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KONFERANS PROGRAMI * CONFERENCE SCHEDULE

3. TURKIYE ESTETIK KONGRESI * 3rd TURKISH CONGRESS of AESTHETICS

23 MAYIS-MAY, PERSEMBE / THURSDAY

09.00 Kayit / Registration

09.30 - 10.00 Acilis Konusmasi / Opening Speech

SALON A Jale N. Erzen
SANART Onursal Baskani, Uluslararasi Estetik Kurumu Baskani

10.00- 11.00 Ana Konugmaci / Keynote Speaker

SALON A Onay Sézer

Nimfa’nin Izinde — Sanatta Bellegin Dénlisim(i

11.15-12.45 - Paralel Oturumlar / Parallel Sessions

SALON A MODA VE ESTETIK

Betiil Bayraktar

Biyopolitika, Kadin ve Glizellik: Cosmopolitan'in Foucaultcu S6ylem Analizi

Ayse Giinay

Giyside Abartili Siliietlerin Yansimasi: Kralice Viktorya Dénemi’ne Karsi Gliniimiz Modasi
Kubilay Aktulum

Metinsel Tiirsellik ve Moda: Metinlerarasilik — Giysilerarasilik — Ustgiysisellik

SALON B KAMUSAL ALANDA SANAT PRATIKLERI, ARSIVLEME VE KURUMSAL DONUSUMLER

S. Nesli Giil Durukan & Kadriye Tezcan Akmehmet

Cagdas Sanat Kurumlarinin Sergi Pratiklerinde Arsivin Kullanimi ve Kurumsal Dénlgtimler

Kardelen Fincanci

Kamusal Alanda Sanat Pratikleri'nde Estetik ve Islevsellik

Vesime Itir Demir

Kamusal Alanda Sanat Pratikleri ve Aktivizm

Bedriye Kaba Isik

Kamusal Alandan Bir Deneyim Aktarimi; Ankara Yiksel Caddesi-Estetik Reaksiyon 1992, Hurdacilar Sitesi 1997

SALON C REVOLUTIONARY CINEMA: DEVIANCE IN MOTION

Corry Shores

Deviance in Motion

Hazal Babur

On Politics and Aesthetics: A Critical Reading of the Work of Art in the Age of Mechanical Reproduction
Melike Basak Yalcgin

Decentered Motion as a Power of the False: Climax

Bolkar Ozkan

Leaping and Deviation: Griffith-Eisenstein and Vertov-Gliney

SALON D KENTTE ESTETIK PRATIKLER

Selin Onen

Estetik Kavram Olarak Tekinsizlik, Modernite ve Mekan: [zmir Kortijo Evleri
Nisa Yilmaz Erkovan

Yapi ve Sokagin Arakesitinde Ermenek Ortmeleri

Melodi Pak Karaéz

Kentte Kompleks Bir Deneyim: Kirikkale

ipek Senel Ozayten

GlnlimUiz Sanatinda Yeni Gergekgilik Arayislari Baglaminda Mekéansal Pratikler

13.45-14.45 Ana Konusmaci / Keynote Speaker




SALON A

Zeynep Sayin
Imgenin Hatirladiklari

15.00-16.30 - Seminer

SALON A

Ertugrul Rufayi Turan

Sanat, Zaman ve Ozgirliik

Halil Turan

M. M. Bahtin Felsefesinde Estetik ve Siyaset

16.45-18.15 Paralel Oturumlar / Parallel Sessions

SALON A

SALON B

SALON C

SALON D

MIMARLIKTA ESTETIK YAKLASIMLAR

Ozan Giirsoy

Yeni Bir Paradigma mi Dérdtincii Tipoloji mi: Diyagram Mimarligi
Mehtap Serim

Mimarlikta Pratik Parodisi ya da Yaratici Aklin Kis Uykusu

Zafer Giindiiz

Tasarimlayan Ozne Icin Mekanin Akiskanligi ve Yeni Ozne

Berrak Erdal

Mimarlikta Ulus-Kimligin Temsili: Iki Paralel Ornek

EDEBIYAT VE ESTETIK

Jale Ozata Dirlikyapan

Tanpinar ve Ayhan Geggin Romanlarinda Yiice Deneyiminin Gériinlimleri: Ortakliklar ve Ayrimlar
Ayse Dalyan

Osmanli’da Bir Poetika Kurumu: Re’isii’s-Su’ard Miiessesesi

Deniz Kocaoglu

Estetik Etkinlikte “Ben” ve “Oteki”: Mihail Bahtin Diisiincesinde Estetik Eylemin Etik Sonuglari
Hiiseyin Deniz Ozcan

Komik Epik Roman Kurami

ATOLYE CALISMASI

Ayse Giinay
Giysiyi Hayal Et

SANATIN DiLi VE BAKISI

Ozge Dural Ozer

Psikanalize Kargi Wittgenstein ve Wittgenstein’da Estetik

Sibel Oktar Thomas

Wittgenstein Bakis Acisi ile Etik ve Estetik

Burcu Karael

Plastik Sanat Eserlerinde Dilsel Boyut: Eserlerin Adlari, Dil Oyunlari ve Adsiz Birakma
Umit Kartal

Henri Bergson'da Estetik (Sag)Gorii

19.00 Mimarlik Fakiiltesi / Faculty of Architecture

Kokteyl



‘ 24 MAYIS-MAY, CUMA / FRIDAY

‘ 09.00-10.30 — Paralel Oturumlar / Parallel Sessions

SALON A

SALON B

SALON C

SALON D

SANAT VE SIYASET

Zafer Kiyan

Kriz Zamanlarinda Sanata Ne Olmaktadir? Sanatin Ekonomik Yénii Uzerine Bir Degerlendirme
Pinar Karababa Kayalgil

Estetik Bir Kimlik Olma Yolunda Miiltecilik

Arda Can Ozsu

Marcuse’nin "Olumlayici” Sanat Elestirisi Ekseninde Estetik Kurami

Melek Zorlu

"Muhafazakar" Kiltir Endlstrisi

GUNDELIK YASAM

Yadigar E. Esen

Glindelik Yasam ve Estetik Deneyim

Saadet Cetinkaya - Fikret Korhan Turan

Birlikte Calismanin Sirddrtlebilirligine Estetik Bir Yaklagim

Nevin Sahin

Tamla Yarim Arasinda: Eurovision Estetigine Dair Bir Performans Analizi
Sila Kanyar

Etik mi, Estetik mi?

ART AND CONTEMPORARY PHILOSOPHY

Giilizar Karahan Balya

A Nietzschean Approach to the “Paradox of Ugliness”

Esra Basak Aydinalp

Subjectivity and Mimesis in Luce Irigaray — Deconstruction of Masculine Subject and the Aesthetics of Sexual Difference
Basak Keki

Levinas on Arts: The Ambiguous Relationship Between Ethics and Aesthetics

ESTETIK YAKLASIMLAR / AESTHETIC APPROACHES

Ahmet Feyzi Korur

Sanatin Felsefi ve Elestirel Ozii

ibrahim Okan Akkin

Yok'un ve Cok'un Estetigi

Zeynep Gigdem Uysal Urey

Kitsch and Aesthetic Appreciation: Revisiting the Opposition Between Familiarity and Novelty from Kant to Cognitive Theories of
Aesthetic Appreciation

Nehir Bera Bicer

Tracing the Trajectories of Urban Whispers: Psychoacoustic Aesthetics of Cikrikgilar Yokusu

10.45-11.45 Ana Konusmaci / Keynote Speaker

SALON A

Secil Biker
Film Anlatisinda Estetik: Oznel Bir Bakis

13.00-14.30 - Seminer

SALON A

Emre Zeytinoglu

Edebi Eserlerdeki Estetik Dersleri

Tansu Acgik

Batinin Kurucu Ritim Formu Olarak Klasik

14.45-16.15 - Paralel Oturumlar / Parallel Sessions




SALON A SANAT VE KURAM

Gilines Demir

fronik ve Egzotik Ofili Etkisi (Sanatta Bir Kargi Saldiri)

Kerem Ozan Bayraktar

Sistem Estetiginden Giindelik Yasama Bakmak

Giilce Sorgug

Bicim Karsiti Sanat icin Bir Kuram: Jack Burnham’in Sistem Estetigi
Firat Arapoglu

Bir Paradigma Dedisimi: Yatay Perspektiften Disey Perspektife Gegis

SALON B MUZIK VE ESTETIK

Firat ilim

Muizik Estetiginde Anlambirim Sorunu

Simay Canlar Morkog

Ifadenin Yol Ayrimi: Miizik ve Dil

ismet Karadeniz

Muizik Performansi Analizi ile Yorumda Estetik Arayigi
Ozge Ejder

Miizik Fenomenolojisi Uzerine Bir Deneme

SALON C FROM TRADITIONAL TO CONTEMPORARY

Rabia Cigdem Cavdar

Comparative Analysis: Classical Sculptures X Posture of Ronnie O’Sullivan

Kurt Ozment

Multiplying the Support: Bruce Nauman's Contrapposto Studies, Contrapposto Split, Days, and Giorni
Gamze Hamamcioglu

Uncovering Dehumanization: Signe Pierce’s American Reflexxx (2015)

SALON D MEMORY, SITES AND ARCHIVES

Basak Kalfa Atakli

Investigation of a Contested Heritage Site: the Foro [talico in Rome

Ash Sahin

Transforming Traditional Museums into Digital Museums

Mert Bahadir Reisoglu

Digital Archives and Media Theory

Lewis Johnson

Discontinuities and Their Narration: Interventionist Art, History, Trauma and the City

16.30-18.00 - Seminer

SALON A Hakan Atay
Neyin Nesi: Nesne Yénelimli Ontoloji (NEYO) ve Estetik
Bora Erdagi
Goethe, Marx, Benjamin ya da Faust, Grundrisse ve Pasajlar

20.45 Tiyatro Gosterisi

ODTU Mimarlik Amfisi ODTU Oyuncular
Yuvarlak Kafalilar ve Sivri Kafalilar



‘ 25 MAYIS-MAY, CUMARTESI / SATURDAY

‘ 09.00-10.30 — Paralel Oturumlar / Parallel Sessions

SALON A GORSEL KULTUR

Giilseren Glingér

Kiiltiirel Farkliliklarin Okul Oncesi Dénemi Cocuk Kitaplarindaki Resimlemeler Uzerine Etkileri
Aynur Tikiroglu

lliskisel Estetik Baglaminda Triyalektik Mekan Okumasi: Sarkis Zabunyan Ornegi

ibrahim Soner Ozdemir

Ziya Tanali, Zen Sanatlari ve Kendi Olmanin Estetigi

SALON B TURKIYE'DE YiRMINCI YUZYIL ORTASI KONUTUNA BAKISLAR

Meltem Cetinel

Karikattirlerde Konut Temsili: 1950-1970

Pinar Sezginalp

20. Yiizyil Ortasinda Konut ic Mekaninda Kalanlar, Gidenler ve Eklenenler

Ezgi Yavuz

Ozel Yasam Alaninda Sanat: Tiirkiye'de Il. Dinya Savasi Sonrasi Dénemde Mimarligin Sanatla Kurdugu Diyalog

SALON C ATOLYE CALISMASI

Eyliil Kuzgunbay
Bellek ve Mekan

SALON D SANAT FELSEFESI

Ziilfikar Emir Ozer

Giovanni Boccaccio ve Nathaniel Hawthrone’da Insan-Hayvan ikiligi
Nermin Develi Urganci

Tom Jones Romaninin Kant Estetigi'ndeki Yeri

Hafize Gizem Kili¢

Nietzsche'de Estetik Yasamin Trajik Kékeni: Maya Perdesi-Mimesis iliskisi
Miige Tepeyurt

Estetik ve Politikanin Ozgiirlesme Vaadinin imkani: Beden

10.45-12.15 - Paralel Oturumlar / Parallel Sessions

SALON A BEDEN VE ESTETIK

Tansel Ceber

Sanatta Beden ve Eklentisi Olan Protez

Engin Umer

Bedenin Hazlari: Retinal Olandan Dokunsal Olana Estetik Haz ve ifade

SALON B FILM VE ESTETIK

Mert Kalkan

Bilim Kurgu Sinemasi Uzerinden Kent Mekani Ongbriileri

Bugra Kibaroglu

Buluntu Filmlerde Medyuma Ozgii Giiriiltiniin Yaratici Kullanimlari
Cem Evrim Aslan

Cumbhuriyet Oncesi [slamci Dergilerde Sinema

SALON C ATOLYE CALISMASI

Elif Kaymaz
Perdede Mimarlik

SALON D IMAGE, POLITICS AND NEW MEDIA
H. Esra Oskay Malicki



Materiality of the Image, Politics of Resolution and Invisibility as Power

Esra Koksal

The Repurposing of E-Waste Through Art

Ece Giile¢ & Gokgecicek Savasir

Power Strategies at the Intersection of Aesthetics and Politics: The Russian Agit-Props of the 1920s

13.15-14.45 - Paralel Oturumlar / Parallel Sessions

SALON A

SALON B

SALON C

PHILOSOPHY OF ART

Jonas Ciurlionis

Objective Criteria for Aesthetic Judgement: Physics and Cognitive Perception
lleana Dascalu

Teaching Philosophy of History as An Aesthetic Experience

Ville Paukkonen

Berkeley and Hutcheson on Disinterestedness and the Nature of Beauty
Eyliil Yiicel

The Paradox of Horror or the Value of Negative Aesthetic Experiences

VISUAL INTERACTIONS

Ekin Pinar

Museum in Close-Up: Museum Institution in Twenty First Century Cinema

Canan Balan

Haptic Vision, Animality and Ecocinema

Elif Kaymaz

When A Movie Theater Shoulders Homes and Stores

Giizin Sen & Bahar Sener-Pedgley

The Aspects of Aesthetics of Interaction: Deconstructing The 'How' Level of User-Product Interactions

SANAT VE FELSEFE

Eyliil Deniz Yasar
Schopenhauer Metafiziginde Estetik ve Sanat

M. Taha Tung

“Romantik Bir Rasyonalist”: Gaston Bachelard'in Yapitinda Estetik ve Etik
Elis Simson

Yeni Bir Dinleme Stratejisi Olarak Negatif Diyalektik

Omiir Karsl

Gelecegin Sanat Felsefesi Olarak [smail Tunali'nin Tasarim Felsefesi'ni Tartismak

15.00-16.30 - Seminer

SALON A

Ali Akay
Yeni Bir Estetik: Espas

16.45-18.15 - Paralel Oturumlar / Parallel Sessions

SALON A

SALON B

ESTETIGIN ve SANATIN DONUSUMU

Toros Giines Esgiin

Maskenin Arkasi: Kant'in Ahlak Metafizigi’'ndeki Estetik

Haydar Oztiirk

G. Deleuze ve F. Guattari Felsefesinde Kavramsal Sanatin Yersizligi
Orkun Tiifenk

Glig Istenci Olarak Sanat: Nietzsche’nin Romantizm ve Wagner Elestirisi
Ertugrul Cagr Korkmaz

Yapay Zeka ve Sanat

AESTHETICS AND CONTEMPORARY ARCHITECTURE



SALON C

SALON D

Altug Berkay Farsakoglu

Architect and Brand Collaboration: A Research on Stuart Weitzman Stores Designed by Zaha Hadid
Tugba Ozer

The Pursuit of Beauty in Architecture

Duygu Simser

Encounter: Architecture and the Nexus of Media Communication

Derya Damla idi & Gékgegicek Savasir

In the Pendulum of Culture Industry and Biopolitics: Architecture in Today’s Enclave Urbanism

CAGDAS SANAT

Ceren Selmanpakoglu

Sanatta Bosluk Yoklugu ve Asalaklik

Gamza Aydemir

Modern Sanatin Gelisiminde Wilhelm Worringer'in Devrimsel Distincelerinin Rolii

Dilek Karaaziz Sener

Istanbul Pera Miizesi’'ndeki “Sarsilan imge” Sergisinin Cagdas Sanat ve Kiiltiirel Deneyimdeki Rolii

ESTETIK-POLITIK BiR TUR OLARAK ROMAN

Senem Kurtar

Joseph Conrad ya da Emperyal Karsilasmanin Estetik ve Politik Yansimalari
Kadir Glilen

GlinlimUizde Tarihsel Roman Hala Miimkin Mi?

Onur Tirag

Bronte Kardegler Uzerinden Marksist Bir Yorumbilgisinin ilkeleri

18.30 Gezi Oncesi

SALON A

Nazan Ozdemir
Hititlerde Kent Kdilttir(i

‘ 18.50 Kapanis Konusmasi

SALON A

e. Murat Celik (SANART Bagkani)

‘ 26 MAYIS-MAY, PAZAR / SUNDAY




BILDIRI
OZETLERI

ABSTRACTS



3. TURKIYE ESTETIK KONGRESI 3. TURKISH CONGRESS OF AESTHETICS

Batinin Kurucu Ritmi Olarak Klasik

Tansu ACIK

Yunan-Roma klasik diinyasi Bati igin herhangi bir etkiden daha fazlasini ifade eder. Kisaca
eski Yunan diinyasi, Avrupa uygarligina kendini ve i¢inde bulundugu diinyayr anlamasi icin
en temel araglari, kavramlari, belirliama degisken sanat, edebiyat yapma tarzlar
saglamistir. Dolayisiyla 1400 yil sirmiis Yunan-Roma diinyasi  Avrupa’nin kiiltirel
belleginde ayricalikl bir yer tutagelmistir. Gegmisle yaratici baglar kurmak, Avrupa'nin
disiincesinde, sanatinda degismez bir kurucu etken olarak saptanabilir. Dolayisiyla
Yunan Roma diinyasi sadece gecmiste kalmis bir kaynak, degismez bir 6z, ideal bi¢imler
dagari ya da kdken olarak da ele alinamaz, ¢linkd siirekli bir yorum konusu olup

devingen gelenekler olusturagelmistir.

