound relationship established
with the phenomenon of memory thatis alluded to in various occasions in
the exhibition. Besides, when we look at the videotapes, we see nothing.
And the technology that would allow us to use them is no longer at hand.
But those who remember that era can immediately visualise a series of
images in their memories/minds. Appropriating a non-existent, invisible
image, not mechanically but mentally, poses a question into the ontology
of the image through the existing and non-existing, present and absent
image. Besides, ‘porn’ is a special case of image and visuality. Porn is a
plane of visuality that is experienced so up-close that nothing could be
seen anymore. It is again an oscillation between what is and what is not.

Located right next with herwork ‘behind’, Leman Sevda Daricioglu pushes
the drama of loss/memory that has been emphasised, to an extreme.
Again an obsolete alarm clock/wall clock accentuating the notion of ‘time
passing by’ is integrated with dead birds and the final phase of the tragic,
asmalltable and chair. The triangle of the table-chair-clock creates and
swiftly evokes the notion of ‘authority’, which, of course, communicates
with the dead birds on the floor. The image of the clock that the bored
Antoine Doinel is constantly checking in Truffaut’s film The 400 Blows
and the boy in Ece Ayhan’s poem, ‘Monument of the Unknown Student’,
who ‘was killed on the class of Government” and ‘who would have come
to the blackboard from nature” are also present here. And again, as it
is said in the poem, ‘on children’s holidays’ his friends would send him
‘birds not tucked into envelopes.” But the work is openly a questioning of
authority. It is a stand at the suffocating, stifling threshold of authority.

Ege Su Kisaoglu and Utku Tasylrek’'s works in new media make
use of the elements of this dramatic/tragic fabric on another
plane. Corresponding to the other artworks that evolve around the
notion of time, the loss of the image and which allow the viewers
to construct their own narratives, the work titled ‘Mirror’ reveals
the reign of the technological fabric beyond the image through an
interactive environment. It is no longer the mysterious glazed world
of the mirror, but the ‘unveiled’ world of the computer that prevails
today, or perhaps we are talking about a world of new secrets that
have displaced the mirror. There is a certain tension here: when the
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almis yeni sirlarin diinyasindan s6z ediyoruz. Burada bir gerilim
mevcut: izleyen ‘bu’ aynanin karsisina gecip bahtina ¢ikan ‘fali’,
okudugunda kendisini ‘benden baska giizel var mi diinyada’ diye
aynaya soran narsisistik kisilikle bir tutacak midir? Bu yapitin
icerdigi kabullenme-reddedis ikilemi yeni teknolojinin belkemigidir.
Yapit bu olguyu alabildigine ironik bir planda dokumaktadir.

Mustafa Sevinc¢'in yerlestirmesi iki olguyu Ust Uste getirmistir.
Yapit siingerin emdigi suyla zaman olgusuna ok uzak ve siirsel bir
gonderme gelistirir. Emilenin boya olmasi, onun da mavi olmasi,
su, deniz, okyanus gibi cagrisimlar uyandirmasiyla hem sonsuzluk-
zaman ikilisini tekrar animsatmakta hem de boya-renk baglaminda
gorsellik-yapit-Uretim eksenlerine acilmaktadir. Bu d6zellikleriyle
de siirsel, lirik ve “akiskanligi’ duraganliga ceviren, her duraganligin
icerdigi bellek ve tortu/birikim kavramlarina géndermede bulunan
bir anlatinin isidir bu.

Mehves Leli¢’in ‘isimsiz ic mekan’i ise bir kere daha saat imgesini
one cikariyor. Kesilmis bir karpuz, karpuzun yer aldigi kesitin bir
ayna goruntisuyle verilmesi, saatin ters donmis hali bizi yeniden
zaman ve yavaslik/veya hiz cergevesine tasiyor. Ters dénmis saati
okuyabiliyoruz. Ama sayilar, bir an saati ‘'normal’ bir saat olarak
disindugimuizde vakti degistirecektir. 15.10 olan vakit belki de
20.40 gibi bir sey olacaktir. Bu géreliligin ayna/gorinti geliskisiyle
kurdugu iliski aciktir. Kesilmis karpuz ise bir imgedir. Zamanin
ugradigl kesinti veya kesilmis olanin zaman i¢inde clrimeye
baslamasi!

Ayni ¢lirime-zaman iliskisi Ayse Meltem Yildiz'in ‘Leftover’ ('Yemek
Artigi’) serisinden gelen hayli sert fotografinda da bellidir. Bir
kasaptaki/mezbahadaki/siiper marketteki kesilip yizilmus hayvan
karkaslari karsimizda duruyor. Bedenin ‘soyulmus’ hali, elbette
‘soyunmus’ halinden farklidir. Iradi olanla gayriiradi arasindaki
farktir bu. Soymak oncelikle 6ldirmeyi gerektirir, dldirilmeden
soyulmus bazi mitolojik figirler disinda. Burada da Yildiz'in
oldiirmeye doniik vurgusu agik. Olim isleyen bireysel zamanin
sonudur. Ama olimden sonra da isleyen zaman sadece bedene
aittir; bilincin olmadigi bedene. O edim, ¢lirimedir. Oli curddigini
bilmez ama beden ¢lrimeyi et ve kemik olarak yasar: zaman
islemektedir.

Alper Raif ipek’in “Gamut’ isimli yapiti alt kati iist kata bagliyor.
Karton ve polipropilenden olusan, in situ insa edilen kolon tarihsel
arka plani izleyene tasimaktadir. ‘Siitun’ dikmek ilk ¢aglardan
beri insanin sanatsal ediminin belkemiklerindendir. ‘Gamut’, tim,
kapsam, butun, eksiksiz gibi anlamlar tasiyor. Babil Kulesi‘inden
beri sonsuza ylukselen tim kuleler bu amacladir: sonsuzun ele
gecirilmesi. Ipek’in sonsuzu ise bir binanin iki katiyla sinirtidir.
Dolayisiyla izleyende 6zgirlesme duygusu kadar sikismislik
duygusunu da yaratmaktadir. Icerdigi renk, sanatin tam da bu
iki 6zelligini, 6zgurlestiren ve baglayan ozelliklerini cagristirir.
Yerlestirmenin dogasinda mekana midahale s6z konusudur. Mekan

viewer stands in front of ‘this’ mirror and reads her ‘fortune’, will she
find herself akin to the narcissistic personality who asks the mirror
‘who’s the fairest of them all?” The acceptance-rejection dilemma
contained in this work is the backbone of the new technology. The
work weaves this phenomenon on a totally ironic plane.

The installation of Mustafa Seving juxtaposes two phenomena. The
work develops a distant and poetic reference to time through water
absorbed by a sponge. The fact that the absorbed liquid is paint, and
that its colour is blue, evokes associations of water, sea and ocean,
which is reminiscent of the duality of eternity-time, while at the
same time offering a rendition within the context of paint-colour that
extends along the axes of visuality-artwork-production. With these
features, this is an artwork of a narrative that is poetic, lyrical, and that
transforms ‘fluidity” into inertia, and alludes to the notions of memory
and sediment/accumulation that is intrinsic to the state of stasis.

Mehves Leli¢’s ‘untitled interior’ is once again featuring the image of
a clock. A cut watermelon and the presentation of the section with the
watermelon in a mirrored image, and an inverted clock brings us back
to the framework of time and slowness/or speed. We can read the time
on theinverted clock. But if, for an instant, we were to think of the clock
as a ‘normal’ clock, then the numbers we see would change the time.
While the time is 15.10, it would be perhaps look something like 20.40.
The relationship that this relativity establishes with the contradiction
of the mirror/image is obvious. And the cut watermelon is an image.
The interruption of time or the decay of that which is cut over time!

The same correlation of decay and time is also evident in the rather intense
photograph from the series ‘Leftover’ by Ayse Meltem Yildiz. Here we are
face to face with slaughtered and skinned animal carcasses at a butcher’s
shop/slaughterhouse/supermarket. The ‘skinned’ state of a body is, of
course, different from its ‘undressed’ state. This is the difference between
the voluntary and the involuntary. To skin, firstly requires killing, except
for some mythological figures who were skinned without being killed. And
here the emphasis placed on killing by Yildiz is quite obvious. Death is the
end of the flow of the individual time. But the time that continues to pass
after death belongs only to the body; the body without consciousness. That
actis decay. The dead does not know it is rotting, but the body experiences
decay as flesh and bones: time keeps running.

Alper Raif ipek’'s work of art, ‘Gamut’, links the lower floor to the
upper floor. The column, built in situ, and consisting of cardboard and
polypropylene, conveys a historical background to the viewer. Erecting a
‘column’” has been one of the backbones of the artistic activity of mankind
since the early ages. And ‘Gamut’ covers the meanings of the entire
range, scope, whole and complete. Since the Tower of Babel all towers
that rise to infinity have been erected to this end: seizing the infinite.
The infinity in Ipek’s case is limited to the height of the two floors of the
building. Therefore, as much as a feeling of liberation, it also creates a
feeling of confinement in the viewer. The colour that it has alludes exactly
to these qualities of art, to liberate and to bound. Installation intrinsically
involves an intervention to space. The space produces and consumes the
artwork, and the artwork does the same to space. The confinement and

yapitl, yapit mekani Uretir ve tiiketir. Bahsettigimiz sikismislik
ve 0zglrlesim bu meyanda yapit-mekan dinamiginin de baska bir
perspektifini hazirliyor.

Ust katin bu dogrultuda gelistirdigi sifrelere ve coziimlemelere
deginelim. Bunlar daha ziyade i¢c mekan-dis mekan etkilesimi, doga
ve kiiltir catismasi (nature or nurture) olarak hemen vurgulanabilir.
Sanatsal ifadenin ayni baglamda yani bir dogal(lik]) ve kiltirel edim
gercegi olarak belirmesi bu bolimin temel kiiratorlik sorunsali
olan gizellik-yavaslik yani sanatsal ifadenin icerdigi kiplerin
sorgulanmasi ile kurdugu iliski 6zellikle belirttigimiz gondermelerle
daha net hissedilmektedir. Bu bakimdan birbirinden ¢ok uzak
gorinen yapitlar arasindaki iletisim ve etkilesim cok belirgindir.

Elbette mekanda kurdugu hakimiyetle evvela Tarik Ceddi'nin
yapitindan séz edilmelidir. Bitiniyle dogadan derlenmis
ve sanat¢inin kendi cocukluk bellegine ve ge¢misine donik
gondermelerle olusan konstriksiyonu 6zinde doganin
butin ¢iplakligiyla ic mekana tasinmasidir. Bizatihi dogada
gerceklestirilen ¢ok sayida benzeri ise atiflari acik olan yapit
mekanda bir baslangi¢ hatti olusturmaktadir. Doga son kertede
erdenliktir. Ayni sekilde doga en yikici halinde de en duragan
gorlintisinde de romantisizm-Llirizm ekseninde belirir. Yikici
evresinde uyandirdigi gii¢, Tanrisallik, apokaliptik olma gibi
ozellikler tasiyacaktir elbette. O hali batan bir giinesin dinginligiyle
bir arada diisiinmek olanagi yoksa da iki goriintii de ‘erdenlik’ ve
‘saflik’ bakimindan, katisiksizlik bakimindan kesinlik icerir ve
birbirine yaklasir.

Buna bir boyut daha ekleyelim: doga, son kertede zamanin en somut
sekilde hissedildigi yerdir. Neticede donguselligin kaynagidir zaman
ve dogum-o6lim ikilemi arasinda yer alir. Bu haliyle de bize 6limden
sonraki dogum imkaniyla madde otesi diislinceleri cagristirir. Veya
onlarin dahi maddi temellerini verir. Bu da basli basina bir zaman
sorunudur. Zamanin kurucu ve yok edici kapasitesini insan da
doganin bir varligi olarak kendi bedeninde ve onun Ustiinden akip
giden zamanda yasar. Ceddi'nin dis mekandan derledigi yapitin i¢
mekandaki ‘'yasantisi’ tam da bu olguya bir gondermedir.

Ayrica yapitin kurgusu cevresinden merkezine giden agac dallari
bize bambaska bir diislince daha getiriyor: perspektif! Bir gorsellik
kurma araci/yontemi olarak perspektif, 6teki olanaklari bir yana,
6zinde disaridaki doganin iceriye/tuvale tasinmasina aracilik
ediyordu. Peyzajin yeni bir anlayisla ortaya ¢cikmasini sagliyordu ve
perspektif tam da buydu: cevreden merkeze yonelen bakis! Ceddi,
bu striktiiri duvarda kurarak, ¢agristiracagi diger yapitlardan,
en genis sekilde Arazi Sanati'ndan ayrilip yeni bir peyzaj imkani
yaratiyor. Yapitini ayni zamanda bir tir 'yeni resim’ olarak
temellendirmek mimkdndir.

Dis mekani/dogayi i¢ mekanda Ureten ve onu yeniden kurgulayan
bir baska yapit Bedia Ekiz'in ‘Duvar’ baslikli yapitidir. Politik

liberation that we have mentioned also lays the groundwork for another
perspective about the dynamics of the work of art and space.

Let us nowtalk about the ciphers and analyses that the upper floor develops
along these lines. Briefly, these could be highlighted as interactions of
interior space-exterior space, and the conflict of nature or nurture. The
emergence of the artistic expression in this same context, that is, as the
reality of a natural and cultural act, makes the relationship that this part of
the exhibition establishes with the mainissue of curation, beauty-slowness,
thatis, a questioning of the modes involved in artistic expression, to be felt
a lot more clearly through the allusions we have mentioned earlier. In this
respect, there is an evident communication and interaction even between
the artworks that seem to be quite distant from one another.

Of course, first of all we should be mention Tarik Ceddi's work as it
dominates the space. The construction, which is compiled entirely from
nature and formed containing allusions to the artist’s childhood memories
and personal history, is essentially nature transported into the interior space
and laid bare. The artwork, which has clear references to various similar
works realised directly in nature, constitutes a starting line in the space.
Nature, in the final analysis, is virginity. Similarly, in its most destructive
and most tranquil image nature appears on the axis of romanticism-
lyricism. Of course, the power that it awakens in its destructive phase will
have characteristics of being godlike and apocalyptic. Although it is not
possible to think of that state alongside the calm of a setting sun, both of
the two images contain a certainty in terms of 'virginity’ and ‘purity” and in
terms of being pristine, which brings them close together.

Let us add one further dimension: ultimately, nature is the place where
time is felt in its most concrete form. At the end of the day, time is the
source of cyclicality, and is positioned between the dilemma of birth-
death. And due to this condition, through the possibility of birth after
death, it conjures up thoughts beyond matter. Or even provides us with
a material foundation for them. And this is entirely a problem of time. As
a creature of nature, the establishing and destructing capacity of time is
experienced by the human being in his own body and through the time
that flows through it. In the work that Ceddi had made with elements
compiled from the exterior space, the ‘life’ of the artwork in the interior
space is a reference exactly to this phenomenon.

Additionally, the branches of trees in the composition of the artwork,
which are directed from the periphery to the centre, bring to mind an
altogether different idea: perspective! Leaving its other potentials aside,
as a tool/method of visualization, essentially, perspective was a mediator
for the transportation of the nature outside into the interior/onto the
canvas. It provided the landscape to emerge with a new understanding,
and perspective was just that: a view from the periphery towards the
centre! By building this structure on the wall, Ceddi was able to divorce
his work from Land Art in the broadest sense, and create the possibility
of a new landscape. At the same time, it is also possible to establish his
work as a kind of ‘new painting’.

Another work that produced the exterior space/nature in the interior
space and recomposed it was Bedia Ekiz's work, titled ‘Wall’. The work
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gondermeleri agik bir yapit Ekiz'inki. Oncelikle yapitin basligi bunu
cagristiriyor. Duvar, buginki dinyada politik cagrisimlari sibjektif
cagrisimlardan dnde gelen bir kavram-nesne. Her ne kadar Ekiz'de
bilinen politik dayanakli bir duvar gorintisi s6z konusu degilse de
izleyicinin bunu diisinmemesi olanaksiz. Fakat o noktada videonun
kendisi devreye giriyor. izleyici, sanatciyla birlikte doganin icinde
belirsiz bir yolculuga cikiyor. Bu belirsizligin yolculugu da olabilir.
Doganin icinde kaybolmayi saglayan bir yiriyus bu, her ne kadar
belli bir izlek siirse de. Boylece Ekiz'in ¢calismasi da doganin/dis
mekanin ic mekanda yeniden ve bu defa sayisiz cagrisim yikiyle
birlikte dizenlenmesini, olusturulmasini sagliyor. Doganin sonsuz
boslugunun mekana getirilmesi, iki boyutlu duvarda lc¢lnci
boyutun, derinligin olusturulmasi peyzaj/perspektif ikilisinin
Ceddi'nin isine mukabil baska bir platformu denemesidir. Hatta
Ekiz'in getirdigi buylk doga plani ve zaman zaman icinde yittigimiz
mikro dl¢ek doganin icerdigi tim boyutlarin donisimli olarak bize
yansimasina olanak veriyor.