Bu nasil incelenebilir? Yunan-Roma diinyasinin Avrupa'nin bagka baska ¢aglarinda

yitip yeniden yeniden kesfedilmesinin olusturdugu ritim diinya uygarliklar

arasinda benzersizdir. Her uygarlikta tstiin nitelikli Griinlerin verildigi donemler ile
bunlarin érnek alindig1 dénemler vardir ancak ge¢misle bu tiirlii bir bag kurmanin
benzerine diger ylksek yazili uygarliklarda rastlamayiz. Bu bag kurma tarzini, Avrupa'y
kuran bir ritim formu, ritmik bir form olarak gérebiliriz; biyiik yazili uygarliklar arasinda
bu sadece Avrupa’ya 6zgiddr.

Bazi yiiksek yazili kiiltiirlerde klasik metinler cevresinde yorum gelenekleri, kanonlasma
olusmustur. Ancak kanonlagsma kosulu uzun vadede gerekli ama yetersiz

goruniyor. Buna ek olarak biytik bir kopus gerekiyor ki bag kurulan uygarlik bizimkinden
farkl olsun. Dikkat edilirse artik sorun basit bir uslup degisikligi ya da etkilenme sorunu
olmaktan ¢ikmistir, bu cins degisiklikler her tir kiiltiirde gézlemlenir. Sorun ortak kiiltirel
bellegin olusmasina ve aktariimasina, dolayisiyla bir uygarlik tasarimina baglanir. Biytik
kopma yerine olaganiisti sureklilik gésteren Cin uygarliginda; ya da asr-1 saadeti yasamak
isteyen islam toplumlarinda, biiyiik kiiltiirel, dinsel baskaliklari sogurup benzestiren
(massedip meczeden) Hint uygarliginda, cesitli alanlarda kipirtilara ragmen biyiik bir
kopus yasamayan Bizans uygarliginda, gecmisin biyik eserleriyle yepyeni bakis acilari
yaratan yaratici bir iliski gbzleyemiyoruz. S6z konusu olan bir ¢agin belirli bir anina mutlak
deger yiiklemek degil, bir degismez 6zden s6z etmek degil, devingen dinamik bir tekrari,
yitip gidip yeniden baska tarzda belirmeleri, kiiltir tarihi icerisinde belirli disiplinlerin
sinirini asarak karsilastirmali olarak gérebilmek.

Peki, bu arastirma projesi nasil yurttilebilir? Cok uzun vadelerde tekrarlanan bir ritim
formundan s6z ediyoruz, bu alisilagelen alimlama ¢alismalarindan farklidir. Warburg’un
Mnemosyne Atlas’t A. Malraux’nun kisisel miizesi heniiz devasa veri-tabanlari ortada
yokken yapilmis 6nemli girisimlerdi. Bugiin sayisal insanbilim denen araytizler muazzam
olanaklar seriyor 6niimiize

Anahtar kelimeler: kanon, klasik, batinin kurucu ritmi, alimlama, longue durée




3. TURKIYE ESTETIK KONGRESI 3. TURKISH CONGRESS OF AESTHETICS

Yeni Bir Estetik Espas

Ali AKAY
Mimar Sinan Glizel Sanatlar Universitesi, aliakay@msgsu.edu.tr

Sanat tarihi cok perspektifli Orta Cag ve ardindan Rénesans’tan

baslayarak modern dénemlere geldi. Ardindan post-modern ve alter-modern veya

hatta post kolonyal donemler yeni bir bakisa dogru evirildi. Bilginin dénisimdi ile sanatin
doniisiimd birbirlerini izledi: Sosyal alan ile sanatsal alan arasindaki bu gegis ve degis-tokus
disiplinleri birbirlerine gecirdigi gibi espas anlayisinda bir fark yasatti. Her seyden 6nce bu
espas anlayisinin bugtinki vaziyeti ve son 30 yildir yasananlar estetik formlari birbirleri
icine soktu.

Iki boyutlu bir espastan {i¢ boyutlu bir espasa gecen sanat iiriinleri dérdiincii boyutu
modern sanatlar i¢cinde gelistirdi. Bilim kurgu ve gercek arasindaki iliskiler bu yeni plastik
espasi kurdu. Bugiin, artik, biitiin sanat tarihinin fragmanlarla isleyen biitiiniini baska bir
acidan gérmeye basladik. Estetik nasil retorigin yerine geldiyse, retorik nasil gercegin yerini
aldiysa; plastik espas da sanatin yeni olusumunda disiplinler-asirt bir durumda, bagka bir
espasa dogru gecti.

Konusma farkli espas anlayislari arasinda gelisen tarihi plastikligi sorunsallastiracaktir




3. TURKIYE ESTETIK KONGRESI 3. TURKISH CONGRESS OF AESTHETICS

Yok’un ve Cok’un Estetigi

ibrahim Okan AKKIN
Ardahan Universitesi, Felsefe Bolimii, okanakkin@gmail.com

Bu calismada adi 6ncelikli olarak “gtizel’”” ile anilan estetigin, aslinda sakar, cirkin, ucube,
baska diinyali ve heniiz olmayani da icine alan genis kapsamli bir duyumsal kategori
oldugu gorusu sanat tarihinden 6rnekler verilerek savunulacaktir. Glizel sanatlar
mefhumunun ortaya cikisindan ytizyillar 6nce ilk insanlarin Lascaux magarasinda yaptiklari
duvar resimlerinin biyusel niteligi hakkindaki iddialar disiinildigiinde sanatin yok’la
iliskisinin ¢agdas sanat ve performans sanatindan ¢ok daha eskiye dayandigi 6ne
surtilebilir. incelememizde “yok” kavrami ile kastedilen Aristotelesci anlamda Var’in tersi
degil; coklugun tutarsiz hali (inconsistent multiplicities) olarak da diistinebilecegimiz “var
gibi”, “olmak tizere olan” ya da hentiz olmayandir. Felsefe tarihinde sanatgiya yiiklenen
bir kara leke gibi goriinen “insanlari hakikatten uzaklastirip fantasmalarla oyalama”
suglamasi seklinde yeniden formiile edebilecegimiz Platoncu tavra karsi, heniiz olmayanin
ve coklugun estetigini savunmamizdaki amag sanatin diinyayr sevmek ve diinyada/li olmak
icin insana sundugu imkanin vurgulanmasidir. Platon’un idealar kuramina gore
duyumsanabilir diinya asillarin (formlarin) kopyalarindan olusmaktadir. Sanat¢inin bu
diinyaya ekledigi estetik nesneler ise kopyalarin kopyalari olmalari bakimindan
gerceklikten biisbiitiin uzak kalmistir. Deneycilikle birlikte duyumsanan diinya ile deney
dncesi nesne arasindaki iliski bambaska bicimde yorumlanmistir. Bu yaklasima gore
seylerin hakikati artik hakkinda konusulamayacak bir kategoriye déndistirken
deneyimimizin nesnesi olan diinya ise biitiiniyle insan anlaginin dolayimiyla kavranir hale
gelir. Baska turli ifade edilirse sanat nesnesi artik dis diinyada var olmayan bir zihinsel
nesne halini alir; ¢linki algilayan insana goére diinya ancak kendi deneyiminden ibarettir.
Sanat agisindan deneyciligin olasi bir sonucu algilayan zihinlerin sayisi kadar ¢ok
duyumsamanin varliginin yani 8zneler coklugun onanmasi anlamina gelir. ikinci asama ise
coklugun ontolojik anlamda 6znenin dolayimindan kurtariimasidir. Nietzsche’ye gére
duyumsanabilir diinyaya bir deger atfeden insan olsa da artik sanata anlam yiiklemek icin
mutlak bir hakikate ihtiyacimiz kalmamustir. Ote yandan, Nietzsche ile baslayan bu agilimin
son agsamasi estetik nesnenin “olus” ve “hentiz olmayan” ya da “olmak lizere olan”
kavramlariile anlasilacagi cagdas Fransiz felsefesinde filizlenir. Deleuze’e gbre sanat artik
6zl askina ya da Ozne’ye dayanan bir temsil aygiti degil birey(sel) olmayan tekilliklerin
duyumsama yiginlar seklinde duyumsayan bedenlerle i¢ ice gectigi bir diistinme bigimidir.
Buna gore sanat eseri “isaret edilemeyene” ya da “heniiz ger¢eklesmemis olana”
doéntsirken yok’un ve cok’un estetigi ile kastedilen, nesnesi ve 6znesi olmayan bir
dislinis olarak sanat hakkindaki uslamlamadir.

Anahtar kelimeler: Estetik objektivasyon, cokluk, var gibi, olus.
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Aesthetics of Non-Being and Multiplicity

ibrahim Okan AKKIN
Ardahan University, Department of Philosophy, okanakkin@gmail.com

The notion of “aesthetics” usually goes along with “beautiful”’; however, in this study, it
will be re-constructed as a larger category which encapsulates the clumsy, ugly, odd,
otherworldly and which is yet to come in light of a variety of examples from the history of
art. When the magical aspect of the wall paintings in the Lascaux Cave-which were made
long before the occurrence of the concept of fine arts—is considered, it can be claimed
that art’s relation to “which is yet to come” is quite older than the experiments of
contemporary art. In this investigation, the notion of “non-being” or “absence” is not the
contrary of Being, but it refers to the inconsistency of multiplicity, “which is yet to come”
or “that is about to be”. The purpose of defending the aesthetics of non-being against
the Platonist accusation of the artists for “detracting people from the Truth and
occupying them with phantasms” is emphasizing the possibility art provides for enjoying
the world. According to Plato’s theory of Ideas, the world of appearance consists of the
copies of the originals. The aesthetic objects of sensation that the artist adds to this
world are completely distant from Reality in that they are nothing but copies of copies.
Along with empiricism, the relation between the experienced world and the world in
itself is understood very differently. With this attitude, while the truth of things becomes
a category about which one cannot speak, the world becomes a mediated object as it can
only be comprehended by mediation of human understanding. Put differently, the object
of art does not exist outside the human mind, but it consists of the subjective experience
of the perceiving subject. A possible consequence of empiricism is the affirmation of the
multiplicity of subjectivities the number of which is as much as the number of perceiving
subjects. The second phase is the ontological liberalization of multiplicity from the
mediation of the Subject. According to Nietzsche, although it is human being who assigns
a value to the world of sensation, an absolute Truth is no more needed for valuing art. On
the other hand, the last phase of this expansion germinates in contemporary French
philosophy in which aesthetic object is understood in terms of “becoming” and “which is
about to come”. According to Deleuze, art is not an apparatus of representation the
essence of which must be sought in something that transcends or the Subject, but it isa
mode of thinking in which non-personal singularities as blocks of sensations become
intermingled with sensing bodies. Accordingly, while the work of art is understood as that
which cannot be signified or which is yet to come, what is meant by the aesthetics of non-
being and multiplicity is the activity of philosophizing about art as a mode of thinking
without subject and object.

Keywords: Aesthetic objectivation, multiplicity, about to be, becoming.
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Metinsel Tirsellik Ve Moda: Metinlerarasilik -
Giysilerarasilik - Ustgiysisellik

Kubilay AKTULUM
Hacettepe Universitesi, aktulum@hacettepe.edu.tr

Yapisalciigin bilinen ortak bir tutumuna kosut olarak sdylersek, giysi de bir metin, bir
bagka anlatimla, 6zel bir dildir. Bir metafor olarak, Rus Bigimcilerinden baslayan,
Ferdinand de Saussure’lin Genel Dilbilim Dersleri’ndeki kavram ciftlerinden (dil/s6z,
esslirem/artsiirem, dizisellik/dizimsellik vd.) esinlenen, gostergebilimcilerce sirdirilen
ortak bir tutuma gére moda da bir dildir. Roland Barthes, Moda Dizgesi adli yapitinda 6zel
bir dilsel bicim olarak moda dilini yapisalciligin verilerine yaslanan yazinsalin kavramsal
alaninda kullanilan kavramlarla betimleyip tanimlamaya ugrasir. Bu ¢alismada, R.
Barthes’in s6z konusu yapitindaki yonelimlerini bir yana birakarak, géstergebilimsel bir
tutumla, bir iletisim nesnesi, 6zel bir dil bi¢cimi olarak modanin, dolayisiyla giysinin tirsellik
ve metinlerarasilik gériingtisiinde 6zgilliglini betimlemeye calisacagiz. Metinlerarasi bir
yaklasimin verilerini tiiketirken gdstergelerarasi bir yone kayarak degisik s6ylem
bicimlerinde (burada moda ve giysi) kullanima sokulan yazinsal gerecin disiplinlerarasi bir
c6ziimlemeye katkisini kisaca géstermeye ugrasacagiz. Modanin, yazin oldugu kadar
sinema, resim, mimari vb. alanlarla alisveris icerisinde oldugunu g6z 6niinde
bulundurdugumuzda béyle bir yaklagimin fazlasiyla gegerlilik kazandigi kolaylikla
gortulebilecektir.

Anahtar Kelimeler: Gostergebilim, metinlerarasilik, tirsellik, gostergelerarasilik,
ustgiysisellik, moda, Alexander McQueen.
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Bir Paradigma Degisimi:
Yatay Perspektiften Diisey Perspektife Gegis

Firat ARAPOGLU
Altinbas Universitesi, firat.arapoglu@altinbas.edu.tr

20. ve 21. ylizyillda diinyanin gorsellestiriimesine dair bakis a¢imizi degistiren bir paradigma
degisimi yasanmistir: Diisey Perspektif. Bu paradigma degisimini yaratan, déniisen
perspektif havadan gérintiler, uydu goériintiileri ve drone cekimler gibi teknolojiler
tarafindan saglanmistir ve bu goériintiilerin tretimine hala devam edilmekte ve
gelistiriimektedir. Bu teknolojiler sadece goriinti Gretiminde degil, ayni zamanda militer
sistemler icinde de kullanilmaktadir.

Bu arastirma, yatay perspektiften diisey perspektife gecisle aciklanan ilgili paradigma
degisimini masaya yatirirken, bunun sadece bir goriintii sunumu i¢in degil, Avrupa’nin
statik bakisa y6nelik ve doganin taklidine dayali bu uygulamayla, ayni zamanda bir
hakimiyet kurmaya calistigini tartismaktadir. Béylece sanatin dnemli unsurlarindan birisi
olarak gorilen perspektifin rolii ve amaci sosyal, kiiltiirel ve tarihsel bir perspektiften
yorumlanmaktadir.

Anahtar Sozciikler: Perspektif, Cagdas Sanat, Kiiltir Tarihi.
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A Paradigm Shift: Transition from Horizontal Perspective
to Vertical Perspective

Firat ARAPOGLU
Altinbas University, firat.arapoglu@altinbas.edu.tr

A paradigm shift that changed our visualization of the world was lived in the 20" and 21
Century: Vertical Perspective. The transformed perspective which created this paradigm
shift was provided by the familiar technologies like aerial views, satellite pictures and
drone-shots and production of these kind of images have already been continued

and have been developed. These technologies are not just used in image production but
also are used in military systems.

This research discusses in detail the paradigm shift explaining by the transition from
horizontal perspective to vertical perspective. It also asserts that this has been not just
for displaying image presentation, rather, it is a fact that Europe was trying to dominate
by using this practice which is based on a static view and imitation of the nature at the
same time. Therefore, the role and purpose of the perspective that is seen as one of the
most important aspects of art, is commented from a social, cultural and historical
perspective.

Keywords: Perspective, Contemporary Art, Cultural History.
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Cumhuriyet Oncesi islama Dergilerde Sinema

Cem Evrim ASLAN
Ankara Universitesi Iletisim Fakiiltesi, aslancevrim@gmail.com

August ve Louise Lumiere kardeslerin sinematografi icat ederek 1895 yilinda ilk film
gosterimini Paris’te gerceklestirmeleri, bugtinkii anlamda sinemay1 ortaya ¢ikaran sireci
baslatti. Lumiere kardesler kendilerinden 6nce Thomas Edison ve William Dickson
tarafindan icat edilmis olan kinetoskoptan farkli olarak, izleyicinin goriintiiyd bir kutuya ya
da kii¢lik bir nesneye bakarak degil, perde (izerinde diger insanlarla bir arada izlemesini
saglayan icatlariyla kisisel izleme pratigini de toplumsal bir bicime déntistiirdiiler. Tam da
bu sebeple sinema gerek aygitin kendisi gerek de dénemin tarihsel kosullari agisindan
modern bir sanat olarak degerlendirilmektedir. Agirlikli olarak akademik yazinda
sinemanin ortaya ¢ikis kosullari; aygitin gelisim sireci, ilk yénetmenler ve film gosterimleri
acisindan ele alinmaktadir.

Ote yandan sinemanin kendinden énceki sanatlardan farkli olarak, kapitalist tiretim
kosullari ve modernlesme siireci cercevesinde hizli bir bicimde pek cok lilkeye yayilmasi
ise onu salt bir sanat dali olarak incelemenin eksikligini ortaya ¢ikarmaktadir. Nitekim
Fransa’da ortaya cikisindan ¢ok kisa bir siire sonra, modernlesme siirecindeki Osmanli
imparatorlugu’nda gerceklestirilen ilk sinema gésterimiyle ilgili akademik pek cok ¢alisma
yapilmis olmasina karsin, cumhuriyetin kurulus stirecine kadarki ddnemde sinemanin bir
aygit olarak bizzat kendisi (izerine dénemin basininda neler yazilmis oldugu heniiz
yeterince incelenmemistir. Cumhuriyet 6ncesinde dogrudan sinema dergileri olarak
1914’te Ferah ve 1915’te ise Sinema adli dergiler cikmis olsa da gliniimiizde bu dergilerin
tek bir sayilarinin olmasi dénemin sinema hakkindaki anlayisini irdelememizi
engellemektedir. Oysa dénemin 6nde gelen muhafazakar yayinlarinda sinema ile ilgili
neler yazildig1 da heniiz irdelenmemistir. Bunda sinemanin dénemin basininda ¢ok az yer
bulmasinin ve bahsi gecen belgelere erismek ile Osmanlica metinleri okumanin zorlugu da
etkili olmustur. Ancak 6zellikle Osmanli’dan Takrir-i Stikin’a (1925) kadarki stire¢
incelendiginde islamci dergi ve islamci yazarlarda sinemanin aygit, anlati ve bicim olarak
ahlaka karsi oldugu diistincesi hakimdir. Yine bu goriis ve endiseler imparatorlugun son
déneminde yasanan buhran ve belirsizlik ile de paralel géziikmektedir. Tim bu
sebeplerden hareketle bu calisma, alandaki bosluga katkida bulunabilmek amaciyla,
dénemin 6nde gelen muhafazakar dergilerinde sinema ile ilgili yazilmis olan yazilan
irdeleyerek sinemanin modern bir sanat olarak Osmanli’daki muhafazakar basin
tarafindan nasil degerlendirildigine 151k tutmayr amaglamaktadir.
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Cinema In The Islamist Journals Before The Republic

Cem Evrim ASLAN
Ankara University Faculty of Communication, aslancevrim@gmail.com

With the invention of cinematograph by August and Louise Lumiere brothers and the
first movie screened in Paris in 1895 by them, started the process of cinema in today’s
sense. The Lumiere Brothers, unlike the kinetescope which invented by Thomas Edison
and Willam Dickson before them, transformed the personal watching practice into a
social form with their invention that enabled the audience to watch the image on the
screen with other people, not just by looking at a box or a small object. For this reason,
cinema is considered a modern art both in terms of the device itself and in terms of the
historical conditions of the period. Often the situations of the emergence of cinema
discussed in academic writings with the terms of the development process of device, first
directors and movie screenings. On the other hand, the fact that cinema differs from
previous arts in the context of capitalist production conditions and spread to many
countries during the process of modernization reveals the lack of examining it as only
artistic branch. Thus shortly after it’s appearance in France, although there have been
many academic studies about the first cinema in the Ottoman Empire during it’s
modernization process, it has not been studied sufficiently what has been written about
cinema itself as a device in the period until the foundation of the republic of Turkey.
Although there were direct cinema journals in that period -Ferah in 1914 and Sinema in
1915- the fact that today we had only single issue from them prevents us from analyzing
the understanding of cinema in that period. However, writings about cinema in the
leading conservative publications of the period are not examined too. The access to old
documents, difficulty of reading the Ottoman texts and the fact that cinema found very
little place in press of the period were also effective on this. However, when the cinema
process from Ottoman Empire to The Maintenance of Law (1925) is examined, it is
thought that cinema is opposed to morality as apparatus, narrate and form in Islamist
journals and Islamist writers. Also these opinions and concerns seem to be parallel with
the crisis and uncertainty in the last period of the empire. For all these reasons, this study
aims to shed light on how the cinema was evaluated by the conservative media in the
Ottoman Empire as a modern art by examining the writings which written about cinema
in the leading conservative periodicals in order to contribute to the space in the field.
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Neyin Nesi:
Nesne Yonelimli Ontoloji (NEYO) ve Estetik

Hakan ATAY
Mersin Universitesi, hakanatay@mersin.edu.tr

Bu seminerde Amerikali filozof Graham Harman’in (d. 1968) yirmi yili agkin bir stiredir
tzerinde calistig) gercekgi felsefeyi tanitmaya gayret edecegim. Ozellikle son on yilda etki
alanini epeyce genisleten bu felsefenin adi nesne yénelimli ontoloji (kisaca NEYO;
ingilizcede object-oriented ontology, kisaca 000 ya da Triple O).' NEYO’ya gére gerceklik
nesnelerden olusuyor. Fakat nesne, giindelik dildeki kullanimindan farkl sekilde
tanimlaniyor. NEYO’nun nesneleri elle tutulabilen, kati, fiziksel nitelikleriyle ayirt edilen
seylerden ibaret degildir. Bilesenlerine ve etkilerine indirgenmesi miimkin olmayan her
sey nesnedir. Bu diiz ontolojide insan zihni ayricalikl konumunu kaybeder. Dolayisiyla
Kant’in elestirel felsefesinin spekiilasyona ¢izdigi temel sinir da ihlal edilir.* NEYO’ya gére
insan-diinya ya da distince-varlik ciftleri, gercekligi, insan olan ve olmayan biciminde
esitsiz iki parcaya bolerek islemektedir; bu ylizden hem gergekligin, hem de bilissel
yetilerimizin tasviri zorlasmaktadir.

NEYO, herhangi bir zihnin varligindan bitiintyle bagimsiz bir gerceklik kavramindan yola
cikiyor. Gergekligin yapitasi olarak goriilen nesneler, zihnin midahalesine bagl olmadiklari
gibi zihnin erisimine de kapali durumdalar. Ayrica bu dogrudan temas imkansizligi sadece
zihinlerle nesneler arasi iliskilerle sinirl degil, her tlirden iki nesne arasindaki iliskiler i¢in de
gegerli. Kisacasi NEYO bir yandan Kant’in ¢izdigi temel sinir tanimazken, bir yandan da
ilging bir hamleyle ding an sich, yani kendinde sey kavramiyla tanimlanan numenal alani
yeniden ele aliyor. Fenomenolojinin iki biiytik ismi, Edmund Husserl ile Martin
Heidegger’in uzlasmaz goriinen anlayislarini bir araya getirerek dortli bir nesne teorisi
ortaya atiyor. Buna gore nesneler gercek ve duyusal olmak tizere ikiye ayrilirlar. Gercek
nesneler birbirleriyle dogrudan temas etmezler; ¢linki geri cekilmekte, kendilerini baska
her seyden esirgemektedirler. Herhangi iki gercek nesne arasinda dogrudan temas
mumkiin olmadigina gore nesneler arasi iliskiler dolayl olarak, yani duyusal nesnelerin
araya girmesiyle olanakli hale gelmektedir. Demek ki her gercek nesne baglanti kurdugu
diger gercek nesne i¢in duyusal bir nesnedir. Heidegger’in varlik anlayisindan esinlenen bu
ilk hamleyi Husserl’in nesneleri niteliklerinden ayirt etme bicimine dayanan ikinci bir hamle

12009 yilindan beri basta Levi Bryant, lan Bogost ve Timothy Morton gibi diisiiniirler olmak iizere insan
bilimlerinin ¢esitli disiplinlerinde ¢alisan birgok arastirmaci nesne yonelimli ontolojinin alanina giren ¢aligmalar
yiiriitiiyorlar. Bu seminerde simdilik sadece Graham Harman’in diisiincelerine deginebilecegim.

2 Graham Harman’1n kariyerinin déniim noktalarindan biri 27 Nisan 2007’de Londra’da, Goldsmiths College’da
diizenlenen “Spekiilatif Gergekgilik Atolyesi” oldu. Atdlyeye katilan dort diisiiniir (Ray Brassier, lain Hamilton
Grant, Graham Harman ve Quentin Meillassoux) birbirlerinden epeyce farkli arastirma programlarina sahiplerdi.
Buna ragmen Meillassoux’nun 2005 yilinda yayimlanan Apres la finitude. Essai sur la nécessité de la
contingence (Sonluluktan Sonrasi: Zorunsuzlugun Zorunlulugu Uzerine Deneme) kitabinda kullandig1
“korelasyonculuk™ (“correlationisme”) kavrami ortak bir referans statiisii kazandi. Biitiin felsefe tarihi boyunca
izi stirtilebilen “korelasyonculuk™ diisiinceyle diisiiniilen sey arasinda mutlak bir bagimlilik iligkisi oldugu tezine
dayaniyor.
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izler. Nesnelerle, tstlendikleri nitelikler arasindaki gerilimli iliskinin incelenmesi, niteliklerin
de gercek ve duyusal olarak ikiye ayrilmasi gerektigini gostermektedir. NEYO iste bu dort
terimden, yani gercek nesne (GN), duyusal nesne (DN), gercek nitelik (GK) ve duyusal
nitelikten (DK) olusan dértli modelin gercekligi ifade etme gticline sahip oldugunu ileri
surmektedir.

NEYO’nun ana ¢ercevesini olusturan bu doértlii nesne 6rgtistinii ayakta tutan temel iliskinin
gercek nesneyle (GN) duyusal nitelik (DK) arasindaki oldugunu soyleyebiliriz; ¢link
birlesik ve 6zerk halde bulunan, birbirlerine kayitsiz nesnelerin etkilesime girmesi GN-DN
baglantisinin G¢linct bir GN olusturacak sekilde kurulmasiyla miimkiindiir. Graham
Harman’in NEYO dusiincesinde estetik adini alan da iste bu baglantidir. Dolayisiyla NEYO,
estetigi, arastirmasini dayandirdigi ilk felsefe olarak gérmektedir. Bu ylizden de dogrudan
bilgiye ulasma ¢abasindaki bilimsel incelemeden ziyade sanatin dolayli temas tarziyla
ilgilenmektedir. Sanatsal tretim, nesneyi bilesenlerine ya da etkilerine indirgemeye
calismaz. Harman’in tabiriyle nesnenin altini ya da Ustiinii kazmakla (undermining-
overmining) ugrasmaz. Seyircinin GN statlstnd kullanarak baska bir GN’ye atfedilen
DK’leri Gstlenir. Burada tarif edilen, “metafordan’ baskasi degildir. Sanat eseri GN’yle
“ima, kinaye, Gistli kapali anlatma” yoluyla iliski kurar. NEYO, Kant felsefesinin koydugu
kurallari bir kez daha zorlayarak bilissel yetimizin sanatlar sayesinde bilimsel bilginin
Otesine gectigini iddia etmektedir.
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Modern Sanatin Gelisiminde
Wilhelm Worringer’in Devrimsel Diistincelerinin Rolii

Gamza AYDEMIR
gamzaaydemir@gmail.com

Modern sanat, diisiinsel arka planindan bagimsiz bir incelemenin konusu edilmesi oldukca
zor bir sanat dénemini ifade eder. Bugiin modern sanat arastirmalari igin hala bir mihenk
tasi olan, 6zellikle donemin soyutlama anlayisi Gizerindeki giicli etkisiyle, modern sanatin
disinsel arka planinda bir kilit calisma bulunmaktadir: Wilhelm Worringer’in Abstraktion
und Einflihlung (Soyutlama ve Sempati) isimli kitabi. Worringer, calismasinda her ne kadar
gecmis sanat tarihine odaklanmis ve cagdaslarinin eserlerine hi¢ deginmemis olsa da,
soyutlamadaki ilk denemeleri icin burada bir onaylama bulan August Macke, Franz Marc
ve Wassily Kandinsky gibi erken modern dénem sanatcilarinda muazzam bir yanki
uyandirir. Worringer’in bu kisa ve 6zl doktora tezi ve ayni zamanda ilk eseri, siklikla iddia
edildigi gibi bir ekspresyonizm manifestosu olarak tasarlanmamistir. Ancak bu ¢alisma,
daha sonra ekspresyonizm olarak adlandirilan sanat egilimi i¢in estetik ve psikolojik bir
temel saglayarak, modern sanat icin en etkili diisince kaynaklarindan biri haline gelir. Oyle
ki Herbert Read, Worringer’i “tiim modern sanat ve entelektiializminin babasi” olarak
anar. Worringer’in tezi, Alois Riegl ve Theodor Lipps basta olmak lizere, aslinda pek ¢ok
sanat tarihgisi ve filozofu izler, tartisir ve genisletir. Fakat Worringer’in farki, tarih 6ncesi
zamanlara kadar uzanan sanat ¢aglarinin estetik deneyimlerini, yenilikgi bir sekilde
sistematik hale getirip yorumlamasi, bdylece zamaninin sanatina hi¢ deginmeden, onun
6ziinl yakalayan i¢goriler kazanmasidir. Worringer’in ekspresyonist sanat tarihi, tim
zamanlarin sanat gelisimini kucaklamay1 amaglayan evrensel bir model ortaya koyar ve
sanatta iki temel yonelim ayirir: natiiralizm ve soyut stil. Bu iki yonelim, iki temel ictepiye
karsilik gelir: Bitiin natiiralist egilimli sanat Gislplarinin dayandigi sempati (Einfiihlung) ve
tim soyut egilimli sanat GslGplarinin dayandig soyutlama. Sempati ictepisi, Antik Yunan ve
Rénesans sanati gibi maddi diinyaya giliven gosteren gercekgi temsiller olarak
bicimlenirken; soyutlama ictepisi, eski Misir sanati veya primitif dénem gibi tinsellige
glven, maddecilige giivensizlik gosteren soyut temsiller olarak bicimlenir. Soyutlama ve
sempati, sanat istemini (Kunstwollen) belirleyen iki karsit ictepi, estetik duyarliigmn iki
kutbudur. Ancak bu kutupluluk, asla bir kesin dializm degildir. Clinki Worringer’e gore
sanat tarihi, ancak karsi kutuplardan dogan cizgilerle birlesirse kusatici bir estetik sistem
bicimi kazanabilir. Bu sistemde sanat Gsl(plari dar bir anlayis icinden ¢ikarilip, halklarin ve
caglarin felsefesi, dini, bilimi, kisaca diinya goristinin (Weltanschauung) bir
objektivasyonu olarak kavranir. Bu sebeple Worringer’in kurami, sanat tarihi, estetik,
psikoloji, felsefe, yazin kurami ve sosyal-kiiltiirel teori gibi disiplinler arasi bir sorusturma
hatti kurma amacimizi da yerine getirir. Bununla birlikte bu yazinin asil amaci, Worringer’in
devrimsel diisiincelerini ve sanat tarihine etkisini agiklamaktir.

Anahtar Kelimeler: Wilhelm Worringer, Modern Sanat, Soyutlama, Sempati,
Ekspresyonizm
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The Role of Wilhelm Worringer’s Revolutionary Ideas
on the Development of Modern Art

Gamza AYDEMIR
gamzaaydemir@gmail.com

Modern art refers to a period of art that is very difficult to be subject of an investigation
independent of its intellectual background. There is a work in the intellectual background
of modern art, which is still a touchstone for new investigations into modern art,
especially with its strong effect on the concept of abstraction: Wilhelm Worringer’s
Abstraktion und Einflihlung (Abstraction and Sympathy). Although Worringer, in his book,
focused on past art history and never mentioned the works of his contemporaries, his
ideas resonated with early modern artists, such as August Macke, Franz Marc and Vasily
Kandinsky who found support for their initial experiments in abstraction. Worringer’s
Abstraktion und Einfiihlung, his small and concise dissertation and also his first book, is
not designed as a manifesto of expressionism as has often been claimed. However, this
work became one of the most influential sources of ideas for modern art by providing an
aesthetic and psychological basis for the nascent tendency in art, later known as
Expressionism. So much so that Herbert Read calls Worringer as the “father of all modern
art and intellectual things”. In fact, Worringer’s thesis follows, discusses and extends
many art historians and philosophers, especially Alois Riegl and Theodor Lipps. But the
difference of Worringer is that he innovatively systematized and interpreted aesthetic
experiences of art epochs, dating back to prehistoric times, thereby without mentioning
the art of his time, he gained insights that captured the essence of the art of his time. The
expressionist art history of Worringer reveals a universal model that aims to embrace the
art of all times and distinguishes two fundamental tendencies in art: naturalism and
abstract style. These two tendencies correspond to two fundamental impulses: sympathy
(Einflihlung) is the impulse of all naturalist-prone art styles and abstraction is the impulse
of all abstract-prone art styles. The sympathy impulse is shaped as realistic
representations of trust in the material world, such as ancient Greek and Renaissance art.
The abstraction impulse is shaped as abstract representations of trust in spirituality, such
as ancient Egyptian art or primitive period. Abstraction and sympathy are two opposing
impulses that determine the will to art (Kunstwollen) and two opposite poles of aesthetic
sensibility. But this polarity is never a definite dualism. Because, according to Worringer,
the art history when it combined with the lines arising from the opposite poles, can gain
an encompassing form of aesthetic system. In this system, art styles are considered as an
objectivation of the philosophy, religion, science, shortly the worldview
(Weltanschauung) of the peoples and ages. For this reason, Worringer’s theory also fulfills
our aim of establishing an interdisciplinary investigation line such as art history,
aesthetics, psychology, philosophy, literary theory and social-cultural theory. The main
purpose of this essay, however, is to explain Worringer’s revolutionary ideas and impact
on art history.