Bu biiyuk-kiclik mekan kontrastinin yarattigi ikilemler bir baska
video yapitinda, Alp Seker’in ‘Eternally’ (Sonsuza Kadar) isimli
yapitinda da izlenebilir. Seker, neredeyse hic belirgin olmayan
bir video gorintisuyle bizi bu defa icinde yittigimiz bir evrene
cekiyor. Bunun bir kent gorintisi oldugunu saniyoruz. Siyah
beyaz, etkileyici bir ses enstelasyonuyla desteklenen yapit bir
yitis vurgusu. Son kertede neyin icinde, nerede oldugumuzu
bilmiyor ama yasiyoruz. Bu mikro bir dinyada kaybolmaktir.
Onemi ise sanat yapitinin bizi icine ceken, emen, bilmedigimiz bir
diinyada bizi kaybeden, kendimizi yitirmemizi ‘saglayan’ gticiddr.
Dolayisiyla dogadan kente (?) gectigimizde dogalliktan ve biyik
kirlarin sonsuzlugundaki yitisten mikro olcekteki sanat yapitinin
sonsuzlugundaki yitise eriyoruz. Bu da dogadan kiiltiire gecisin ¢ok
nitelikli bir vurgusu. Hemen belirtelim ki, bir sanat yapitinin, cogu
zaman da okunamaz, bilmecemsi dokusu, evreni icinde yitisin kendi
icinde ayrica ele alinmasi gereken seriivenci ve romantik o yani
vurgulaniyor bu yapitta.

Ahmet Kavas'in ‘Hali Yerytzini Kapliyor” yapiti Ekiz ve Ceddi'nin
doga, Seker’in dogrudan sanat yapiti 6lcegindeki kavrayisina
nesne planinda bir bakis aciyor. Kavas, lstinde yurinmids ve
kendisinin olusturdugu bir yapiti mekana yayarak, Ceddi ile ayni
safa geciyor. Birisinin doga ve dogallikla kurdugu iliskiyi Kavas
tipki Seker’in sanat yapiti 6lceginde kurmasina benzer sekilde
nesne diizeyinde somutlastiriyor. Fakat sorunsallari degismiyor:
ge¢misin, deneyimin dis dinyadan koparilip bir baska mekana
aktarilmasi! Buradaki diigiim noktasi ‘el’dir. Bizzat yapilan/iretilen
bir isin mekanlar arasi yolculugudur. Ceddi’'nin dogrudan uyguladigi
el emegiyle Kavas'inki arasinda malzemenin ve nihai yapitin kendi
oykuleri acisindan farklar mevcuttur. Ceddi dogaya doniik dogrudan
bir miidahale icindeyken Kavas dogadan bitiniyle uzak bir nesneyi
uretip kendi serivenine birakiyor. Izleyici ise ona salt bitmis bir
yapit baglaminda midahil oluyor. Bu plan ve 6zellik ise bu yapitin

of Ekiz is one with obvious political references. First of all, the title of
the work suggests it. The wall is a concept-object that has political
associations that surpass the subjective associations in the world today.
Although in the case of Ekiz it is not the image of a wall with the usual
political basis, it is impossible for the viewer not to think about it. But at
that point, the video comes into play. The viewer, along with the artist,
sets off on an ambiguous journey in nature. This could also be a journey of
ambiguity. Itis awalk that allows you to get lost in nature, even if it follows
a certain course. Hence, the work of Ekiz allows nature/exterior space
to be recomposed and recreated in interior space, but this time bearing
numerous connotations. Bringing the infinite void of nature into the
space, creating the third dimension, depth, on the two-dimensional wall,
is an attempt at the landscape/perspective duality on another platform,
corresponding to Ceddi’s work. Indeed, the grand nature scheme that
Ekiz puts forth, and the micro scale in which we lose ourselves from time
to time, allows all the dimensions of nature to be reflected alternately.

The dilemmas created by this contrast of grand-small space could also
be seen in another video work, titled ‘Eternally’, by Alp Seker. This time,
with a video image that is almost indiscernible, Seker pulls us into a
universe in which we get lost. We suppose that this is an image of a
city. The black and white artwork backed up with an impressive sound
installation is an emphasis on loss. Basically, we do not know what we
are in, where we are, but we live. This is getting lost in a micro world.
The significant thing is that the artwork has the power to draw us into
it, to absorb us, to make us get lost in a world we do not know, and to
‘let” us lose ourselves. Therefore, when we proceed from nature to the
city (?) we move away from naturalness and withering in the eternity of
great pastures, and reach oblivion in the infinity of the artwork within
the micro-scale. This is a profound accentuation of the transition from
nature to culture. We should state right away that this work emphasises
the adventurist and romantic side of getting lost in the universe of an
artwork, that is often unreadable and puzzle-Llike, which is something to
be examined in its own right.

Ahmet Kavas’ work The Carpet Covers the Earth’ opens up a new
perspective that brings the object into the equation of the understanding
that Ekiz and Ceddi have presented focused on nature and Seker by
directly concentrating on the artwork itself. By spreading out on the floor
the work that he has created, which has been walked on before, Kavas
assumes a similar stance with Ceddi. The relationship that one of them
establishes with nature and naturalness is concretized on the level of
an object by Kavas, similar to the way that Seker has done on the level
of the work of art. But the problematics remain unchanged: separating
the past, the experience from the outside world and transferring it into
another space! The crucial point here is the ‘hand’. It is the journey, of a
work that has been personally made/produced, between spaces. There
are differences between Ceddi, and his work produced as a result of his
own labour, and Kavas, in terms of materials and the stories of the final
work. While Ceddi is involved in a direct intervention towards nature,
Kavas produces an object entirely distant from nature and lets it follow
its own adventure. And the viewer becomes involved only in the context
of a finished work. This scheme and characteristic is the relationship that

Seker’in yapitiyla kurdugu iliskidir.

Degindigimiz sorunsallar Sidar Baki'nin yapitinda da gdze
geliyor. Baki'nin bitmemis bir insaati resmettigi yapiti daha
once degindigimiz yapitlarla birlikte distiniince git gide daralan
halkalarin bir baskasi. Sonunda bir insaatin icindedir izleyici.
Insaat bir ara kesittir. Ne dogaya aittir ne de tam manasiyla bir
nesnedir. Belki sonunda bir nesne olacaktir. Ve ilginc bir nesne
olacaktir cinki i¢ degil dis mekandadir, kenttedir veya kirdadir.
Ama i¢ mekan dedigimiz olgu onun icinde meydana gelecektir. Bir
ic mekan havuzu veya kabugudur insa edilen yapi. Ama bitmemis
halinde daha ziyade dogaya aittir. Ustelik ne kadar insan eliyle
yapilmis nesnelerden, parcalardan olussa da aslinda doganin
malzemesiyle ve doganin matematiginin kosullarina, kurallarina
uygun bir nesneden bahsediyoruz. Kum, demir, cimento, ahsap ile
yapilan malzeme doganin araciligiyla doga otesi olmaya gecistir.

Sidar bu ara mekanin i¢inde oyun kuran bir cocugu gostererek
tam da sozlni ettigimiz doga-kultir ikilemine bir gondermede
bulunuyor. Ustelik ‘oyun’ giriyor isin igine. Sanat bir oyundur,
insan dogayla oynar! Oyun bir varolus ve insanin evrilme aracidir.
Kidltlrldn ta kendisidir. Zaten yapit da bizi o dislinceye cekiyor
yeniden: oyun oynamak, imgelemle iliskilidir. Doganin bittigi bir
asamada oyun dogayr muhayyel bir noktaya tasimaktir. Oradan
hareketle, ele aldigimiz tim yapitlarin bu ara ylze yerlestigini
soyleyebiliriz.

Bahsettigimiz bu yapitlarin dis mekanla ic mekani, dogallikla
nesneyi (nesnellik degil) bulusturma cabasi diger iki yapitta
blusbiutin esoterik bir noktaya aciliyor. Daha belirgin olani
Berkay Tuncay’in yapiti. Tuncay, Kanye’'nin tweet'lerini Simer
yazisiyla yaziyor. Bu bir transkripsiyon elbette. Fakat tersine
¢evrilmis bir yazi. Bilinen ve alistigimiz anlamadigimiz dillerin ve
yazilarin Latinizasyonudur, anladigimiz yaziya/dile terciimesidir.
Tuncay bunu bas asagi getiriyor, metinleri bizden uzaklastiriyor
ve tarihe mal ediyor. O tweet’leri orijinal halleriyle anlayabilir
miydik, sorusu bu oyunun icinde gizlidir. Anladigimizi sandigimiz
dillerle konusup yaziyoruz fakat acaba dil/ler kendisini bitiniyle
ele verir mi sorusuna bir imlemede bulunuyor. O bir yana,
yapit tarihsellik-glincellik arasindaki gerilime yoneliyor. Daha
da ilerleyelim: Tuncay’in yapiti sanat yapitinin kendi i¢cinde,
ozinde, dogasinda sakladigi gizemliligi vurguluyor. Sanat
yapiti anlasilabilir mi, ‘okunabilir’ mi sorusunu hayli sert bir
sekilde ama son derecede lirik ve siirsel bir anlayisla ele aliyor.
Okunmayan, tarihsel ve arkeolojik olanin icinde barindirdigi
siirselligin 6ne ¢ikarilmasidir bu.