Keywords: Wilhelm Worringer, Modern Art, Abstraction, Sympathy, Expressionism
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Luce Irigaray’da Oznellik ve Mimesis- Erkek-Oznenin
Yapisokiimii ve Cinsel Fark Estetigi

Esra Basak AYDINALP
Ars. Gor. Dr. Erzincan Binali Yildirim Universitesi, Fransiz Dili Egitimi , esrabasakaydinalp@gmail.com

Rasyonel 6znenin ortaya cikisindan bu yana, “6znenin” temsili olarak varolusu bir
supheye terkedilmistir. Bu siiphe modern 6znenin sorunsallastiriimasindan kéken alir.
Rasyonel 6zne Nietzsche’nin mutlak bilgiyi reddedisinden, Marx’ta toplumsal varolusun
bilinci belirlemesi ve Freud’da 6znenin bilin¢gdisi konumlaniginin ortaya ¢ikmasi ile ¢dztindir.
Yirminci ylizyilda yapisalcilik sonrasi postyapisalcilik, 6znenin 6limiini kendisini Logos’tan
siyiran Cogito’yu silerek ortaya koyar. Ozne, artik iktidarin (erkin) bir temsilidir. Merkezi
soru, erkek egemen dusiinis ve felsefe icinde kayda alinan bu iktidara; dilbilimsel, tarihsel,
kdlturel ve sosyal olarak nasil karsi konulacagidir. Mimesis ve cinsel fark Irigaray’da,
kadindan gelen bir dil ile belirlenerek bir kadin-olusa déntisiir ve Jacques Derrida’nin
deyimiyle “birden fazla dile” ulagsmak i¢in anlami sacar. Bu perspektif ile arastirmaci bu
calismada cinsel fark ve disil estetik izerinden “6tekinin (kadinin)”” hem dile hem
konusmaya, hem de yaziya gelisini ve kadin 6znelliginin Luce Irnigaray’in “Otekinin
Spekulumu” ve “Bir olmayan bu cins” adli eserleri tizerinden erkek egemen disiinis ve
6znenin yapi sokiim okumasini yaparak arayacaktir. Bu ¢alismada, “kadin dilinden” ve
ictenliginden cinsel farkin insasini olusturan ve yillardir siiregelen kadin 6znenin, erkek
dzne ve s6ylemi tarafindan metaforlastirilmasi ve kusatilmis olmasinin yapi sokim ile
dagilmasi, sacilmasi, silinmesi amaclanmaktadir. Arastirmaci, stirekli veren ve ask ila
hayatin ¢oklu dilsel formulasyonlarinda kendini ifade eden kadin 6znenin, sirekli sabit ve
6limciil olan erkek egemen 6zneye karsi kadin-olus olanaklarini arayacaktir.

Anahtar Kelimeler: Luce Irigaray, Yapisokim, Cinsel Fark, Kadin-olus, Jacques Derrida
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Subjectivity and Mimesis in Luce Irigaray- Deconstruction
of Masculine Subject and the Aesthetics of Sexual
Difference

Esra Basak AYDINALP
Ars. Gor. Dr. Erzincan Binali Yildirm Universitesi, Fransiz Dili Egitimi , esrabasakaydinalp@gmail.com

The representational existence of the “rational subject” leaves humanity in a certain
doubtful condition of consciousness. This doubt stem from the problematic of the
modern subject. The rational subject is dissolved by the rejection of the absolute
knowledge of Nietzsche, the determination of labor by social consciousness in Marx and
the location out of the consciousness of the individual in Freud. In twentieth century the
post-structuralism come up by erasing the Cogito and the Logos. The central question is
then how to struggle against the socially, culturally, historically and linguistically
grounded power registered in occidental philosophy of patriarchal thinking. The mimesis
and sexual difference therefore is transformed to a kind of becoming woman in Irigaray
by a language generated by woman and, as Jacques Derrida states it, they disseminate
the signification in order to reach “more than one language”. In this perspective, the
researcher, on the basis of the aesthetics of sexual difference will search for the
deconstructive lecture of occidental phallogocentric (phallocratic) thinking through the
arrival of the other to the language, to speech, to writing by focusing on the “Speculum of
the Other” and “This Sex Which Is Not One” of Irigaray via female subjectivity. In this
study, the metaphorisation and the invasion of the female discourse by masculine subject
for centuries is deconstructed by erasure, dissemination and differentiation. However,
the researcher is in the quest of the possibilities of the becoming-woman against the
petrified and fixed patriarchal subject and of the female subjectivity that expresses itself
in the multi-linguistic formulation in life and love experiencing.

Key words: Luce Irigaray, Deconstruction, Sexual Difference, Jacques Derrida and
Becoming-woman
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Politika ve Estetik Uzerine:

[ 3 A

Teknigin Olanaklariyla Yeniden Uretilebildigi Cagda Sanat
Yapit’nin Elestirel Bir Okumasi

Hazal BABUR
Orta Dogu Teknik Universitesi baburhazal@gmail.com

Walter Benjamin’in Teknigin Olanaklariyla Yeniden Uretilebildigi Cagda Sanat Yapiti adli
makalesi, geleneksel sanat yapiti ve mekanik ¢cagda yeniden Uretilen sanat yapitlari
arasindaki farki incelemeye adanmistir. Geleneksel sanat yapiti, geleneksel bir ydntem ile
geleneksel araclarin kullanimi ile Gretilir. Geleneksel sanat yapitinin ana 6zelligi biricik ve
tekrar edilemez olusu 19.ylizyilin baslarinda, sinema ve fotografin icadina kadar
surmastir. Bu agidan, ikinci tiir sanat yapriti fotografin icadi ve mekanik olarak yeniden
Uretim teknolojileri ile tanimlanabilir. Benjamin’e gére bu sanat yapitlari sahip olduklari
kilt deger ve sergileme degeri ile birbirinden ayrilabilir. Geleneksel sanat yapitlari kiilt
degere sahipken, mekanik olarak yeniden iretilebilir sanat yapitlar sergileme degerine
sahiptir. Bu farkliliklarla, asil amacim, sadece sanat yapitlarinin ¢esitlerinin degil ayni
zamanda sanat yapitlarinin deneyimlenmesinin de tarih boyunca kayda deger bir sekilde
degistigini gostermektedir. Bu agidan bireysel deneyimlenen aura ile sinemanin kolektif
deneyimi arasindaki farka odaklanacagim. Benjamin’e gére geleneksel sanat yapitlar
izleyicileri disiinmeye sevk ederken, sinema izleyicileri harekete davet eder. Geleneksel
sanat yapiti ve aura izleyiciyi kendine ¢ekip konsantrasyon talep ederken, sinema
izleyicileri baska bir deyisle kitleler dikkatlerini dagitmak ister. Bu bakimdan sinemanin
kitlelere ulasma giici ile nasil yeni bir islev edindigini degerlendirecegim. Filmler bir
yandan sosyal kosullarin devrimci elestirisini desteklerken bir yandan da kitleleri organize
ve kontrol edebilir. Kitleler mekanik olarak yeniden iretilebilen sanat yapitlarini kullanma
haklarina sahiplerdir ve dogal olarak bu yapitlar halka agiktir. Buna ragmen, fasizm bu
yapitlar propaganda amaclari icin bir firsat olarak kullanir. Bu agidan Benjamin, modern
zamanlarda ritiiel degerlerin ihlalinden ortaya ¢ikan Fihrer kiilti érnegini verir. Fasist
estetik, fasizm romantizmi ile politikay: estetiklestirir. Fasizmin mantiksal sonucu,
estetigin hayatin politik yanina tanitiimasidir. Bu acidan estetigin politik rittieller ve kiilt
degerlerin lretiminde bir aparat olarak kullaniimasinin nasil bir araca donistiguni
sorgulayacagim.

Anahtar Kelimeler: Walter Benjamin, Estetik, Sanat Sanat Yapiti, Sinema.
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On Politics and Aesthetics:
A Critical Reading of The Work of Art in the Age of
Mechanical Reproduction

Hazal Babur
Middle East Technical University baburhazal@gmail.com

Walter Benjamin’s article, The Work of Art in the Age of Mechanical Reproduction, is
devoted to a careful analysis of the difference between the traditional work of art and
mechanically reproduced artworks. The traditional work of art is produced in a traditional
way and created by using traditional instruments. The main characteristics of the
traditional work of art is being unique and being unrepeatable, which are maintained until
the beginning of the nineteenth century with photography and cinema. In that regard,
the second kind of work of art is defined by mechanical reproduction technologies when
photography is invented. For Benjamin, these artworks can be differentiated in
accordance with their cult value and exhibition value. While the traditional artworks
possess cult value, the mechanically reproduced artworks have exhibition value. With
these differences, my main aimis to reveal how not only the type of artwork but also the
way in which artwork is experienced changed remarkably throughout history. From this
perspective, | will focus on the different experiences such as the individual experience of
aura and the collective experience of cinema. According to Benjamin, the traditional
artworks invite viewers to contemplate whereas cinema invites the spectators to act.
While the traditional artwork and its aura absorbs the viewer and demands
concentration, the spectators of cinema, namely the masses, seek distraction. In that
regard, | will evaluate how cinema gains a new function with its power to reach masses.
Films are able to promote revolutionary criticism of social conditions as well as organise
and control masses. The masses have the right to use mechanically reproduced artworks,
and they are naturally open to public access. However, Fascism uses them as a chance to
express themselves for propagandist purposes. In that regard, Benjamin gives a pertinent
example of Fuhrer cult that emerged from the violation of ritual values in modern times.
Fascist aesthetics creates the aestheticization of politics that makes the romanticism of
Fascism. The logical result of Fascism is the introduction of aesthetics into the political
part of life. In that sense, | will question how aesthetics becomes only a tool for politics
when it is used as an apparatus for the production of political rituals and cult values.
According to Benjamin, the only solution for this situation is the politicization of art which
should be critical and has to be emancipatory for humanity.

Keywords: Walter Benjamin, Aesthetics, Art, Art-work, Cinema.
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Haptic Vision, Animality and Ecocinema

Canan BALAN
Istanbul Sehir University, cananbalan@sehir.edu.tr

The long history of the cohabitation of cats, dogs and humans on the streets of Istanbul is
under threat not only because of environmental degradation but also because of the
destruction of historic sites. While the entire city has become a construction zone overrun
with ruins, the female gaze of Ceyda Torun in Kedi (Turkey-USA, 2016) mainly takes on the
position of the cats in the city walking from window to window, through the open air
markets, on the pavement, in the underground mazes, on the rooftops, and up and down
trees. Almost like the Tantric practice of transfiguration, Torun’s camera is recognised by
the different cats through prolonged eye contact. While seven cats are in focus,
personified and mystified, they are also touched and petted by the screen through close-
ups and still shots.

This paper will explore the “haptic vision” of/on cats as a possible feminist strategy and
its intersections with Yiman Wang’s notion of Chinese docu-ani-mentary. | will also view
Kedi as an intercultural woman’s film in the larger context of its links to Maya Deren and
Alexander Hammid’s The Private Life of a Cat (USA, 1944) and Jane Campion’s Bright Star
(UK, Australia, France, 2009). The connections among the three films may seem very
loose at first, but they are also tangible, if subtle. All of them are produced by women
who either live or make these particular films in places other than where the filmmakers
are original from or where they live. They all feature cats (in Bright Star, butterflies are
also featured) to further a sense of touch, silence (in terms of speech), a state of trance
and transience. At times, each features vulnerability (of the flesh and boundaries of the
body), life transition (birth/death) and less frequently, nostalgia, intermediality and
animal compassion. What makes Kedi different from the other two films is its urban
consciousness, highlighted in the nostalgic look at the cityscapes that are now
disappearing. As the former occupiers of the streets, the cats are now also vanishing from
the streets.

Keywords: Feminist animal studies, haptic vision, docu-ani-mentary, women’s cinema,
cityscapes
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Biyopolitika, Kadin ve Giizellik:
Cosmopolitan’in Foucaultcu Séylem Analizi

Betiil BAYRAKTAR
Karadeniz Teknik Universitesi. 35betulbayraktar@gmail.com

Estetik tizerine diistincelerde karsimiza ¢ikan, Antik Yunan filozoflarinca denge, armoni,
simetri ve Fibonacci’nin altin oran kavramlari etrafinda tanimlanmaya ¢alisilan giizellik;
kadin bedeni hakkinda olusan kanonla modernite sonrasinda kadinin tiiketim nesnesi
haline déniismesiyle endustriyel bir alan olur. Rélativist bakisa gére toplum, kiiltiir ve
kisiye gore degisse de, evrimbilimcilere gére sosyal yasamda olumlu mesajlar veren
guzellik; evrensel olup cinsel secilimde avantaj saglar. Giizel bir ylziin gtivenilir, dogru,
adil, iyi insan imaji uyandirmasi statiyle de birlesince giizel olmak arzusu kapitalist
pazarda biiyiik bir sektérlesmeyle karsilik bulur. Aslinda gtizel olma hayalinin satildig
reklamlar ideal giizellikteki kadin mitini siirdirdr. Birer dispositif olan kitle iletisim araclari
ve reklamlar, kadini 6znelestirip “olmasi gereken” kadin portresini cizerek normalize eder.
Biyopolitika olarak adlandirdigi bu siirecin taraflarini Foucault; 6zne ve iktidar seklinde
tanimlayarak giinliik hayattan politikaya her alanin aslinda karmasik iktidar iliskileriyle
kurulu oldugunu anlatir. Kahramanlar yazdigindan, hep kahramanlarin tarihi olan Bat:
tarihine farkl gérme bigimleriyle bakarak; tarihin aslinda 6znelestirme siiregleri oldugu
Uzerinde durup iktidar aygitlari olan dispositifleri incelemenin dnemini vurgular. Cinsellik,
hapishane, delilik gibi kavramlari kendine has bir yéntemle inceleyen Foucault’nun
tzerinde durdugu soru, bir 6znenin 6zne yapilma bi¢imleridir. Kendisinden sonra onun
yontemi hakkinda yapilan ¢alismalardan Carla Willig’in “Foucauldian Discourse Analysis”
adli metninde 6 adimdan olusan bir kilavuz 6nerilir. Herhangi bir inceleme nesnesi icin
esnetilip gelistirilerek uygun bi¢imde uygulama imkani saglar.

Bu ¢alismada, Cosmopolitan dergisi Mart 2019 sayisi, Willig’'in dnerdigi kilavuz baglaminda
Foucaultcu s6ylem analizine tabi tutulacaktir. S6ylemlerin glinimuzde idealize edilen
kadin gizellik algisini nasil insa ettigi ve kadini nasil 8znelestirdigi ortaya konacaktir.
Guzellik imgesinin satildig1 reklamlar, kapitalist pazarin bu endiistride ne gibi stratejilerle
“glizel kadin” imgesini pazarladigi 6zne-iktidar-séylem baglaminda analiz edilecektir.

Anahtar Sozciikler: giizellik, reklam, biyopolitika, 6zne, séylem.
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Biopolitics, Women and Beauty:
Foucauldian Discourse Analysis of Cosmopolitan

Betiil BAYRAKTAR
Karadeniz Technical University. 35betulbayraktar@gmail.com

Beauty which is explained by philosopher of Ancient Greece as balance, harmony,
symmetry and golden ratio of Fibonacci, is an industrial area that women becomes
consumption object because of canon about women body. According to the relativistic
view even if beauty depends on society, culture and person; that gives positive social
messages for the evolutionists; it is universal and gives an advantage in sexual selection.
A beautiful face that evokes reliable, true, fair, good human image when combined with
status, to be beautiful is met by big industrialization in the capitalist market. The
advertisements that actually sell the dream of being beautiful, maintain the “ideal”
beauty of women myth. The mass media and advertisements that are dispositif,
normalize by drawing the portrait of “ideal” by subjecting the woman.

Defining the sides of this process which is called biopolitics as subject and power,
Foucault tells that daily life and politics are built with complex power relations. Since
heroes wrote, always looking at the history of Western history with a different way of
seeing; he emphasizes the importance of studying the dispositifs which are the devices of
power. Foucault who examines concepts such as sexuality, prison, madness in a unique
way, questions the way a subject makes a subject. After the work done on his method, a
6-steps guide is recommended in the text of Carla Willig's “Foucauldian Discourse
Analysis”. This guide provides a convenient way to implement and stretch for any
investigation object.

In this study, the issue of Cosmopolitan Magazine in March 2019 will be analyzed with the
Foucauldian discourse analysis in the context of Willig's proposed guideline. It will be
revealed how discourse constructs the perception of beauty that is idealized today and
how it subjects the woman. The advertisements in which the image of beauty is sold will
be analyzed how the capitalist market commercializes the image of “the beautiful
woman” image in the context of subject-power-discourse.