Tam karsisinda yer alan Onder Bekel ise ‘Bilginin Tekrar
Kesfi” adli yapitiyla bu konuda bizi yeni bir esige tasiyor. Bir 6z
eylemli (self-performing] is bu. Izleyici ¢ok iyi distnilmus bu
yapitta elindeki lazer isikla bir magaranin duvarindaki yazilari
sékmeye calisiyor. Iki boyutu var bu isin. Bir yandan bizi Lascaux

the work establishes with the work of Seker.

The issues we have mentioned are also visible in the work of Sidar Bak.
Considered alongside the other artworks that we have mentioned, the
work of Baki, depicting an unfinished building construction, is another one
among the succession of narrowing circles. Finally, the viewer is inside a
construction. The construction is an intermediate cross section. It neither
belongs to nature nor is it an object entirely. Perhaps eventually it would
become an object. And it would become an interesting object because it
is not in an interior space, but outside, in a city or in the countryside. But
the phenomenon that we call interior space would be formed inside it. The
structure being built is a pool or shell of interior space. But in its unfinished
state it rather belongs to nature. And although it is composed of man-
made objects and components, it is in fact an object made from materials
of nature and according to the conditions and rules of the mathematics
of nature. The material made from sand, iron, cement and wood is a
transition to the realm beyond nature, enabled by the utilisation of nature.

By showing a child playing in this intermediate space, Sidar is making
a reference to the nature-culture dilemma that we have mentioned.
Furthermore, here the notion of ‘game’is coming into play. Art is a game,
and the human being plays with nature! Game is a mode of existence
and a means of human evolution. It is culture itself. And the work draws
us back to that idea: playing games is related to imagination. At a stage
when nature has come to an end, playing games is a way to draw nature
to a place of imagination. Taking this as a starting point, we could state
that all the works that we have examined are positioned in this interface.

The endeavour of these mentioned works to bring together the interior
space and the exterior space, naturalness and the object (not objectivity)
reaches an altogether esoteric point in the remaining two artworks.
The more obvious of the two is Berkay Tuncay’s work. Tuncay writes
the tweets of Kanye in the form of a Sumerian text. This, of course, is
a transcription. But it is reversed. Ordinarily, what we are accustomed
to is the Latinisation of languages and texts that we do not understand,
and their translation into texts/languages that we understand. Tuncay
turns this process upside down, moves the texts further from us, and
appropriates them to history. Could we have understood those tweets in
their original state, is a question hidden within this game. We speak and
write in languages that we think we understand, but does language(s)
give itself away entirely is a question that this work of art accentuates.
Apart from that, the work is also directed towards the tension between
historicity and contemporaneity. Let us take this a little further: Tuncay’'s
work emphasises the mysteriousness that the artwork conceals in itself,
in its essence, in its nature. He examines the question of whether it is
possible to comprehend, to ‘read’ the work of art, in a fairly tough but very
lyrical and poetic approach. This is the accentuation of the poetic essence
inherent in the unreadable, the historical and the archaeological.

Located right opposite to this artwork, Onder Bekel's work, titled ‘The
Reinvention of Knowledge’, transports us to a new threshold on this topic.
This is a self-performing work. In this well-thought-out project, with a
laser light in his hand the viewer tries to make out the writings on the wall
of a cave. There are two aspects of this work. On the one hand it leads us

15



magarasina geri gotlrdyor. Duvara yazilmis yazilari teknolojinin
en son asamasindaki bir aracla okumaya basladigimizda uzun
ve genis bir tarih yolculugu yapiyoruz. Yapmak/¢gizmek kadar
okumak da bir 'yapma’ edimidir. Neticede ayni metni farkli
kisiler olarak farkli anlamlar ireterek okuyoruz ve ona kendi
6znelligimizi getiriyoruz. ikincisi, salt bilgiyle ilgili bir durumu
yasiyoruz. Bilmek, bilgi bir arkeolojik kazidir. Kendiliginden
edinilmis deneysel/pratik bilgiden degil, yaziyla kayit altina
alinmis bilgiden s6z ediyoruz. Arkeolojik kaziya tabi tutulan, kaza
kaza derinine inerek elde ettigimiz seydir bilgi. Bu, bir bilgi olarak/
halindeki sanat yapitina kazarak ulasmakla da ayni seydir. Ustelik
bize bir bilgiye ulasmak icin gene bilginin Urettigi araclardan
yararlanmamiz gerektigini animsatiyor.

Bu yapitlarin dogadan nesneye kayan cizgisi acik olmakla birlikte
Murat Sezer’'in yapiti bize tiim bu siireclerin minimal, diizlemsel
bir 6zetini veriyor. Nitekim yapiti ‘Serebral Diizlem’ adini tasiyor.
Kurdugu diizenin ‘serebral’ yanini bilmiyoruz. O ayri bir irdelemeyi
gerektiriyor. Ama bize nesnelerin bir tur sifrelenmis halini
veriyor. Basit ve karmasik nesne ve doga goruntuleri bunlar.
Kendilerine gore bir kodifikasyona tabi tutulduklari besbelli.
Ama ‘serebral’ vurgusu bastan beri ele aldigimiz yapitlarin
arkasindaki entelektiel planlari ve cabalari bize aciklikla yeniden
dusudndirdyor. Butin sanat bir serebral cabadir. Doganin ve
dogalin sanati olmaz. Sanat kesinlikle bir zihinsel Gretimdir. Her
sey sanatin kapsamindadir. Onemli olan o ‘her seyin’ sanat yapiti
haline geldikten sonra nesne planindaki anlamidir. Sezer, Bekel'in
ve Tuncay’'in sanat yapiti-bilgi arasinda kurdugu iliskiyi simdi
dogrudan nesnelerin/gérintilerin imlerini izleyiciye sunarak
benzeri bir cabayi ondan bekliyor.

Vil

Bu on bes yapit bir baglam olusturuyor. Bu baglam yazinin
girisinde tanimladigimiz evreni sorguluyor. Sanat yapitinin
ontolojisinden, sanat yapitinin metafizik boyutuna, doganin
kendi matematiginden i¢ mekana tasindiginda olusturdugu yeni
anlam katmanlarina genisleyen bu baglam bize giincel sanatin
tersinlemeci dinamiklerini acikliyor. Coklu anlam giincel sanatin en
onemli 6zelliklerinden biridir. Anlami ¢ogaltan ise asla tekil bir olgu
olamaz. Anlamin cogalmasi ancak sanat yapiti bize cogul zihinsel
planlar acabiliyorsa mimkiindir. Gincel sanatin diyalektik ¢eliskisi
burada yatiyor: cogul anlam veya anlamin coklugu/cogullugu sanat
yapitinin ontolojisini ve metafizigini kusattigi él¢ide mimkdiin
olacaktir.

Bu sergi o gercegin en Ust diizeyde animsatilmasidir.

Hasan Bllent Kahraman

back to the Lascaux cave. When we start reading the writings on the wall
with a state of the art tool in our hands, we set out on a long and broad
journey into history. Reading, as much as making/drawing, is also an act
of ‘making’. At the end of the day, different people read the same text,
producing different meanings and bringing their own subjectivity to it.
Secondly, we are experiencing a situation related solely to information.
Knowing or knowledge is an archaeological excavation. We are talking
about information that is recorded in writing, not the experimental/
practical knowledge acquired on its own accord. Knowledge is that which
has been subjected to archaeological excavation, that has been obtained
by digging deep. This is the same when we are digging to gain access
to the core of an artwork in the form/state of information. Furthermore,
it reminds us that we need to take advantage of the tools produced by
knowledge to be able gain access to knowledge.