Key Words: beauty, advertisement, biopolitics, subject, discourse.
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Sistem Estetiginden Giindelik Yasama Bakmak

Kerem Ozan BAYRAKTAR

Marmara Universitesi, keremozan@gmail.com

Jack Burnham’in 1960 sonlarinda gelistirdigi “Sistem Estetigi”’, Kavramsal Sanat semsiyesi
altinda yer almasina karsin diger Kavramsal Sanat yapitlarindan spesifik bazi 6zellikleriyle
ayrilan ¢alismalar igin kullanigh bir cer¢eve sunmustur. Bu yapitlar, “dinamik” ve
“karmasik” oriintiilere sahip, “geri bildirim dongiileri” iceren, “gercek zamanl” bir
bicimde degisen, “nesnelere degil iliskilere odaklanan” 6zellikler gésterir. Sistem Teorisi,
Sibernetik ve Iletisim Teorisinden yararlanan Sistem Estetigi, sadece sanat yapitlarinin
Uretimi ve degerlendirilmesinde degil, belirli kanonik formlarin sinirlarinda kalmadan,
gundelik hayattaki olaylarin kendisine sanatsal ve estetik acidan yaklasmaya olanak veren
bir diistince modeli de sunmaktadir. Bu makalede dogrudan giindelik yasamla butiinlesik
olan yapitlarin yani sira, sanat olarak tretilmemis fakat Sistem Estetigi cercevesinde
degerlendirilebilecek olaylara yer verilmekte, sanat ve giindelik yasam ayrimini muglak
kilacak bir bakis agisi dnerilmektedir.




3. TURKIYE ESTETIK KONGRESI 3. TURKISH CONGRESS OF AESTHETICS

Looking at Everyday Life from System Aesthetics

Kerem Ozan BAYRAKTAR

Marmara Universitesi - keremozan@gmail.com

The “System Aesthetics” developed by Jack Burnham in the late 1960s provided a useful
framework for artworks that were categorized under the Conceptual Art umbrella but
with their specific properties were deviating from the movement. These properties
include “dynamic” and “complex” patterns, “feedback loops”, changes in “realtime”,
and a “focus on relationships over objects”. System Aesthetics, which utilizes System
Theory, Cybernetic and Communication Theory, offered a model not only for the
production and evaluation of works of art, but also allowed for an approach towards
events in daily life from an artistic and aesthetic point of view without being bounded by
certain canonical standpoints. This article examines the works that directly integrated
everyday life as well as events that were produced as art but can be evaluated within the
framework of System Aesthetics, suggesting a point of view in which the distinction
between art and everyday life is made ambiguous.
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Kentin Fisiltilarinin izini Stirmek:
Cikrik¢ilar Yokusu’nun Psiko-akustik Estetigi

Nehir Bera BICER
Baskent Universitesi, Glizel Sanatlar, Tasarim ve Mimarlik Fakiiltesi, Mimarlik Bélimdi,
nehirberabicer@gmail.com

Estetik, cok yonlu ve sinestezik bir algi araciligiyla ¢evre ile kurulan bedensel iliskinin
zihinsel ve duyumsal sonucu olarak anlasilabilir. Bltiinsel bir estetik algi olustururken, dig
diinyay! gézlemlemek, dokunmak, dinlemek ve kavramak icin biittincl bir bedensel
deneyim gereklidir. Sehir, artefact, kolektif bir estetik alan olup icinde gérme, isitme,
koklama, dokunma ve hareket ile ilgili duyularin ortaklasa tetikledigi bir estetik karsihigi
ifade eder. Cok duyulu estetik, tiim duyularin birliktelik etkisinden ileri gelmektedir ve ses
sehirlerin duyusal kimligini olusturmakta olduk¢a 6nemli diiglim noktalarindan biridir. Ses,
sehrin yankilarini dinleyerek sehrin mekansalligini kavramakta giiglii bir aragtir. Trafigin
ritmi, képek havlamalari, kus kanat ¢irpislari, esnaf sesleri; tiim bu sesler giinliik hayatin
kodlarina islenmistir. Akustik bilesenler kritik referans noktalari olarak tiim kentsel
baglamla i¢ ice ge¢mis durumdadir ve bu calisma kentin fisiltilarinin psiko-akustik estetigi
olusturdugunu géstermek icin ‘soundscape’, ses peyzaji, kavramini ortaya koyar. Ses
Peyzaji terimi 1970’lerde 6nem kazanmistir ve akustik ¢evreyle baglantili algisal bir
kurguyu temsil eder. Ses peyzaji algisini olustururken fisiltilarin bittincdl dinlenmesi;
akustik cagnisimlar, benzerlikler ve karsilastirmalar yardimiyla cesitli zengin seslerin
farkindaligina tegvik eder. Diinyanin ses peyzaji degisiyor ve bu ¢alisma sesler degistiginde
ne oldugunu izlemek icin ses peyzaji haritalamasini alternatif bir belgeleme araci olarak
temsil etmeyi amaglar. Nesnel ve 6znel ses peyzaji verilerini gérsellestirmek igin ses
peyzaji haritalamasindan yararlanilacaktir. Ankara’nin tarihi merkezi olan Ulus’ta bulunan
Cikrikgilar Yokusu’nun ses peyzaji karakteristigi, daima baskilanma riski altinda olan zengin
akustik cesitliligi dolayisi ile incelenecektir. Cikrik¢ilar Yokusu’nun ses peyzaiji yapisi
simdiye kadar 6zgiin bir akustik estetik ortaya koymustur. Akustik niteligi anlamak i¢in
‘Gikrikgilar’ kelimesinin etimolojisi analiz edilmistir. Kelime ytinden ip tretilmesini saglayan
bir el aleti olan ‘Cikrik’ kelimesinden gelmektedir. Bu alet, kendine 6zgii ritmik bir ses
olarak ‘¢ik,¢ik,rik’ sesini ¢ikarir ve bu ses Cikrikgilar Yokusu’nun isitsel-mekansal estetigini
sekillendirir. Ancak, bélgenin ses peyzaji degismektedir, ¢ikriklarin akustik mirasi yeterince
korunamamustir ve bu durum 6zgin ritmik ‘gik,cik,rik’ sesinin yavas yavas gézden
kaybolmasina sebep olmustur. Cikrik¢ilar Yokusu’nun giincel ses peyzaji esnaf sesleri
tarafindan domine edilmektedir ve aslinda bu karakteristik akustik yon de hizli kentlesme
yliziinden yok olma riski altinda bulunmaktadir. Sonug olarak, kentin fisiltilar
degismektedir ve bu durum ilgili baglamin psiko-akustik estetigini etkiler. Bu ¢alisma
kapsaminda, ses peyzaji haritalamasi yardimiyla Cikrikgilar Yokusu’nun degisen psiko-
akustik estetik yoriingesinin izlenmesi dnerilecektir.

Anahtar Kelimeler: Cok Duyulu Entegrasyon, Ses Peyzaiji, Akustik Algi, Psiko-akustik
Estetik, Cikrikgilar Yokusu
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Tracing the Trajectories of Urban Whispers:
Psychoacoustic Aesthetics of Cikrikcilar Yokusu

Nehir Bera BICER
Baskent University, Faculty of Fine Arts, Design and Architecture, Department of Architecture,
nehirberabicer@gmail.com

Aesthetics can be comprehended as an intellectual and sensorial outcome of bodily
relationship with external environment by the help of a miscellaneous and ‘synesthetic’
perception. An entire bodily experience is required to behold, touch, listen, and conceive
the external world while building an embodied aesthetic perception. City, as an artefact,
is a collective aesthetic field in which visual, auditory, olfactory, haptic or kinetic senses
jointly trigger an aesthetic embodiment. Multisensory aesthetics arises from the joint
effect of all sense modalities and sound is one of the substantial joints to establish sense
identity of cities. Sound is a powerful medium to grasp the spatiality of the city by
listening to its echos. The rhythm of the traffic, dogs barking, birds flapping, the cries of
street vendors, all these sounds are inscribed in the code of everyday life. Acoustic
components are interwoven within whole urban context as critical reference points and
this study introduces the notion of soundscape to justify that urban whispers constitute
the psychoacoustic aesthetics. The term soundscape gained prominence in the 1970s and
it represents the perceptual construct related to acoustic environment. While
constructing soundscape perception, holistic listening of the whispers promotes an
awareness of the rich array of sounds by the help of acoustic associations, analogies or
comparisons. The soundscape of the world is changing and this study aims to represent
soundscape mapping as an alternative documentation tool to pursue what happens when
sounds change. Soundscape mapping will be utilized to visualize both the objective and
subjective soundscape data. The soundscape characteristics of Cikrikcilar Yokusu in Ulus
which is the historical center of Ankara, Turkey will be scrutinized thanks to its rich
acoustic diversity which has always been under the risk of suppression. The urban
soundscape patterns of Cikrikcilar Yokusu have revealed unique acoustic aesthetics so
far. In order to understand the acustic qualities, the etymology of the name ‘Cikrikcilar’ is
analyzied. It comes from the word ‘Cikrik’'which means spinning-wheel, a manual tool to
produce rope from wool. This tool makes the unique rhythmic sound of ‘Cik, cik, rik’ and
this sound shapes the audiospatial aesthetics of Cikrikcilar Yokusu. However, the
soundscape of the region has been changing and the acoustic heritage of Cikriks could
not be preserved sufficiently, which caused the unique rhythmic sound of ‘Cik, cik, rik’ to
fade away. Current soundscape of Cikrikcilar Yokusu is dominated by the cries of
tradesmen, which is indeed a characteristic acoustic aspect under the risk of
disappearance because of rapid urbanization. All in all, urban whispers keep changing,
which affects the psychoacoustic aesthetics of the related context. Tracing the trajectory
of the changing psychoacoustic aesthetics of Cikrikcilar Yokusu by the help of soundscape
mapping of the area will be proposed within the scope of this study.

Keywords: Multisensory Integration, Soundscape, Acoustic Perception, Psychoacoustic
Aesthetics, Cikrikcilar Yokusu
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Film Anlatisinda Estetik:
Oznel Bir Bakis

Secil BUKER

Bu bildiride filmlerde giizelin disavurumu 6znel bir bakis agisi ile 6rneklerle anlatilacak.
Filmlerden drnekler gésterilirken filmin dogasini ve film dilinin evrimini dislamak olanaksiz
kuskusuz. Bundan dolayi Bazin’den Bonitzer’e, oradan da Deleuze’e uzanan bu kisa

yolculuga tablo-planlar ve zaman-imgeleri eslik edecek.
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IFADENIN YOL AYRIMI: MUZiK VE DiL

Simay CANLAR MORKOC
Orta Dogu Teknik Universitesi, simaycanlar@gmail.com

Bu arastirmada, Ludwig Wittgenstein’in miizige degindigi noktalardaki baglam ve
yontemden yola ¢ikarak dil ve miizik arasindaki iliski g6zlemlenecektir. Hem erken, hem
ge¢ dénem yazilarinda miizik gerek agiklamayi kolaylastirici gerekse kendi basina diistince
konusu olarak disiinirdn sik kullandig bir kavramdir.

Wittgenstein, dilin nasil gelistigi, 6grenildigi ve anlasildigiyla ilgili disiincelerini bildirirken,
pek cok defa miizik ve duyus lizerine 6rnekler vermistir. Buna sebep olarak, miizik ve dilin
ortak bir temele oturuyor olmasi verilebilir. Bu temele, basit olarak ses denebilir. Fakat,
aciktir ki ne konusma dili ne de miizik yalnizca seslerin dizilmesiyle var olamaz. Bunun i¢in
pek ¢ok farkli dinamigin bir araya gelmesi gerekir. Konusurken, s6zciiklere ek olarak,
vurgu, tonlama, hiz ve bedensel jestler bir cimlenin anlamli olmasini saglar.
Wittgenstein’a gore, bir ciimleyi i¢cimizden okurken bile bu ince ayarlamalari yapmadan
anlamin bitdniine ulasamayiz. Miizik ve konusma dilinin benzerligi tam da burada agik¢a
gozlemlenebilir. Vurgu, tempo, sesin yiikselip algalmasi, ritim ve melodiler muzigi
olusturan temel 6gelerdir. Muizikal 6geler ve dilsel 6gelerin birbirine bu benzerligi,
Wittgenstein’in miizik tizerinden bu denli ¢cok diistince Gretmesini de anlasilir kilar.

Mizik atiflarinin gérece az oldugu Tractatus’ta, insan nesneler ve bunlarin birbirleriyle
olan baglantilarindan belirli resimler tretir ve bu onun dinyay: goris seklidir. Dil de
yalnizca bu resimlerden ve resimlerin olaylari ve olgulari olusturdugu karmasik yapilardan
bahsedebilir. Bunun disindaki herhangi bir sey dilin sinirlarinin 6tesindedir ve onlar
hakkinda sessiz kalinmalidir. Wittgenstein’a gére bu disarida kalan alanda, etik ve estetik
bulunur. Clinkii bu alanda nesnelerden bagimsiz seyler lizerine yargilara varilmaktadir. Bu
disiinceyi dile getirirken bile bu alandan bahsetmemiz gerektigi elbette Wittgenstein’in
da ikinci donem felsefesinde, temel olarak Felsefi Sorusturmalar’da, dil ile ilgili oldukg¢a
farkl bir sonuca varmasina yol agiyor.

Felsefi Sorusturmalar’da, dilin iletisimin timdini kapsadig ve bu gerceklesirken dil
oyunlarina basvuruldugu gorilir. Dil oyunlari, gramer, sézdizimi, vurgular, jestler ve
kdltarel kabullerin olusturdugu kurallarla oynanir. Bu kurallar siki oldugunda kendi
kurallarimiz icinde sikisiriz, yalnizca degisime agik oldugunda oyuna devam etmek
mumkiin olur. Miizik burada da dil ile ayni ¢izgide bulusur. Tarihsel olarak insanin yagamsal
ihtiyaclar degistikge ifade bicimleri de degismektedir. Hem miizikal kompozisyon hem
dilsel kompozisyon bu degisimin ilk karsilasildig1 yerlerdir. M{izigin, kurallarini zaman
icinde esneterek ifade gliciini gelistirdigini ve evrildigini gézlemlemek zor degildir. Dil
oyunlari kavraminin dinamik yapisi, dilin mizikle olan iligkisini anlamamiza da 151k tutuyor.

insanin iletisim ihtiyaci, sézciikler ve melodilerin actigi iki ana yolda ilerleyerek ifadesini
bulmustur. Bu iki yolun birbirinden ayri olmasi ise ne miizigin dil tarafindan ne de dilin
miizik tarafindan tarif edilememesinden ileri gelmektedir. Bu arastirmada miizik ve dilin iki
ayriiletisim tird oldugu, Wittgenstein’in felsefesi ve miizikal yorumlari isiginda
gosterilmeye calisilacaktir. Dilin felsefi temellerini anlama yolunda miizikten, miizigin
felsefi temelleri arayisindaysa dilden destek alinacaktir.

Anahtar kelimeler: iletisim, mizik, ifade, dil, Wittgenstein
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THE CROSSROADS OF EXPRESSION:
MUSIC AND LANGUAGE

Simay CANLAR MORKOC
Orta Dogu Teknik Universitesi, simaycanlar@gmail.com

In this study, the relationship between language and music will be considered by using
the context and method of Ludwig Wittgenstein in terms of music. In both early and late
writings, music is a concept that facilitates explaining and is frequently used by the
thinker as a subject of thought.

Wittgenstein, while expressing his thoughts on how the language developed, learned and
understood, gave many examples on music and emotion. This may be due to the fact that
music and language sit on a common basis. This foundation can be called sound. But it is
clear that neither the language of speech nor the music can only exist with the
arrangement of voices. For this, many different dynamics must come together. While
speaking, in addition to words, emphasis, intonation, speed and bodily gestures make a
sentence meaningful. According to Wittgenstein, even when reading a sentence from
within, we cannot reach the whole meaning without making these fine adjustments. The
similarity of music and speech language can be clearly observed here. Emphasis, tempo,
the rise and descent of sounds, rhythm and melodies are the main elements of music. This
similarity of musical elements and linguistic elements makes it clear that Wittgenstein
produces so much thought through music.

In Tractatus, where music references are relatively small, it produces certain images from
human objects and their connections to each other, and this is his way of viewing the
world. Language can only speak of these pictures and the complex structures in which
the images form the events and facts. Anything other than this is beyond the limits of the
language and should be kept silent about them. According to Wittgenstein, this is the
outside area, ethics and aesthetics. Because, in this area, independent judgments about
objects are reached. Even in expressing this thought, the fact that we need to talk about
this area leads Wittgenstein, in his philosophy of the second term, to a quite different
conclusion about the language in the Philosophical Investigations.

In the Philosophical Investigations, it is seen that the language covers the whole of
communication and that language games are used when this happens. Language games
are played with rules formed by grammar, syntax, accents, gestures and cultural
acceptance. When these rules are tight, we get stuck in our own rules, it is only possible
to continue the game when it is open to change. Music meets here in the same line as the
language. Historically, human forms of expression change as their vital needs change.
Both the musical composition and the linguistic composition are the places where this
change was first encountered. It is not difficult to observe that music evolves and evolves
its rules by stretching its rules over time. The dynamic structure of the concept of
language games also sheds light on our understanding of the relationship between
language and music.
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The need for communication of people, the words and melodies opened on the two main
roads found expression. The fact that these two ways are separated from each other
comes from the fact that neither music nor language can be defined by each other. In this
study, it will be tried to show that music and language are two different kinds of
communication in the light of Wittgenstein's philosophy and musical interpretations.
While music supports us in our quest to understand language, language will support the
philosophical foundations of music.