It is evident that these works proceed along a line from nature to the
object, and Murat Sezer’s work provides us with a minimal, planar
summary of all of these processes. Indeed, the work is titled ‘Cerebral
Plane’. We do not know about the ‘cerebral’ side of the structure he has
established. That would require another examination. But he provides
us with some sort of an encrypted form of objects. These are simple
and complex images of objects and nature. It is obvious that they were
subjected to some form of a codification. But the emphasis placed on
the ‘cerebral’ is clearly making us rethink the intellectual schemes and
efforts behind the works that we have been examining from the beginning.
All art is a cerebral endeavour. There could be no art of nature and of
the natural. Artis definitely a mental production. Everything is within the
scope of art. What matters is the meaning of that ‘everything’ within the
realm of the object after it has become a work of art. The relationship that
Bekel and Tuncay had established between the artwork and knowledge
is now presented to the viewer by Sezer, expecting a similar effort in the
face of the signs of objects/images that he puts on show.

Vil

These fifteen works establish a context. This context questions the
universe we have described at the beginning of this text. This context,
which extends from the ontology of the artwork to the metaphysical
dimension of the work of art, from mathematics of nature to the new
layers of meaning that nature generates when transported into the interior
space, elucidates the ironic dynamics of contemporary art. A multiplicity
of meanings is one of the most important features of contemporary art.
And what multiplies meaning could never be a singular phenomenon. A
multiplicity of meanings is only possible if the work of art is able to open
multiple mental planes to us. The dialectic contradiction of contemporary
art lies here: a plural meaning or the plurality/pluralism of meaning is
possible only to the extent that the work of art encompasses its ontology
and its metaphysics.

This exhibition is a reminder of that reality to the highest degree.

Hasan Bulent Kahraman
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Ahmet Kavas

1989, Denizli

Bauhaus - Universitat Weimar, Sanat ve Tasarim Fakdltesi, Public Art and New Artistic Strategies (MFA)
Bauhaus - Universitat Weimar, Faculty of Art and Design, Public Art and New Artistic Strategies (MFA)

Kirmizi hali Kavas'in, Almanya'nin Weimar kentine ait belediye binasi oniinde “The Carpet Covers the Earth - Hali Yerytziini
Kapliyor” projesi adiyla ortaya koydugu performans esnasinda dikilerek tamamlanmis olan bir “performans eser”dir.
Performans sirasinda dikilerek haliya dontsen kirmizi tekstil Uriinler, sehirde farkli noktalara yerlestirilmis bagis kutularinda
iki ay boyunca toplanmistir.

Weimar halkinin bagisladigr kirmizi tekstil Urtnler, 6grenci, siginmaci veya isci sifatiyla Ulkede oturum imkani arayanlarin karsi
karsiya olduklari sorunlar konusunda halkin duyarliyaklasimlarinin ve misafirperverliklerinin bir gostergesi olarak toplanmistir.
Halinin dikimi, ginlik olarak gerceklesen performans sayesinde iki haftada tamamlanmistir. Hali, hem kendini olusturan
parcalarin toplanisi hem de tamamlanis bicimiyle yerel halk ve yabancilar arasinda bir kopri kurmaktadir.

Yabancilar ofisine ugrayan ziyaretciler, oturum ile ilgili yikimliliklerini yerine getirmis olmanin rahatligiyla birlikte, kirmizi
halida yurtimeye davet edilmislerdir.

Bilinen tabiriyle, karsilama ve ugurlama torenlerinde gecilen yola takdir ifadesi olarak serilen bir sembol olan kirmizi hali, bu
calismada, mevcut milteci tartismalarinin yaninda, kisilerin nereden geldigine ve nereye gidebilecegine aldirmaksizin, mevki
ve populerlik kavramlarini kenara koyarak her insanin benzersizligine deginmektedir. / Ahmet Kavas

Proje, Acting Space - Bauhaus Goes Kunstfest 2016 catisi altinda, Kunstfest Weimar ve Bauhaus-Weimar Universitesi'nin MFA programi olan “Public Art
and New Artistic Strategies” katkilariyla gerceklestirilmistir.

The red carpet is a “performance piece” completed by being sewn during the performance that Kavas realised in front of the
municipality building at the town of Weimar in Germany, called "The Carpet Covers the Earth”.

The red textile products transformed into a carpet by being sewn during the performance were collected in donation boxes
placed at different locations in the city for the duration of two months.

The red textile products donated by the people of Weimar were collected as a sign of the sensitive approach and hospitality of
the public regarding the challenges faced by people seeking residence in the country as students, asylum-seekers or labourers.
The sewing of the carpet was completed in two weeks alongside the performance realised on a daily basis. The carpet built a
bridge between the local people and foreigners both through the way the pieces that it was composed of were collected and the
way it was produced.

The visitors who came to the Alien Office were invited to walk on the red carpet, taking comfort in having fulfilled the obligations
regarding their residence.

Known to be laid out as a symbol of appreciation on welcoming and farewell ceremonies, the red carpet, in this work, refers to
the uniqueness of each person -putting aside notions of social rank and popularity, and regardless of where they come from
and where they might be going- as well as the current discussions on refugees. / Ahmet Kavas

The project was realised as part of the Acting Space - Bauhaus Goes Kunstfest 2016, with the support of Kunstfest Weimar and Bauhaus-Weimar University's
MFA programme “Public Art and New Artistic Strategies”.

Hali yerytzini kapliyor The carpet covers The Earth
Karisik Teknik Mixed media Hali Carpet
145 x 1570 cm, 2016
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Alp Seker
1991, Izmir

Dokuz Eyliil Universitesi, Giizel Sanatlar Fakiiltesi, Film Tasarimi Bélimi
Dokuz Eylul University, Faculty of Fine Arts, Film Design Department

Zamanin somut tezahUriinde, onu kavrayisimiz, algilayisimiz tzerine kisisel bir deneme. / Alp Seker

A personal attempt on our comprehension and perception of the concrete manifestation of time. / Alp Seker

Eternally
Video, 02'25" HD siyah-beyaz HD black & white
2015
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Alper Raif Ipek

1978, Ankara

Hacettepe Universitesi, Glizel Sanatlar Enstitiisii, Grafik Anasanat Dali, Sanatta Yeterlik Programi
Hacettepe University, Institute of Fine Arts, Graphic Department, MFA

“Hos yapisinin altinda guzelligin bircok katmani vardir. Dinya'nin kimyasi, atmosferi, yasam evrimi gibi renk de bu zincire
dahildir. Renk, isigin tdzerine distigud maddenin yansittigi dalga boyunun kalanidir. Spektrum icinde dalga boyu uzun, disuk
enerjili kirmizi renk yansitilirsa o cicek kirmizidir, buttn renkler emiliyorsa o madde siyahtir. Elektronlar da atom etrafinda
yukari sicrarken 1sik ortaya cikarirlar. Bir elektron, enerjisi azalip da daha dusik bir yoriingeye dustuginde, bu elektronun
sogurdugu i1sik dalgasi etrafa sacilir, blyik kismi bize hic ulasamaz. Bu da spektrumda koyu bir bosluk ya da siyah yatay bir ¢izgi
olusturur. Her madde icin atomlarin etrafindaki protonlarin dizilimi birbirinden farkli oldugu icin, her madde icin golgesi baska
bir maddeden ayri olsa da imzalari her seferinde aynidir. Bu nedenle ister bizim gezegenimizde ister uzak baska bir yildizda
bulunan herhangi bir seyin spektrumuna bakarak onun nelerden olustugunu soylemek mimkundir. Spektral cizgiler gosterir
ki bildigimiz bitln evren ayni elementlerden meydana gelmektedir. Gezegenler, yildizlar, galaksiler, biz hepimiz ve tim yasam
ayni yildiz tozuyuz. Glzel degil mi?” / Alper Raif Ipek

“Under its pleasant structure, beauty has a multitude of layers. Just like the World's chemistry, atmosphere and evolution, colour
is part of this chain. Colour is the remainder of the wavelength reflected by the material on which light falls. If the long wavelength
and low-energy colour red in the spectrum is reflected, then that flower is red, if all colours are absorbed, then that matter is black.
Electrons also emit light as they jump upwards around an atom. When the energy of an electron reduces and it falls into a lower orbit,
the light wave absorbed by this electron is scattered, but most of it could never reach us. And this creates a dark void or a horizontal
black line in the spectrum. As the arrangement of protons around each atom is different for each matter, although the shadow of each
matter is different from another, their signatures are the same in each instance. Therefore, by looking at the spectrum of anything,
be it on our planet or on another distant star, it is possible to tell what that thing consists of. Spectral lines show that the entire
known universe consists of the same elements. The planets, the stars, galaxies, all of us and the entirety of life are made of the same
stardust. That is beautiful, isn't it?” / Alper Raif Ipek

“GAMUT”

Yerlestirme Installation

Karton ve polipropilen cember Cardboard and polypropylene strapping band
Cap Diameter 40 cm, Yukseklik Height 635 cm

2017
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Ayse Meltem Yildiz

1984, Bulgaristan

Yildiz Teknik Universitesi, Sanat ve Tasarim Fakiiltesi, Fotograf ve Video B&limii

Yildiz Technical University, Faculty of Art and Design, Photography and Video Department

DoOnis Return

Farkli yasansa da zaman, zamanla bitecek Even though time is experienced in different ways, in time it will all come to an end
Leftover serisinden From Leftover series

Fotograf Photograph, 120 x 180 cm.