Keywords: communication, music, expression, language, Wittgenstein
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Objective Criteria For Aesthetic Judgement:
Physics And Cognitive Perception

Jonas CIURLIONIS
Vilnius University, jciurlionis@hotmail.com

Very often postmodern aesthetic theories either put aside the question of objectivity in
aesthetics orignore it and treat it as impossible to answer. Nevertheless, that is a core
question for any such a theory. Immanuel Kant despite the subjective nature of his
Critique of Judgement notices the importance of Universality while analyzing categories of
quantity. While contemporary aesthetic theories often emphasize relativistic, subjective
(or intersubjective at most) nature of aesthetics and art grounding their premises in
psychoanalytic and Neo-Marxist social contexts, at the same time scientific researches in
physics as well as rapidly developing cognitive sciences reveal that there might be more
arguments to the objective nature of aesthetic judgement. All aesthetical judgement is
initially dependent upon physical qualities — sound and light waves as well as their psycho-
physiological perception. Herein | shall analyze these arguments within the structure of 4
main aesthetic aspects which compound an aesthetic object, namely: 1) technical
performance; 2) order (which includes harmony and composition); 3) rhythm; and 4)
theme(s). The analysis will be based on theories of Young, Maxwell, von Helmholtz as
well as on data of contemporary experiments. New researches of Krumhansl and Weir,
Jesteadt, Green as well as Hall and Hess in sound perception reveal human reactions to
frequency changes which are important part of consonance-disonance aesthetic
understanding. Experiments by Brahn and Brett on basal ganglia and SMA reveal
important information of brain reactions to rythmical frequences thus placing the
understanding of a rythm into neuro-physiological structure of human organism.
Experiments‘ data of Konecni (1997), Perrett, May, Oshikawa (1994), Land, Jaen
University (2016) reveal clear preferences of aesthetic judgement. Therefore, the
evaluation of an asthetic object is rather based upon the physio-pshychological structure
of human being as such than subjective taste . And while certain perception features that
affect judgement can be developed the universal aesthetism lies within each of us.

Key words: aesthetics, rythm, judgement, objectivity, perception
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Karsilastirmali Analiz:
Klasik Heykellere Karsilik Ronnie O’Sullivan’in Durusu

Rabia Cigdem CAVDAR
Department of Architecture, Cankaya University, Ankara, Turkey,
rccavdar@cankaya.edu.tr, rccavdar@gmail.com

Bu girisim, insan durusunun sabit niteliklerini géstermek igin, iki farkli zaman araligindaki
beden dillerinin karsilastirmali estetik analizini yapma 6nerisi olarak okunabilir. Genellikle,
roma heykellerindeki duruslar, goriiniiste yasam-boyutsal ve yasam-benzesik karaktere
sahiptir, kadim heykellerin bu karakteristigi onlari zamansiz kilar, béylece, bu 6zellik
aracihgiyla ¢agdaslasmis olurlar. Gliniimiiz sportif alanlarindan secilen herhangi bir
orneklemde, cagdas sporcularin duruslari ile roma heykelleri duruslart arasindaki
benzerlikleri izlemek olasidir. Bu ¢alismayla, roma heykelleri ile snooker oyuncusu Ronnie
O’Sullivan’in duruglar arasindaki farklilik ve benzerlikler irdelenecektir. Sportif alan olarak
snooker oyununun se¢ilmesinin arkasindaki neden, snooker’in hareketli olmayan
duruslarin temsil edildigi duragan bir sportif alan olmasidir. Oran, denge ve ergonomi
baglaminda, roma heykelleri duruslari ve snooker oyuncusunun duruslari karsilagtirmali
olarak analiz edilecektir. Bedensel ifadelerdeki benzesimleri izlemek ilgingtir. Burada
secilen érneklem, Ronnie O’Sullivan, sadece sportif bir teknigin érnegi degildir, ayni
zamanda bedensel oranlari roma heykelleri ile drtlisen bir kisidir. Roma heykellerinin bir
olayi ya da kisiyi resmetmek veya animsatmak amaciyla yapildiklarinin bilinci isiginda, bu
analizin roma heykellerinin baglamsiz bir estetik okumasini kapsadigini vurgulamak
gerekir.

Anahtar Kelimeler: estetik okuma, karsilastirmali analiz, roma heykelleri, Ronnie O’Sullivan
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Comparative Analysis:
Classical Sculptures X Posture Of
Ronnie O’sullivan

Rabia Cigdem CAVDAR
Department of Architecture, Cankaya University, Ankara, Turkey,
rccavdar@cankaya.edu.tr, rccavdar@gmail.com

This attempt could be read as a proposal to make an aesthetic comparative analysis of
body languages in two different temporal intervals in order to show of how the human
posture is constant. The postures in roman sculptures usually have life-size and life-like
character in appearance and this characteristic of ancient sculptures is made them
timelessness, thus they were became contemporary via this feature. In any case chosen
from a sportive field in contemporary period, it is possible to follow that the postures of
roman sculptures have some similarities with the postures of contemporary sportsman.
With this study, the differences and similarities will be scrutinized between the postures
in roman sculptures and the postures of snooker player, Ronnie O’Sullivan. The reason
behind to choose snooker playing as a sportive field is that it is a stable sportive field that
represented immobile postures. The postures of the roman sculptures and the postures
of the snooker player will be comparatively analyzed within the context of proportion,
balance and ergonomics. It is interesting to follow some similarities within their bodily
expressions. Here the chosen case, Ronnie O’Sullivan, is not only the sample of a sportive
technique, but also a person that his bodily proportions overlap with the roman
sculptures. With the consciousness that the roman sculptures were made for
depicting/recalling an event or a person, it is significant to emphasize that this analysis
comprises a contextless aesthetical reading of roman sculptures.

Keywords: aesthetical reading, comparative analysis, roman sculptures, Ronnie O’Sullivan
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Sanatta Beden Ve Eklentisi Olan Protez

Tansel CEBER
Hacettepe Universitesi Glizel Sanatlar Fakiiltesi Heykel Béliimii, www.tanselceber@hotmail.com

Bu bildiride sanatta bedenin yeri ve bedene eklenen protez nesnelerin tarih icinde sanatsal
Uretimlerdeki karsihgi donemlere gore farklilik gésteren beden algisiyla iliskilendirilerek
arastinlmistir. Bedene eklenti olan proteze genis bir cerceveden bakilmis ve ilk insandan
gunidmiuze kadar olan siirecte protez nesnesinin bedenle iliskisi, ardindan sanatta protezin
yeri ve iliskisi son olarak da glinimiiz sanatinda protez kavraminin ele alinis bicimleri farkl
bakis agilar getirilerek arastinilmistir.

Protez insanin bedensel eksiklerini tamamlayan eklentidir. Kronolojik olarak protezin gelisim
ve degisimine bakildiginda protezi ti¢ kategoriye ayirmak mimkiinddr. Birincisi temelde doga
ile miicadele sonucunda icat edilen alet, edevat vs. dir. insanin kendini hayat icinde
konumlandirma ¢abasi her canli gibi onun da hayatta kalmak icin miicadele icinde oldugu
doga ile iliskisiyle baslar. Bu miicadelede insan her ne kadar zihinsel gelismisligi ile diger
canlilara gére avantajli gériinse de bedensel eksiklikleri ona dezavantajlar yaratir. ilk insanlarin
bu dezavantajlan gidermek icin gelistirdigi cesitli protez nesneler bildiride ele alinan ilk
kategorideki protezlerdir.

ikinci kategoride insan bedeninin fiziksel bitiinligiintin korunmasi, eksik uzuvlarin
tamamlanmasi amaciyla gelistirilen, genel anlamiyla bilinen protezler bulunur. Bu protezler
yitirilen bedensel biitiinligl estetik olarak tamamlamak veya kaybolan fiziksel kabiliyetin
yerini doldurmak icin gelistirilen nesnelerdir ve daha ¢ok tip alanina girerler.

Uciincii kategoride gitgide kalabaliklasan diinyada insanin konfor alanlarini genisletmek ve
hayati pratiklestirmek icin Gretilen, teknolojinin de etkisiyle gelistirilen makine, teknolojik
aletlerin yani sira kendi bedenine ve beden goriintiisu tGizerinden algilanan kimligine hakim
olmak isteyen insanin bedensel 6zelliklerini degistirmek igin yaptigi estetik eklentiler veya
aklin zafiyetlerini gidermek icin yahut bedeninin gitgide hizlanan yasama ayak uydurmasi igin
insanin gerekli gordiigl kimyasal protezler bulunur.

insan dis diinya ile iliskisini ilk olarak bedeni {izerinden kurar. Bu yiizden bedensel 6zellikleri
onun dinya ile olan iliskisinde dogrudan etkilidir. Gliniimuzde insan kendi bedeni tizerinde
yapabildigi oynamalar sayesinde énemli 6l¢tide dis goriinistini degistirerek hayat iginde
kendini konumlandirabildigi gibi kullandig kimyasal ilaclar sayesinde kendi diinya algisini da
degistirebilmektedir.

Sanatin beden ile iligkisi sanat¢inin insan gercegine ulasma ¢abasiyla iliskilendirilebilir. Bu
gerceklik arayisi, sanat tarihinde 6nceleri bedeninin temsil ettigi ideolojik gerceklikle, sonra
bedenin kendi fiziksel 6zellikleriyle, ardindan giinliik yasamda toplum i¢inde yasayan ve
hisseden insanin varliksal 6zelliklerinde karsilik bulur. insanin hayat icinde kendini
konumlandirmak icin kullandig protezler sanatta temsil edilen insan bedeninde de kullanilir.
Bu protez nesnelerin sanatsal tretimlerde kullanimi, protez nesnelerin yasam icindeki konumu
ile dogru orantili olarak degismektedir.

Bu kapsamda, yapilacak sunumda sanatta bedenin yeri ve degisen konumu, protez nesnelerin
ne’ligi ve bedenle kurulan iliskisi farkli sanatgilarin calismalarindan érneklerle sunulacak ve
tartismaya acilacaktir. iki béliimden olusan arastirmanin ilk béliimiinde bedenin hangi
Ozellikleriyle sanat alanina nesne ve malzeme oldugu ikinci béliimde ise protez nesnesinin
cagdan caga degisen beden anlayisiyla birlikte sanatsal tiretime nasil girdigi incelenmistir.

Anahtar Kelimeler: Protez, Eklenti, Beden, Malzeme, Cagdas Sanat.
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Body in Art and It’s Prosthesis Being It’s Extension

Tansel Ceber
Hacettepe University Faculty of Fine Arts Department of Sculpture, www.tanselceber@hotmail.com

In this paper, the position of the body in art and the reciprocal of prosthetic objects
added to the body in history of art production have been investigated by correlating with
the body perception which differs according to time periods. The prosthesis which is an
extension to the body has been looked at through a wide frame and the relation between
the prosthetic object and the body during the period from the first man to the present,
then the position and relation of the prosthesis in art, and the ways in which the
prosthesis concept is discussed in contemporary art has been investigated through
different perspectives.

Prosthesis is an attachment that completes the bodily deficiencies of human beings.
When the development and replacement of the prosthesis is examined chronologically, it
is possible to separate the prosthesis subject into three categories. The first is basically
the tools invented as a result of the struggle with nature. The effort of man to position
himself in life begins with his relationship with nature, in which he struggles to survive like
all living things. In this struggle, although man seems advantageous compared to other
creatures with his mental development, his bodily deficiencies create disadvantages to
him. Various prosthetic objects developed by the first people to overcome these
disadvantages are the first category of prostheses which are discussed in the report.

In the second category, there are generally known prostheses developed to preserve the
physical integrity of the human body and to complete the missing limbs. These
prostheses are objects that are developed to complete the loss of bodily integrity
aesthetically or to replace the lost physical ability, and belong more likely to medicinal
field.

Third category includes machine and electronic devices that are produced with the help
of technology in order to expand the confort areas of people in an increasingly crowded
world and to make life practical or aesthetic extensions that man implement to modify
bodily properties for managing his identity perceived by his body and body identity or
chemical prostheses which are deemed necessary by man in order to overcome
vulnerabilities of mind or to keep pace with the rapidly accelerating life.

Man first establishes his relationship with the outside world through his body. Therefore,
his body features are directly influential in his relationship to the world. Today, people can
position themselves in everyday life by changing their external appearance significantly
through bodily modifications and change their perception of the world thanks to the
chemical drugs they use.

The relationship of art with the body can be related to the artist's attempt to reach the
reality of man. The search for this reality in the history of art, finds responses first in the
ideological reality represented by the body, then on the physical properties of the body,
and then on the existential characteristics of the people who live and feel in society in
daily life. Prosthetics that man uses to position himself in life are also used in the human
body represented in art. The use of these prosthetic objects in artistic production varies in
correlation to the position of prosthetic objects in life.

In this context, the current and changing position of the body in art, the characteristics of
prosthetic objects and the relationship with the body will be presented and discussed
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with examples from the works of different artists. In the first part of the study which
consists of two parts, which features of the body are objects and materials in the field of
art is analyzed, in the second part, how the object of prosthesis has been integrated into
artistic production with the changing perception of the body from age to age.

Keys: Prosthesis, Extension, Body, Material, Contemporary Art.
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Karikatiirlerde Konut Temsili: 1950-1970

Meltem CETINEL
Istanbul Kiiltiir Universitesi, m.cetinel@iku.edu.tr

Tirkiye’nin konut tarihine, farkli disiplinler, zaman araliklari veya temalar tizerinden
odaklanan ¢ok sayida ¢alisma vardir. Bu ¢alismalarin bazilarinin agiklayici ve bilgilendirici
bir tonu olmakla beraber bazilari da ¢esitli medya araclarinda konutun temisili ile ilgilenir.
S6z konusu temsil meselesi bu calismanin da odak noktasidir. Konut imgeleri, temsil
yoluyla ve farkli medya araclari ile diinyayr dolasma sansina sahiptir. Modern diinyada
konutlarin medyadaki temsili ve yayilma potansiyeli, yeni konutlarin tretimi ve tanitilmasi
yoluyla yeni yasam tarzinin yayilmasina yardimci olmaktadir. Bu ¢calismada, 20. ylizyilin
ortasinda yeni konutlarin halka nasil sunuldugu ve halkin da yeni konut tiplerini, Gretimini
ve beraberinde 6ngdriilen yeni yasam tarzini nasil degerlendirdigi, mizah dergilerinden ve
gazetelerden derlenen karikattirler araciliglyla analiz edilmektedir. Profesyonel olmayan
popller medya araclarinin parcgasi olan karikattir, elestiri ve yorum da barindirdigindan
dolayr mimarlik tarihi yazimina katkida bulunabilir. Y6netici siniftan bagimsiz ve muhalefet
eden bir karaktere sahip oldugundan, bu ¢alismada incelenen modern konutun kamusal
algisini ortaya koyma konusunda 6nemli potansiyele sahiptir. Karikatiri 6zel kilan,
bicimsel 6zellikleri araciligiyla bir kamuoyu yaratma potansiyelinin yani sira halihazirdaki
kamuoyunu hiciv sanati izerinden yansitmasidir. Karikatiir, mizah tretirken ayni zamanda
toplumsal iktidar iligkilerinin elestirel bir degerlendirmesini de sunar. inceledigi konu ile
dogrudan iliskili olan ve dolayisiyla izleyici/halk tarafindan gézlemlenebilecek mevcut
sorunlari veya eksiklikleri iceren bir ¢erceve cizdiginden, halka neyin sunuldugunu
gozlemlemek icin dnemli bir belge haline gelir. Karikattirde temsil edilenlerin iki yiizG
vardir: Temsil edilen toplumda ortak bir goriis olusmasini saglarken ayni zamanda
toplumsal tepkinin temsili olarak da gorilebilir. Bu nedenle, dénemin karikaturleri sadece
yirminci ylGzyilin ortasindaki konut mimarisini daha genis baglamlarda temsil etmekle
kalmayip, ayni zamanda elestirmektedirler. Dolayisiyla, bu karikatirler farkh bakis
acilarindan dénemin konut tretimi hakkinda yeni anlatimlar tiretebilmeyi saglayacak tarih
yazimi kaynaklaridir. Bu ¢alismada, Akbaba mizah dergisi ve Milliyet gazetesinden 1950-
1970 yillari arasindan derlenen karikatirler tizerinden, Tiirkiye konut tarihini okumak ve
medya ile mimarlik arasindaki iliskiyi karikattrler Gizerinden yorumlamak
hedeflenmektedir.

Anahtar kelimeler: modern mimarlik, konut, karikattr, Il. Diinya Savasi sonrasi dénem
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The Representaion of Housing in Turkey in the Caricatures:
1950-1970

Meltem CETINEL
istanbul Kiiltiir University, m.cetinel@iku.edu.tr

There are many studies focusing on the housing history of Turkey by centring on different
areas, time periods or concepts. While some of them have a descriptive and informative
tone, some of them deal with the representation of housing in several media tools. These
images of houses have a chance to circulate around the world through different media
tools that encourage the discussion on the design of domestic space. The representation
of housing in the media of the modern world helps the dissemination of the new life-style
in line with the production of new houses. In this study, caricatures from humour
magazines and newspapers are chosen as a non-professional media tool to understand
how the new type of dwellings was presented to the public and relatedly how they were
evaluated by them. Not only for being a non-professional media tool, but also due to their
interpretative character instead of an academic stance, caricatures are valuable medium
for contributing to the writing of architectural history. Caricatures have a great potential
to reveal the public perception and cognition of modern housing since they are free from
the ruling elites’ direction and have an antagonist characteristic. What makes caricatures
unique is that, while they help to create public opinion by taking advantage of their
formal characteristics, they also reflect the already existing public opinion through the art
of satire. Caricatures are not only the material of humour, but also the critical evaluation
of social power relations. What makes caricatures different from any art media is that
they target a larger audience. Caricatures generally draw a frame that is directly related
with the subject, which incorporate the current issues or deficiencies that could be
observed by the public. Therefore, they become important documents for observing
what is represented to the public because those represented have two faces: It is
possible to read them as the tools of power to demonstrate a common thought or to see
them as the representation of public reaction. Thus, contemporary caricatures not only
presented but also criticized the mid-century apartments in Turkey in their broader
contexts, becoming important sources for architectural historiography to be analysed in
order to be able to produce new narratives about housing from different perspectives. To
do that, caricatures related with the housing from the humour magazine Akbaba and
newspaper Milliyet in the period between 1950 and 1970 will be evaluated.

Keywords: modern architecture, housing, caricature, postwar period
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Birlikte Calismanin Siirdiirilebilirligine Estetik Bir Yaklasim

Saadet CETINKAYA
Kadir Has Universitesi, saadet.cetinkaya@khas.edu.tr

Fikret Korhan TURAN
Altinbas Universitesi, korhan.turan@altinbas.edu.tr

Bireylerin is tatminini arttirma ve tiikenmisligi d5nleme konusunda etkili oldugu disiinilen
is-yasam dengesi, drgiitsel davranis alaninda son yillarda ilgi géren konulardan biridir. Is-is
disi yasam dengesinin saglanmasi hem ¢alisanlarin hem de onlarin ise adanmis olmalarin
isteyen isverenlerinin arzu ettigi bir durumdur. Bu ¢alismanin ana arastirma sorusu, bireyin
tatmini ve isyerinin stirdiirGlebilirligi icin 6rgut-birey iligkisinin ve bireyler arasindaki
iliskilerin nasil diizenlenmesi gerektigidir. is hayatinda birey, érgiitle ve diger bireylerle
iliskisinde kisisel biittinligind, 6zginligind, etkenligini, is-yasam dengesini korumak
ister. Orgiti kuran ve ona yon verenler de amaglarina ulasincaya kadar 6rgiitiin
strdirebilirligini saglamak ister. Bu iki hedefi de ger¢eklestirecek bir calisma diizeni
tasarlanirken sorunun sosyal/ekonomik oldugu kadar, estetik yoniyle de ele alinmasi
gerekir. Birey agisindan, is-yasam dengesinin olusturulabilmesi, benlik imgesiyle birlikte
bireysel degerlerin de anlasiimasini gerektirir. Orglitsel stirdirilebilirlik agisindan, 6rgiit ici
uyum, yaraticilik, esneklik ve ¢esitliligin saglanmasi gerekir. Stirdirilebilir 6rgiit konusu,
halihazirda ele alinan ekonomik, sosyal ve cevresel gerekler kadar, denge, uyum,
6zgunliik, degiskenlik gibi estetik kavramlar Gizerinden de tartismaya agiimalidir. Org(it bir
bitiinse, biz ¢alisanlar onun nasil parcalariyiz? Bu arastirma sorusunun yanitlanabilmesi ya
da en azindan bir etkilesimin baslatilabilmesi i¢in 6nerilen yontem de estetik temellidir.
Bireysel algi ve diistincelerin estetik bicimlerle ifade edilmesi, estetik bilgi tiretiminin bir
tdriadur. Estetik bilgi, toplumun isleyisinde hayati rol oynayan 6rtiik bilginin bir parcasidir
ve akademik arastirmalarda kullanimi yayginlasmaktadir. S6zcikler yerine cizgiler ya da
diger estetik bicimler kullanarak diistincelerin ifade edilmesi, 6rgitlerde icebakis, birlikte
karar alma ve stratejik yon belirleme amaciyla da kullaniimaya baslanmistir. Sanatsal
yontemler yoluyla, calisma yasamina ve orgitlere dair kavramlar yeni bir anlayisla ele
alinmakta ve yeni bir dille anlatilabilmektedir. Geleneksel olarak is drgtitleri bir érgtit
semasiyla gosterilir ve yalnizca hesap verme iliskileriyle resmi bilgi akislarini gésteren
cizgilerden olusur. Oysa yukarida deginildigi sekilde siirdirdlebilir olmasi beklenen is
orgutd, calisanlari bireyler olarak ele alan, onlari teknik yetkinlikleri, degerleri, tercihleri,
anilari, hayalleri, sosyal iliskileri ile biitiin olarak degerlendiren bir yapi olacaktir. Bu yapi,
orgutlin parcasi olan bireyler tarafindan geleneksel 6rgiit semasindan farkli olarak
dusinilebilir ve anlatilabilir. Bu ¢alismanin 6zgiin katkisi, drgitsel stirdiirilebilirligin
estetik boyutuyla beraber degerlendirilmesi ve bu incelemede sanatsal yontemlerden
yararlaniimasidir.

Anahtar kelimeler: 6rgiitlerde estetik; orgitsel surdirilebilirlik; 6rgltsel davranis; orgiit-
birey iligkisi; orgtit yapisi
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An Aesthetic Approach
To The Sustainability Of Working Together

Saadet CETINKAYA
Kadir Has University, saadet.cetinkaya@khas.edu.tr

Fikret Korhan TURAN
Altinbas University, korhan.turan@altinbas.edu.tr

Work-life balance has been a popular research area in organizational studies in recent
years, as it helps increase job satisfaction and avoid employee burnout. Balance of work
life and nonwork life is desired both by employees and employers, who expect employees
to be highly engaged at work. The main research question of this study is how the work
relationships among individuals, as well as between each individual and the organization,
should be conceived in order to attain job satisfaction and organizational sustainability.
While employees wish to maintain their personal integrity, individuality, proactivity, and
balance of work-nonwork life, employers seek organizational sustainability at least until
the organization fulfills its mission. An organizational design to accomplish both
objectives demands not only socioeconomic but also aesthetic considerations. At the
individual level, understanding of self-image and personal values is required to achieve
work-life balance. At the organizational level, harmony, creativity, flexibility, and diversity
are required for sustainability. Thus, study of organizational sustainability should include
aesthetic conceptions such as balance, harmony, originality, and movement, in addition
to current economic, social, and environmental dimensions. In other words, if the
organization is a whole, what kind of parts are the employees? The proposed approach to
this question involves art based methods. Aesthetic expression of individual perceptions
and thoughts is a form of aesthetic knowledge production. Aesthetic knowledge is a part
of tacit knowledge, which has a vital role in society, and the use of such knowledge in
academic research has expanded in recent years. The expression of perceptions and
thoughts via drawings and other aesthetic forms is also occasionally used in organizations
for introspection, participative decision making, and strategy formulation. Through art
based methods, organizational and work-related matters can be interpreted in a new
light and described by unconventional means. Traditionally, work organizations are
illustrated as organization charts, merely showing accountability relationships and formal
information flows. However, the organization intended to be sustainable as mentioned
above, should be a structure that treats employees as individual wholes including their
technical capabilities, values, preferences, memories, dreams, and social relations. This
structure can be interpreted and described by organizational members in a way different
from traditional organization charts. The contribution of this study is the appreciation of
organizational sustainability with its aesthetic dimension by using art based methods.

Keywords: organizational aesthetics; organizational sustainability; organizational
behavior; individual-organization relationship; organizational structure
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Osmanli’da Bir Poetika Kurumu: Re’isii’’s-Su’ara Miiessesesi

Ayse DALYAN
Kibris Amerikan Universitesi, aysed_dalyan@hotmail.com

Osmanli siiri Islam sanat anlayisina dayali bir gelenege sahiptir. Bu, Osmanl’’nin
kurulusundan yikilisina kadar bir temel unsur olarak devam etmistir. islam gelenegine
sahip Osmanl’nin XVIIl. ytzyilinin zihniyet diinyasinda ve sosyal hayatinda bir degisim
baslar. Bu degisim, klasik estetikte ve gelenekte ciddi bir kirlmalara yol acar. Her ne kadar
bu ylzyilda pek cok alanda yenilik arayiglari hissedilmesine ragmen bu asir edebiyatinin
taklit seviyesinde kalmasi, ortaya konulan edebif tirtinlerin nitelik bakimindan zayif olmasi,
artan sair sayisina karsilik Osmanli siirinde goriilen yozlasma, sairleri elestirel bir tavra,
edebi gelenekte de poetik sorgulamalara sevk etmistir. Poetik sorgulama noktasinda
islami gelenekte sair, sanat eseri ve hami (patron) icgeninde merkez hamidir. Osmanli
Devleti’nin en yetkili hamisi hiikiimdardir. Hem edebi eserin hem sairin sanat diinyasindaki
yerini hep hiikiimdar belirler. Sair ve sanat eseri bu durumda edilgendir. Dolayisiyla,
Osmanli edebi geleneginde degisim her zaman devlet politikasiyla paralelilerler ve
hiikiimdar kontroliiyle gerceklesir. Devlet onayr olmadan hi¢bir degisime izin verilemez.
Degisimin mesru sayilabilmesinin tek yolu degisimin devlet tarafindan yapilmasina
bagldir. Boylece, Osmanli’da edebi degisim, daima devlette baslayan ve oradan topluma
dogru yol alan bir olgu olur. XVIII. ylizylda dénemin edebiyat ortaminin sorgulanmasi,
siirin neye denildigi, sairin kim oldugu sorularina cevap vermek icin poetika ve poetik
elestiri baglaminda iki sorumlulugu omuzlarina yiikleyen bir kurum, devlet eliyle
olmusturulur. Bu kurum Re’isti’s-Su’ara (Sairler Reisi) Miessesesi’dir. Sorumlulugun I11.
Ahmet’in fermaniyla Osmanzade T&’ib’e verilmesiyle olusan bu kurum, Sadrazam ibrahim
Pasa’nin fermaniyla Seyyid Vehb?’ye aktarildiktan sonra, Sadrazam Halil Paga’nin emriyle
de Siinbiilzade Vehbf’ye gecmis ve son olarak II. Mahmud’un Kibrisli Hilmi Efendi’yi
atamasiyla noktalanmuistir. Kurumun anlati bicimi islamf bir siir yapisi olan kasidedir.
Vekaletname kasideleriyle baslayan bu ifade bicimi kendini poetik bir deger tasiyan Stihan
(s6z) kasidelerine birakmistir. Kurumun tstlendigi poetik degerlendirmelerle ilgili
kapsamli bir ¢calisma bulunmamaktadir. Dolayisiyla bu calisma 6zelde kurumun poetika
yaklasimlarini giin 1s181na c¢ikaracak, genelde ise Osmanli’nin resmi poetikasiyla ilgili bilgi
Uretecek ve Osmanl’dan giinimize degisen edebf sanat anlayislariyla ilgili calismalara
aktaracagi bilgilerle katki saglayacaktir. Calismanin dnemi bu baglamda dusunilmelidir.
Calisma iki bélimden olusacaktir. ilk béliimde bir poetika kurumu olarak Re’isii’s-Su’ara
Miiessesesi ve temsilcileri ile ilgili bilgi verilecektir. ikinci bélimde ise kurumun anlati
bicimi olan siirlerden hareketle kurumun presipleri ve sanata dair gértsleri aktarilacaktir.

Anahtar Kelimeler: Osmanli, Re’isii’s-Su’ara Miiessesesi, poetika, kaside, Re’isii’s-Su’ara
Temsilcileri, MUessesenin Prensipleri
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An Ottoman Poetical Institution: Reisush-Shuara
Organization

Ayse DALYAN
American University of Cyprus, aysed_dalyan@hotmail.com

Ottoman poetry has a tradition that is based upon perspectives of Islamic art. This
tradition continued until the fall of the Ottoman Empire, when a change in mentality and
social life began in the 18" century. This change caused a significant break in classical
aesthetics and traditions and laid the groundwork for new literary approaches. However,
despite the pursuit of innovation during this century, literature remained at the level of
imitation. While the number of poets increased, the poor quality of their poetry led to
widespread criticism and inquiries questioning the prevailing literary traditions of the
time. In the Islamic tradition, hami (boss) is at the center of the triangle of poet, art work,
and hami. The most powerful hami of the Ottoman Empire was the ruler. Thus, both the
literary work and the poet's position in the art world were determined by the monarch,
and therefore the poet and his work of art were not very influential. Changes in Ottoman
literary traditions were determined by state policy and controlled by the ruler. Change
required government approval to be legitimate and thus, literary change started with the
state and moved from there to society. In the 18" century, a state institution took on the
responsibility of poetic criticism in order to determine what is poetry and who is a poet.
This institution was Reisush-Shuara (Head of Poets), which was founded upon the
granting of this responsibility to Osmanzade Taib by Sultan Ahmet Ill. After the transfer
of duty by the Grand Vizier Ibrahim Pasha to Sayyid Vehbi, it then passed to Sunbulzade
Vehbi by order of Grand Vizier Halil Pasha, and finally ended with the appointment of
Cypriot Hilmi Efendi by the ruler Mahmud II. The method of literary expression of the
institution was quasida which is derived from the poetry structure of Islam. This form of
expression, which started with the Vekaletname (attorneys' oaths) was replaced by Suhan
(word), which had a poetic value. There is no comprehensive study on the poetic
evaluations undertaken by the institution. Therefore, this study will reveal the poetical
approaches of the institution in particular, and will produce information about the official
poetics of the Ottoman Empire and contribute to the understanding of the changes in
literary art from the Ottoman Empire to the present. The importance of the study should
be considered in this context. The study will consist of two parts. In the first part, | will
provide information about the Reisush-Shuara Organization and its representatives as a
poetical institution. In the second section, | will explain the principles of the institution,
and their views on art from the institution's narrative method of poetry.

Key Words: Ottoman, Reisush-shuara Organization, Poetry, Quasida, Reisush-Shuara
Organization’ Representatives, The Principles of the Institution
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Teaching Philosophy Of History
As An Aesthetic Experience

lleana DASCALU
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Philosophical reflection on education has often emphasized the importance of aesthetics
for inclusive teaching and engaging pedagogical strategies. It is thus known that children
and students exposed to the arts are better able to observe the qualitative dimensions of
the world and enliven their own experience, develop a clearer sense of identity, as well as
a deeper understanding of social relations and morality through soma-aesthetics.
However, nowadays, under increasing pressure of a dominant utilitarian ethos which
exported the standards of technical rationality and efficiency into educational design, the
need for aesthetic education in a very practical way is even more pressing. In this
presentation | would like to focus on such a practical teaching strategy which combines
elements of John Dewey’s pragmatist aesthetics and Noél Carroll’s philosophy of art. My
goal will be to show how to can create livelier, deeper and more creative educational
experiences for students learning philosophy of history. The choice of the subject stems
from my direct experience with a domain enjoying a rather underprivileged position in
our philosophical curriculum, because (i) the need for a broader humanistic background is
greater than in the case of other subjects; (ii) the core conceptual apparatus overlaps
with epistemology, which makes things more abstract for students lacking a theoretical
bent; (iii) examples and contextualization are crucial. After mapping the field of
philosophy of history with its challenges | will distinguish between a more conservative,
static use of aesthetics, in the form of “gallery education”, and, on the other hand, a
more dynamic, performative manner in which students engage themselves with art.
Although of lesser impact, the benefits of the first method should not be overlooked,
because they allow better understanding and correlating otherwise abstract concepts
such as, for example, “historical facts”. Nevertheless, it is the second use of aesthetics
which yields deeper results, and it entails combining narratives to create new experiences
and explain concepts in a less analytic way. One case study proposed for discussion
would be that of using literary modernism (Virginia Woolf, James Joyce, Marcel Proust) to
create new experiences that illustrate the non-objective, non-static character of historical
facts as defined by historian Carl Becker.