2012

Gengel The Hook

Zamanin Acilari: The Forks of Times:

-Insanogluna gére “oldu” According to mankind “it's done”
-'0'na sorarsan yasam durdu. If you ask ‘him’ life's undone.
Leftover serisinden From Leftover series

Fotograf Photograph, 120 x 180 cm.

2012
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Bedia Ekiz

1987, Osmaniye

Yeditepe Universitesi, Plastik Sanatlar Bélimd, Yiiksek Lisans
Yeditepe University, Plastic Arts Department, Postgraduate Program

GokylUzu her yerde ayni... Duvarlar da her yerde ayni... Sonsuz ufuk cizgisinde yururken karsima cikti. Hi¢c kimse Uzerinde
ydrimus mudur? Zaman, sis ve toprak kokusu, her sey kendi halindeydi, sadece varlardi ve yasiyorlardi. Dimdiz ve sonsuz
ufuk cizgisinin icinde butin canlilar kendilerine aitti. Yirimeye devam ettim. Karsima cikan bir duvar vardi. Olduklari yere aitti.
Bu cizgiler kime aitti? Taslar ve insan hep vardi. Cizgi hic bitmiyordu. Duvar hep vardi. Sinirlar icinde canlilar yavas yavas kendi
etraflarinda dontyorlardi. / Bedia Ekiz

The sky is the same everywhere. Walls, too, are the same everywhere. | came across it while walking along the endless horizon. Has
anyone ever walked on it? Time, fog and the scent of soil, everything was composed, they just were, and they were living. Within the
flat and infinite horizon all living things belonged to themselves. | continued walking. There was a wall up against me. It belonged to
where it was. To whom did these lines belong? Stones and people were always there. The line was never coming to an end. The wall
was always there. Within the boundaries the living things were slowly whirling. / Bedia Ekiz

Duvar The Wall
Video, 1T
2016
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Berkay Tuncay

1983, Istanbul

Mimar Sinan Giizel Sanatlar Universitesi, Bilgisayar Ortaminda Sanat ve Tasarim Bolimi, Yiksek Lisans
Mimar Sinan Fine Arts University, Computer Aided Art & Design Postgraduate Program

Isimsiz (Kanye’nin tweetleri calisma no: 2) Untitled (Study for Kanye’s tweets No: 2)
Yerlestirme Installation 15 adet kil tablet 15 pieces of clay tablets
Degisken boyutlar Dimensions variable 11,43 x 5,8 cm - 20 x 13,5 cm, 2017
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Calisma, giinimuz internet fenomeni figtrlerinden biri olan Kanye West'in 2012-2017 arasinda atmis oldugu, (997 tweet arasindan
secilen) iceriginde kendisi ve baskalari tzerinden, sanat, sanatin tanimi, sanatci olma durumu ve giincel sanat kavramlarina
degindigi tweet'lerin kurgusal bir konusma metni olusturacak sekilde bir araya getirilmesi ve kil tabletler Gzerine SUmer alfabesi
ile yazilmasindan olusur. Bu calisma “Kanye West'in Attigi Tim Tweet'ler” adli, hentiz gerceklestirilmemis eserin bir 6n calismasi
ozelligini tasir. Is, Simerlilere ait ¢ivi yazili tabletlerin (cuneiform) tarihi kaynaklarda belirtilen ilk yazili iletisim sistemi ve enformasyon
araci olmasi ile giinimuzde yazinin en yaygin kullanim alanlarindan biri olan sosyal medyayi (Twitter) karsilastirir. Bu karsilastirma,
bir harf cevirisi (transliteration] yani bir dile ait bir yaziyi baska bir dilin alfabesiyle yazma girisimiyle meydana gelir.

Yari-insan yari-tanri Gilgames'in “Insanin 6limstzlige ulasmasinin arkasinda biytk bir ad birakmasi ve sahip oldugu bilgiyi gelecek
nesillere aktarmasi” olarak tanimlamasiyla baslayan seriven, ginimizde internet mecrasi Uzerinde, poptler kiltlrin yicelttigi
liderlerin ve fenomenlerin ‘yazdiklari’ sonucunda aldiklari begeniler, takipci sayilari ve yazdiklarinin takipcileri tarafindan yenilenmesi
seklinde evrimine devam etmektedir. Tarihin baslangici kabul edilen civi yazili SUmer Tabletleri, islevsel benzerliklerinin yaninda,
bicimsel 6zellikleriile de glinimiizde ‘yazi'yi en yaygin sekilde okudugumuz elektronik tabletler ve akilli telefonlara benzerlik gésterir.
Bu benzerlikten faydalanilarak sunumdaki kil tabletler, Apple firmasinin Urettigi iPhone ve iPad modellerinin dlclleri baz alinarak
uretilmis olup, camekan ardinda sergilenerek mize sunumu ile elektronik magazalarinin sunum islevleri icinde aynilastirilmistir.
Yapit, yasadigimiz cagda enformasyonun inanilmaz hizli akisi, insan egosu, zaman, bellek ve kaydetme kavramlari tzerinden ‘goze
glzel gelen’e degil, ‘akla giizel gelen’e odaklanir. Hizi yavaslatma cabasi -belki yazmasi ve géndermesi saniyeler alan tweet'i baska
bir dil ile bir ginde yazma durumunun absirtligu- calismanin merkezinde yer alir. / Berkay Tuncay

The work consists of a fictional composition of a text from the tweets of one of the prominent figures of today’s internet phenomenon,
Kanye West, (selected from among 997 tweets) posted between 2012 and 2017, where he, through himself and others, speaks about
the concepts of art, definition of art, the condition of being an artist and contemporary art, which are then inscribed onto clay tablets
in the Sumerian alphabet. This work is a preliminary study of a broader-scoped work that has not yet been realised, called "All the
Tweets of Kanye West”. The work draws a comparison between the Sumerian cuneiform tablets, which were the first written system
of communication and means of information mentioned in historical sources and the present-day social media (Twitter), which is one
of the most widely used fields of writing today. This comparison is made possible through transliteration, that is, an attempt at writing
a text originally written in one language by using the alphabet of another language. The adventure that had started with the definition
of the half-man half-god Gilgamesh that “attaining immortality is only possible by making a great name for oneself and passing on
the knowledge that one possesses to next generations” nowadays continues to evolve in the medium of the internet by the leaders
and phenomenon glorified by popular culture, through the ‘like’s that are received for their ‘writings’, the numbers of followers they
have and the reiteration of their texts by their followers.

The Sumerian Tablets with cuneiform script, regarded to be the beginning of history, not only have functional similarities with, but
also formal characteristics similar to the electronic tablets and smartphones that we use to read ‘texts’ most commonly today.
Making use of this similarity, the clay tablets in the presentation were produced in sizes based on the measurements of iPhone and
IPad models produced by the company Apple, and they were put through a process of similarization by being exhibited behind glass
display cabinets similar to the functions of presentation seen at museums and electronic stores. Through the incredibly fast flow
of information encountered in our time and the concepts of human ego, time, memory and recording, the artwork focuses not on
‘beautiful to the eye’, but on ‘beautiful to the mind". The effort of slowing down this pace -the absurdity of taking a full day to rewrite
a tweet in another language that perhaps took only a second to write and send- constitutes the core of this work. / Berkay Tuncay
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Ege Su Kisaoglu & Utku Tasyurek

1995, Usak & 1994, Bursa _

Bilgi Universitesi, Mimarlik Fakiiltesi, I¢ Mimarlik Bolimii

Bilgi University, Faculty of Architecture, Department of Interior Design

Bahcesehir Universitesi, Mihendislik ve Doga Bilimleri Fakultesi, Yazilim Mihendisligi
Bahcesehir University, Faculty of Engineering and Natural Sciences, Software Engineering Department

Gunumizde kendi icimize donmeye calisma, kendimizi tanima ve gelecekten beklentilerimizi anlama arayisi icinde bircok farkli
disipline basvuruyoruz. Bu talep, yeni buluslar ve icinde fazlaca secenek barindiran yeni ekonomiler kurulmasina sebebiyet
veriyor. Arayisi kendi icimizde c¢ozemiyor olma sebebimiz nedir? Disaridan duymaya neden ihtiyac hissediyoruz? Bizim
géremedigimiz, baskalarinin gorebildigi seyler nelerdir? / Ege Su Kisaoglu & Utku Tasylrek

Today, in pursuit of inward looking, getting to know ourselves and understanding our future expectations we seek help from many
different disciplines. This demand leads to new inventions and the establishment of new economies with a multitude of options. Why
aren’'t we able to resolve this pursuit by ourselves? Why do we have a need to hear it from outside? What are the things that we cannot
see, and others can?/ Ege Su Kisaoglu & Utku Tasytirek

Ayna, Ayna Mirror, Mirror

Goriuntu isleme, software ahsap cerceve, Image processing, software, wood frame
138x86x12 cm

2017
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Leman Sevda Daricioglu

1985, Izmir

Mimar Sinan Giizel Sanatlar Universitesi, Sosyoloji Bélimd, Yiiksek Lisans

Mimar Sinan Fine Arts University, Department of Sociology, Postgraduate Program

Kayip, zamanda artik orda olmayanla iliskilenme tzerinden bir bukilme yaratmakta, bir nevi zamani dondurmaktadir ve yogun
siddet olaylarindan, kayiplardan sonra iyilesebilmek icin yas tutmamiz gerekir. Lakin yas politiktir ve hangi yasamin yasinin
tutulabilir oldugu hem ana akim hem muhalif politikalar dzerinden sekillendirilmektedir. Egemen iktidar kimi climleri ancak
kendi soylemine destek oldugu takdirde anarken, muhalif politikalar da yasi politik hattan dislamakta, kisiyi siniklestiren bir
duygu olarak konumlandirmakta, yerine o6fkeyi 6ne ¢cikarmaktadir. Oysa yas kaybin ardindan hayatla yeniden temas edebilmemiz
icin tek yoldur.

Icinden gectigimiz katliamlar doneminde ‘bir saldiridan digerine dogru’ zamansalliginda yasarken .ardindan yok olanla temas
etmek icin bir alandir. / Leman Sevda Daricioglu

Loss creates a distortion in time through engaging with what is no longer present, to a certain extent, freezing time. After intense
incidents of violence and loss, grief is necessary for healing. However, grief is political and both mainstream and opposing political
discourse shape the notion of which life is “grievable”. The ruling power only memorializes certain deaths in case they support their
discourse, whereas the opposing voices exclude grief from the bounds of politics, positioning it as a disempowering emotion and
instead bring rage to the fore. However, grief is the only way of reconnecting with life after loss.

As we go through this period of massacres, living in the temporality of “from one attack to another”, .behind is a space to contact that
which has disappeared. / Leman Sevda Daricioglu

.ardindan .behind

Yerlestirme Installation

Alci, ahsap, toprak Plaster, wood, solil
5x7m

2017
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Mehves Lelig

1990, Antalya

The University of Chicago, Siyasal Bilimler Bolim

The University of Chicago, The Department of Political Science

Bu iki eser, dis mekanin evsel baglamda icsellestirilmesini irdeliyor. Peyzaj fotograflarinin ic mekana yansitilmasiyla veya
cerceve icerisinde yeni bir cerceveye yerlestirilmesiyle, bu icsellestirme slrecini ortaya koyuyor. Bir yandan da sinirli goriinen
ve -feminenlige atfedilen- evsel ic mekani sinirsizlastirmayi, siradan ic mekan gorintlsini bozarak ve rutinlere ve evsel
objelere gonderme yaparak evcimenlik ve aidiyet kavramlarini sorgulamayi amacliyor. Bu sorgulama baglaminda cevap bulmaya
calistigim bazi sorular sunlar: Evcil, yabanci, benimsenmis, sahiplenilmis sozcuklerinin gorsel diinyada anlami nedir? Evsel i¢
mekan nasil gérsellesir ve fotografcinin bu strecteki gici ve sorumlulugu nedir? / Mehves Lelic

These two works scrutinize the internalization of outdoor space in a domestic context. The process of internalization is realised by
projecting landscape photographs onto the interior space or by placing a framed photograph inside another frame. On the other
hand, it aims to render the seemingly limited domestic interior space -generally attributed to femininity- limitless, and to question the
concepts of domesticity and belonging by disrupting the image of the ordinary interior space and by alluding to routines and domestic
objects. Some of the questions that | attempt to answer in this enquiry are: What are the meanings of the words domestic, alien,
adopted, possessed in the visual realm? How could the domestic interior be visualized and what is the power and responsibility of the
photographer in this process? / Mehves Lelic

Isimsiz i¢ mekan | Untitled interior |

Dijital fotograf Digital photograph

Yari parlak kagit Gzerine arsivsel baski Archival print on semigloss paper
80x120 cm

2016
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Melih GOme¢

1994, lzmir

Dokuz Eylil Universitesi, Glizel Sanatlar Fakiiltesi, Heykel Bolimii
Dokuz Eylul University, Faculty of Fine Arts, Department of Sculpture

VHS kasetler ve hizla globallesmis-globallesmeye devam eden porno sektori arasinda kurdugum iliski calismalarimin temel
niteligini olusturmaktadir. Kirilmis, deforme edilmis VHS kasetlerden olusturdugum eserde amacim olay mahallinde yasanan
olayin/olaylarin kiside biraktigi hassasiyete neden olabilecek duygularin timini yeniden tretmek olmustur. Tiketim nesnesi
haline gelmis, arzulanilmasi amaclanan, sektorin dinamiklerini olusturan histerik “giizel”ler zaman icinde yerini trajik
sonuclanan olaylara birakmistir. Enstalasyona yerlestirilmis bos kaide, olimin esrik guzelliginin, intiharin soguk siddetinin

metaforu olarak kullanilmistir. / Melih Gomec

The relationships that | have established between VHS tapes and the rapidly globalized-still globalizing sector of porn constitute the
primary aspect of my works. In my artwork that | have produced from broken, deformed VHS tapes, my aim was to recreate all the
feelings that the event/events that took place at the scene of the incident which might cause sensitivities in a person. The hysterical
“beauties” that constitute the dynamics of the industry, who have become objects of consumption intended to be desired, in time, gave
way to events with tragic outcomes. The empty pedestal in the installation was meant as a metaphor for the overwhelming beauty of
death, the cold ferocity of suicide. / Melih Gémeg

Why a porn star commits suicide?

Yerlestirme Installation

70 adet VHS kaset, 70 pieces VHS video cassette
2017
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Murat Sezer

1981, Istanbul

Marmara Universitesi, Giizel Sanatlar Enstitiisii Resim Anasanat Dal, Yiiksek Lisans
Marmara University, Institute of Fine Arts, Department of Painting, Postgraduate Program

Serebral Diizen Cerebral Order

Tuval Uzerine akrilik boya, akrilik kalem Acrylic paint, acrylic pen on canvas
210x 210 cm (9 parca, her biri 70 x 70 cm) (9 pieces, each one 70 x 70 cm)
2017
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Seyahat, varolusun ve ayakta durusun da 6zU aslinda. Insanin dogana kadarki dokuz ay stren itk yolculugu, olumu ile baslayan
sonsuzluga olan sonyolculugu belkide bavulsuz yapilan tek ikiyolculuk. Ya da dogumu ile insan bos bir bavulla hayat yolculuguna
baslayip, dmrince bu bavulla ve tim ytklendikleri ile asil yolculuguna baslamasi.

Ama insanlar hayat boyunca c¢iktiklari yolculuklarda kiclk-blyuk, ucuz-pahali cok ¢esitli bavullari yanlarinda bulunduruyorlar.
Biraz anlik durum ve ihtiyaclarin getirdigi de olsa her bavul ve icindekiler baska baska hayatlari ve karakterleri anlatiyor. Her
bavul hayattan bir parca tasiyor ve her bavuldan hayata yansiyanlar yeni umutlar, kederler, 6zlemler, ayriliklar ya da kavusmalar,
birlesmeler ve idealler oluyor. En onemlisi ise bavullardan yansiyanlar insanin hayat yolculugundan sonsuz yolculuguna
cikacakken yaninda bulunduracagi bavulun icini dolduruyor. Yasamsal dongu icerisinde insan, yasamini tipki bir arinin petegini
ormesi gibi kurguluyor ve yasam alani olusturuyor. Bu kurgu icerisinde insanin hayati boyunca toparladiklari bavuldan yansiyor.
Bavul, yasamin ve insanin, ait oldugu ya da ait olmadigi cografyanin bellegi oluyor. _

Bu aslinda insanin kendi 6zine donus ve kendisini bulma ¢abasinin bir bileseni ve belki de en dnemlisi. Insanin aidiyetsizligini
sorguladigi, kacislarinda ve seyahatlerinde sirekli aradigi, bulmaya calistigr aidiyeti/aidiyet sorununu yansitiyor bir anlamda.
Cevrenin karmasasindan ve evrendeki kaostan kagis da bavuldan yansiyor hayatlarimiza. Bazense bavuldan yansiyan sadece bir
tren yolu, bir istasyon, bir durak, bir bilet, kiictk bir ev, bir elektrik diregi, bir cicek, bir agag, bir insan, bir hayat...

Bu baglamda yaptigim calismalar konu ve nesnesi bakimindan estetik arayisin géstergesidir. / Murat Sezer

Travelling, in fact, is the essence of existence and standing on your feet. The first journey of everyone, lasting around nine months
until being born, and the journey to eternity that begins with death, are probably the only two journeys set out without a suitcase. Or
perhaps, everyone begins their journey of life with an empty suitcase, filling it up throughout their life and set off to their true journey with
all that they have taken on.

But people carry, small or big, cheap or expensive, various suitcases with them on their journeys throughout their lives. Even if
it is partly due to the requirements of spontaneous situations and needs, each suitcase and their contents reflect different lives
and characters. Each suitcase contains a section of life and from each suitcase new hopes, melancholies, longings, separations
or meetings, unions and ideals reflect back on to life. Most important of all is that everything reflecting from suitcases fills up the
suitcase that one would take with them while setting off on their journey to eternity from their journey through life. In the cycle of life,
the human being composes his life and forms a life space, same as a bee builds its honeycomb. In this composition, everything that
has been collected throughout life is reflected from the suitcase. The suitcase becomes a locus of memory for the geography that life
and the human being do or do not belong.

This, infact, isan element of people’s struggle for returning to their roots and discovering themselves, and perhaps the most important
component of this quest. In a sense, it reflects the sense of belonging/the problems of belonging, perhaps a questioning of severance
from belonging that one constantly seeks to resolve in their journeys and retreats. Even the flight from the complicatedness of the
environment and from the chaos of the universe is reflected from our suitcases into our lives. And sometimes the only thing that a
suitcase reflects is a railway, a station, a bus stop, a ticket, a small house, an electricity pole, a flower, a tree, a person, a life...

In this regard, all my work is a signifier of an aesthetic quest of the subject and its object. / Murat Sezer
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Mustafa Seving

1984, Ankara

Hacettepe Universitesi, Giizel Sanatlar Enstitiisii, Heykel Anasanat Dali, Sanatta yeterlik
Hacettepe University, Institute of Fine Arts, Department of Sculpture, MFA

Calisma, “devinim ve dinginlik, hiz ve yavasliklarin birlesik iliskileri” Ustinden olus halinde ickin bir glzeli tartismaya yonelir,
Singerin renklendirilmis sulari emmesi ve emme hizi, yasantinin yiksek hizina karsi giizele ait duyum ve algimizin savasimina
vurgu yapar. Gecici bir sirece, tek kullanimlik olana isaret etmesi cagimizdaki glizele yonelik distnceleri, begenileri bircok
farkli kademede bir araya getirir. / Mustafa Seving

The work aims at discussing an immanent beauty that is in a state of becoming, through “the integrated relationships of motion
and inertia, speed and slowness”. The absorption of the coloured water by the sponge and the speed of absorption emphasizes our
sensation and perception of beauty struggling against the accelerated speed of life. Signifying a temporary process and the disposable
are features that unite the thoughts on beauty and the predilections of our time on many different levels. / Mustafa Seving

Isimsiz Untitled

Yerlestirme Installation Stinger, akrilik boya, su, cam Sponge, acrylic paint, water, glass
110x 70 x 23 cm

2017
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Onder Bekel

1988, Hazro

Marmara Universitesi, Glizel Sanatlar Enstitiisli, Heykel Anasanat Dall, Yiiksek Lisans
Marmara University, Institute of Fine Arts, Department of Sculpture, Postgraduate Program

Bilgi orada bir yerde, her zaman oradaydi. Sessizce, duragan bir sekilde gelisimimizi izledi. Bugln ise, bilgi her zamankinden
daha acik bir sekilde orada olmaya devam ediyor. Biraz karmasik, belki biraz gizli ve yapay bir sis icerisinde var olmaya devam
ediyor. Mekanda ve zamanda bizi cevreliyor. Simdi karsisindayiz, onu hissediyoruz, biliyoruz ve bildigimizi kesfetmek icin
bekliyoruz. Onun istedigi sekilde, hissederek, yavasca, adim adim. / Onder Bekel

Information is out there somewhere, it always has been. It watched our development quietly, quiescently. Today, information continues
to be out there more clearly than ever. It continues to exist in a state that is a little bit complicated, perhaps somewhat concealed,
and within an artificial fog. It surrounds us in space and time. We are now up against it, we feel it, we know it, and we are waiting to
discover what we know. In the way it wants, by feeling it, slowly, step by step. / Onder Bekel

Bilginin Tekrar Kesfi Rediscovery of the Information

480 x 420 cm boyutlarinda mekan, 50 cm LED isik,

UV isikta gorulebilen mirekkep 480 x 420 cm. sizes room, invisible ink, UV led light
2017
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Sidar Baki

1981, Diyarbakir

Marmara Universitesi, Atatiirk Egitim Fakiiltesi, Resim Ogretmenligi Bolimii

Marmara University, Atatlrk Faculty of Education, Department of Art and Crafts Teacher Education

Genis, terkedilmis bir mekanin merkezinde izleyiciyle etkilesimi bulunmayan, kendi diinyasinda varlik bulan bir ¢ocuk figlru
gOze carpar. Figirin cevreyle olan kopuk durumu yasattigi yalnizlik ve tedirginlik duygusu keskin bir sekilde islenir. Mekanda
izolasyon ve bosluk unsurlari vurgulanir. Burada figlr (cocuk] ulasilamayan yalniz bir konumdadir. Hareket, is ve her turli
devinimin oldugu bu mekan resimde yerini derin bir sessizlige birakir. Gecmis ve simdi arasindaki zamana vurgu yapar. Resimde
guzellik beklenmedik ve rastlantisal bir uyumun meyvesidir. / Sidar Baki

In the centre of a wide, abandoned space, is the figure of a child who does not engage in any interaction with the viewer, who exists in
a world of his own. The sense of loneliness and anxiety experienced by the figure in a state of being detached from its surroundings
is rendered in a penetrating fashion. The elements isolation and emptiness are emphasized in the space. Here, the figure (child) is
in a lonely place beyond reach. In the picture, this space, where activities, work and all kinds of movement take place, gives way to a
profound silence. The time between the past and the present is emphasized. In the picture, beauty is the fruit of an unexpected and
coincidental harmony. / Sidar Baki

isimsiz Untitled

Tuval tzerine akrilik Acrylic on canvas
108 x 130 cm

2017
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Tarik Ceddi

1989, Tokat

Marmara Universitesi, Glizel Sanatlar Enstitiisli, Heykel Bolimd, Yiksek Lisans

Marmara University, Institute of Fine Arts, Department of Sculpture, Postgraduate Program

Sanat pratigim, doganin verdigi malzemenin rastgele ve dlcluslz bir araya gelerek olusturdugu formlardan kesitlerle
olusmaktadir. Yapit, endistriyel malzemeden uzak derme-catma estetiginin tzerinde temellenmistir. Izleyicinin, yasamin sade
ve rastlantisal estetigi ile bir sarmal olusturan bu yapitin icinde, kendini diledigi yere konumlandirarak bir mekan deneyimi
yasamasl hedeflenmistir. / Tarik Ceddi

My practice of art is made up of cross sections of forms created through a random and unmeasured combination of materials
provided by nature. The work is based on an aesthetics of jerry-building, far from industrial materials. In this work, forming a spiral
with the simple and random aesthetics of life, it was aimed that the viewer, positioning himself anywhere he wishes, would have an
experience of the space. / Tarik Ceddi

isimsiz Untitled
Yerlestirme Installation
685 x 450 x 260 cm
2017

95



97

96



AKBANK SANAT
istiklal Caddesi No: 8 Beyoglu 34435 istanbul
T: (212) 252 35 00-01
www.akbanksanat.com

METIN | TEXT
Hasan Biilent Kahraman

CEVIRIi | TRANSLATION
Yigit Adam

TASARIM | DESIGN
Being Coziim

BASKI | PRINT
Mega Basim Yayin ve San. Tic. A.S.
Cihangir Mah. Giivercin Cad. Baha is Mrk. No: 3/1
Haramidere Avcilar, istanbul
Tel: 0212 41217 00
Sertifika No: 12026