Keywords: aesthetics, philosophy of history, education, experience
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ironik ve Egzotik Ofili Etkisi
(Sanatta Bir Karsi Saldir)

Giines DEMIR
Erzincan Bindli Yildinm Universitesi, Egitim Fakdiltesi, Giizel Sanatlar Egitimi Bélimi. gdemir@erzincan.edu.tr

Chris Ofili; Manchester dogumlu, Nijerya kékenli, siyahi bir ingiliz ressamdir. Geng ingiliz
ressamlar grubu sanatcisidir. Siyahi bir ingiliz olarak geleneksel sanatin yéntemlerini,
tekrar gelenege karsi kullanmaktadir. Sanatsal iretimlerinde baskin hegemonya
karsisinda duran izleyici i¢in imgenin dolaysiz ve anlasmali anlamlar bir arada
bulunmaktadir. izleyicilerin yapitlari ¢céziimlemeleri asamasinda, sanatcinin ifade alani
olarak bir asir yorumdan bahsedilebilir. Kiltiir ve doga ikililigi, Afrika ve Asya kolonilerinin
koklerinin anlatisini iceren fil diskisi Ofili’ nin kiiltirel alanlarinin, kékenin ifadesi, irkgi
yaklasimlara ve ¢ok kdiltirlilige karsi durustur. Siyahi sanatinin sembolii olarak tim
sanatsal tretimlerinde kullandigi fil diskisi; mizah, ironi, parodi, siyah kiiltiire sahip
eglenceli bir oyun, bir siyahi yasam seremonisidir. Bir sansasyon arayisinda olan,
déneminde mizahi bir karsi saldirtya gecen Ofili’nin vurgulu temalari dikkat ¢ekicidir.
Turner 6dilini almasini saglayan No Woman No Cry adli eseri ile taninirlhigr artan
sanatcinin; hemen hemen her ¢alismasinda kullandigi kéklerinin yapil dogasi ve orijinallik
imkani sunan fil digkisi stirekli karsimiza ¢itkmaktadir. Arastirmada yer alan eserler,
sanatcinin Postkolonyalizmin de 6nem kazandigl yillara denk gelen 1990’larin sonlarina
dogru uretmis oldugu farkl eserlerinden secilmistir. Bu arastirmada ele alinan eserler;
postmodern elestiriye acik eserler olmakla birlikte yapisékiim ile de incelenmistir.
Literatlir taramasi, sanatciyla yapilan video réportajlarin incelenmesi ve sanatcinin kendi
yazilari da incelenerek elde edilen veriler kullanilarak eserler kavramsal cercevede
tartisilmistir. Kimligi ve irki Gzerinde duran 6tekilestirilmis siyahi halkinin resmini yaptigini
belirten ve bunu sivri bir dille alimlayiciyl rahatsiz etme ¢abasi iginde gergeklestiren; Ofili,
bedenin yap1 bozumunu, kimligini ve kavramsal yapisini sorgulayan eserleriyle 6teki
konumundaki bedenleri kutsallastirir. Eserlerinde sanatginin bakisini ve kendimizi
gordigumiiz bir ayna vardir diyebiliriz. Ofili etkisi Afrikali sanatgilarin ne yaptiginin en géz
alici sekilde ortaya koyulmasi sebebiyle izleyiciye carpici etkiler sunmaktadir.

Anahtar kelimeler: Chris Ofili, siyahi sanat, fil digkisi, kéken, kimlik, postkolonyalizm.
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The Ironic And Exotic Ofili Effect
(An Attack Against Art)

Giines DEMIR
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Chris Ofili is born in Manchester. He is a Nigerian black British painter. He is an artist of a
group of young British painters. As a black Englishman, he uses traditional methods of art
against tradition. For the viewer who is in the face of dominant hegemony in his artistic
production, the direct and contracted meanings of the image coexist. In the stage of
analyzing the works of the audience, an extreme interpretation can be mentioned as the
expression area of the artist. Culture and nature of duality, Ofili elephant feces containing
the words the roots of African and Asian colonies' s cultural fields, the expression of
origin, to a racist approach and stance against multiculturalism. Elephant feces used in all
artistic production as a symbol of his black art; a fun game with humor, irony, parody,
black culture, a black life ceremony. In search of a sensation which, during the last Ofili
humorous themes highlighted a counter-attack is noteworthy. He is known for his work
"No Woman No Cry" becouse he won the Turner Award. In almost every study, the
elephant feces which presents the structured nature of the roots and originality of its
roots are constantly appearing. The works in the research were selected from different
works produced by the artist towards the end of the 1990s, when the postcolonialism
became important. The works discussed in this research; although they are open to
postmodern criticism, they have also been studied with deconstruction. The literature
review, the examination of the video interviews with the artist and the artist's own
writings are examined and the works are discussed in the conceptual framework. Ofili
performed the picture of the marginalized black people standing on the identity and the
race and so the bodies of the other position of the body's deconstruction, identity and
conceptual structure with questions that question the sanctity of the other. In his works,
we can say that the artist has a look and a mirror that we see ourselves. The Ofili effect
offers striking effects to the audience as the most striking way of what African artists are
doing.

Key words: Chris Ofili, black art, elephant feces, origin, identity, postcolonialism.
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Kamusal Alanda Sanat Pratikleri ve Aktivizm

Vesime Itir DEMiR
Sanatgl, Dr, demiritir@gmail.com

“Kamusal Alanda Sanat Pratikleri ve Aktivizm” baslikl bu ¢alismada; temelde politik
kaygilarla olusturulan kamusal sanat pratikleriyle estetik boyutu olan aktivist pratiklerin
gecisli yapisi ve bu pratiklerin sanat kurumlariyla olan iliskisi ele alinacaktir. Tiirkiye’den ve
yurt disindan érneklendirilen yeni tip kamusal sanat pratiklerinin, farkli toplumsal yapilarin
icindeki sanat kurumlariyla olan karsilasmalari degerlendirilecektir. Yaratici direnis
eylemleri, gliniimiizde toplumsal olaylara reaksiyon gésterme siirecinde estetik ve
performatif boyutuyla 6ne ¢ikmaktadir. Kentsel dontisiim, toplumsal cinsiyet, siyasal
hafiza gibi konulari ele alan yeni tip kamusal sanat pratikleri de bu 6zellige sahip
eylemlerle paralel 6zellikler gostermektedir. Yeni tip kamusal sanat pratiklerinin kamuyla
bitiinlesme ve kamuya acik olma hali, bu paralellige katki saglayan en biiyiik unsurdur.
Dolayisiyla bu tip sanat pratiklerinin, sanat kurumlarinin icinde yer almasindansa, kosulsuz
olarak kamuya acik alanlara akmasi gercek hedefine ulasmasina destek olmaktadir. Buna
karsin, sanat kurumlarinin bu tiirden pratiklere ve yaratici direnis eylemlerine olan
yaklasimi tartismaya acik bir konudur. Uretimi ve yaratimi olanakli kilan giindelik hayatin
icindeki politik stirecler, estetik deneyimleri ve sanat pratigini herhangi bir farklilastirmaya
tabi tutmadan mimkiin kilabilmektedir. Bu siirece dahil olan sanatgilar politik streglerin
estetik boyut kazanmasinin 6niinii agarken, herhangi bir sanat pratigi kaygisi
tasimamaktadir. Kolektif bir cabaya dayali kamusal sanat pratiklerinin de temelinde bir
tretim ve yaratim siireci s6z konusudur. Bu isbirliklerinin sonucunda ortaya ¢ikan kamusal
pratikler ya da kamusal sanat pratikleri ve bunlarin kurumlarla olan iliskileri ¢alismanin
eksenini olusturmaktadir.

Anahtar Sozciikler: Yeni Tip Kamusal Sanat, Yaratici Direnis, Aktivizm, Performans Sanati,
Kurumsal Elestiri
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Art Practices in Public Spaces and Activism

Vesime Itir DEMIR
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In the study titled “Art Practices in Public Spaces and Activism”; basically, the connection
between the activist practices which possess an aesthetic dimension, with the public art
practices with political concerns and the relation of these practices with art institutions
will be discussed. Examples of new genre public art practices from Turkey and abroad,
will be evaluated on the basis of encountering with the art institutions in different social
structures. Today, creative resistance practices attract the attention by their aesthetic
and performative aspect. New types of public art practices, which address issues such as
urban transformation, gender, political memory, show parallel features. New genre public
art practices features such as being together with the public and being open to public, is
the biggest contributor to this parallelism. Therefore, going public in these practices
supports to achieve the main goal of them than located in the art institutions. On the
other hand, the approach of art institutions to this kind of practices and creative
resistance actions is open to discussion. The political processes in everyday life that
enable production and creation can make aesthetic experiences and art practice possible
without any differentiation. While the artists involved in this process, pave the way for
political processes to gain an aesthetic approach, they are not concerned about any
artistic practice. There is a process of production and creation on the basis of collective
art practices based on collective efforts. Public practices or public art practices resulting
from these collaborations and their relations with institutions constitute the axis of this
study.

Keywords: New Genre Public Art, Creative Resistance, Activism, Performance Art,
Institutional Critique
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Tom Jones Romaninin Kant Estetigi'ndeki Yeri

Nermin DEVELIi URGANCI
develit6o@gmail.com

Henry Fielding (1707 — 1754) tarafindan yazilan “Tom Jones” (1749) romanini inceleme
konusu haline getirilme nedeni Immanuel Kant (1724 — 1804) tarafindan biytk bir ilgi ile
okunmasidir. Ugiincii Kritik’ten hareketle Kant’in pratik hayatta esin kaynagina baktigimiz
zaman karsimiza ilk olarak bu roman ¢ikmaktadir. Aydinlanmanin en 6nemli
filozoflarindan birisi olan Kant, modern sanat diisiincesinin gelisimine 6nemli katkilarda
bulunmustur. Onun tarafindan ilgi ile okunan bu yapit ise Kant hakkinda bilinen ya da
kesfedilmeyi bekleyen bircok kapi acacagi diisiincesi ile arastirmanin konusunu olusturur.
Ozellikle de bu ¢alismada modern sanat diisiincesi hakkinda Kant’a ilham veren noktalar
serilmeye calisilacaktir. Kant estetigine baktigimiz zaman giizellik herkesin onayina
sunulup bu giizeldir diyebilmenin olanagini sunarken, ylice konusunda insanlarin ayni
hosnutluk duygusu i¢inde oldugunu sdyleyemeyiz. Bu nedenle Fielding, evlilik disi bir
bebek olarak diinyaya gelen ve varlikli, saygin bir adamin yatagina birakilan Tom Jones’in
hayatini ylice ve glizel kavramlari tizerinden anlatir. Yiice bir insan olarak betimlenen Tom,
sahipsiz olarak diinyaya geldigi icin her an asilmak lizere olan bir kisilige sahiptir. Ne
yatagina birakilan ailesi tarafindan ne de yasadigi toplum tarafindan kabul edilecektir.
Herkesin fark edemeyecegi bir giizellige sahip olan Sophia ise biyiik bir cesaretle,
kasabanin gézdesi olarak fark edilecektir.

Anahtar Kelimeler: Estetik, Glizel, Yiice, Haz, Hazsizlik, Toplum.
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The Role of Tom Jones in Kant’s Aesthetics

Nermin URGANCI
develit6o@gmail.com

The reason why the novel “Tom Jones” (1749), written by Henry Fielding (1707 — 1754),
was made a subject of study is because it was read with great interest by Immanuel Kant
(1724 - 1804). Based on the Third Critique, when we look at Kant's source of inspiration in
practical life, we first encounter this novel. Kant, one of the most important philosophers
of enlightenment, has made significant contributions to the development of modern art
thought. This work, which is read by him with interest, is the subject of the research with
the idea that it will open many doors known or waiting to be discovered about Kant. In
particular, this study will attempt to reveal some points that inspire Kant about the idea
of modern art. When we look at the aesthetics of Kant, beauty is presented to everyone's
approval and it is possible to say that it is beautiful, we can not say that people are in the
same sense of satisfaction. For this reason, Fielding describes Tom Jones's life through his
great and beautiful concepts, which was born as an extramarital baby and left to bed of a
wealthy, respected man. Described as a great man, Tom, that has to be overcome at any
moment to come into the world as unclaimed personality. It will not be accepted by the
family, nor by the community, who has been left to bed. Sophia, who has a beauty that
not everyone can see, will be seen as a favorite of the town with great courage.

Keywords: Aesthetics, Beauty, Sublime, Pleasure, Unpleasure, Society.
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Psikanalize Karsi Wittgenstein ve Wittgenstein’da Estetik

Ozge DURAL OZER
Bilecik Seyh Edebali Universitesi, ozge.dural@bilecik.edu.tr

Mitolojik aciklamalar etkileyici ve caziptir. Wittgenstein’a gére Freud’un rilya analizi ise
kabul etme egilimi gésterdigimiz spekilasyona dayali bir agiklama tarzidir. Riiyalarda
gordiklerimiz ile dilin sembolleri arasinda bir benzerlik varmis gibi gértinir, ancak
Wittgenstein dil gibi riiyanin da bir¢ok cesidinin oldugunu ama her biri i¢in bir agiklama
yontemi olmadigini séylemektedir. Freud rilyanin “6zinid” bulmaya calisir, Wittgenstein
ise elestirel ve inatg bir anlayisa ihtiyacimizin oldugunu sdyler. Wittgenstein’a gore estetik
alaninda da dilin bize oynadigi oyunlarla karsilasirniz. Psikolojik deneyler estetik
yargilarimizi agiklayamaz. Freud edebe aykiri rilyay “gtizel” olarak adlandirmis ve “giizel”
kelimesini tirnak i¢inde kullanmustir. Peki bu riiya giizel degil miydi diye sorar Wittgenstein
ve cagrisimlarin riyayi ¢irkin yapip yapmadigini danisana sorardim diye devam eder.
Wittgenstein’da Freud’un mitolojik 6gelerin sik¢ca kendine yer buldugu riiya analizinin
elestirildigini ve cagrisimlarin roli olsa da 6nemli olanin estetik degeri olan eserin (resmin)
kendisi oldugunu goériyoruz. Freud cesitli simgeleri aciklar. Wittgenstein ise riya
yorumlandiginda adeta riiyanin gizeminin ortadan kalktigini, riiyanin gértinisiniin riya
hakkinda disiindldigiinde degistigini ve bunun da rilyaya dahil oldugunu séylemektedir.
Wittgenstein’a gore bagimsiz ¢agrisimlar ile bir seyler kesfedilebilir ancak bu riiyanin
hangi nedenlerden dolayi olustugunu aciklamaz. insanlarin bilingsiz diisiincelere sahip
olduklari ona gore oldukca cezbedicidir. Belki de gizemli oldugundan, insan bir¢ok seye
inanmaya hazirdir. Freud ¢alismalarinda cinsel motiflere oldukga fazla agirlik vermistir,
ancak Wittgenstein’a gore “sebep” her zaman ayni anlama gelmez, tipki “motif” gibi.
Kelimelerin 6zgun etkilerinin nereden geldigini de sorar derslerinde Wittgenstein, ancak
bunu da bilmedigini sdyler. Yaptiklarimizin ¢ogu ona goére diisiince tarzinin degisiminden
ibaret ve insanlari ikna etmeye yoneliktir. Freud’un rlya analizine oldukga elestirel
yaklasan Wittgenstein’in, estetik degeri olan eserlerin psikanalizle degerlendirilmesi
konusuna da karsi ¢ikabilecegini, estetik ve Freud hakkinda verdigi derslerin notlarindan
tahmin edebiliyoruz. Yeni bir efsane yaratan Freud eski efsanelerin bilimsel aciklamasini mi
vermeye giristi? Cagrisimlar ryay: “giizel” ya da “cirkin” yapmaya yeter mi? Edebiyatta
kelimelerin 6zgiin etkileri nereden geliyor? gibi sorularla dinleyicilerle etkilesimde olmak
planlanmaktadir. Sunumda basliktan da anlasilacagy tizere Freud’un psikanalizine karsi
ctkan Wittgenstein’in 6ncelikle Freud karsiti argiimanlarindan daha sonra ise Estetik
alaninda yaptigi katkilardan bahsetmeyi diisiintiyorum.

Anahtar Kelimeler: Freud, Wittgenstein, estetik, riiya analizi
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Wittgenstein Against Psychoanalysis
and Aesthetics in Wittgenstein

Ozge DURAL OZER
Bilecik Seyh Edebali University, ozge.dural@bilecik.edu.tr

Mythologic explanations are impressive and tempting. Freud’s analysis of dreams are
explanation styles based upon speculations which we have a tendency to admit according
to Wittgenstein. It seems to us that there might be a kind of resemblance between what
we see on our dreams and symbols of a language. However, Wittgenstein says that there
are several types of dreams as language, but there is not an explanation method for each
of dreams. Freud tries to find the “essence” of dreams. On the other hand, Wittgenstein
says we need a critical and stubborn understanding. We encounter with language games
in aesthethics field. Psychological experiments cannot explain our aesthetic judgments.
Freud refers to vulgar dreams as “good” and he put the word good in quotes.
Wittgenstein asks that whether the dream is good and continues that asking whether
association of ideas makes dreams bad or not to advisee is a way for Wittgenstein. We
see that Freud’s analysis of dreams often blended with mythologic components is
criticized and what the important one is the work of art (picture) itself which has
aesthethic value in Wittgenstein. Freud explains various symbols. On the other hand,
Wittgenstein says that mystery of a dream virtually disappears wheniit is interpreted,
appearance of a dream changes when we think on it, and this is also included in a dream.
Something might be discovered by free associations according to Wittgenstein but this
does not explain the roots of dreams. It is very tempting that people do have unconscious
thoughts. People are ready to believe several things due to that what they believe is
mysterious. Freud concentrates on sexual patterns in his works, but the “reason” does
not mean the same thing just as “pattern” for Wittgenstein. Wittgenstein asks that
where the words’ genuine powers come from in his lessons and adds that he does not
know the answer. Many things that we do is the change of thinking style and intended to
convince other people. We guess that Wittgenstein who criticizes Freud’s psychoanalysis
of dreams, might also object to psyhoanalysis evaluation of works of art which has
aesthetic value. Does Freud who creates a new myth give us scientific explanations of old
myths? Are associations enough for a dream to be good or bad? In literature where do the
words’ genuine power come from? These are some questions that is planned to intereact
with the audience. In presentation, | am willing to speak of Wittgenstein’s anti-Freudian
arguments, and his contributions to aesthethic field.

Keywords: Freud, Wittgenstein, aesthetics, analysis of dreams
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Miizik Fenomenolojisi Uzerine Bir Deneme

Ozge EJDER
MSGSU Felsefe Bélimii, ozge.ejder@msgsu.edu.tr

Sanat yapitinin ve estetik deneyiminin siradan deneyimlerden farki izerine Husserl 12
Ocak 1907’de sanat¢i Hugo von Hofmannsthal’a yazdigi mektupta ilk defa fenomenolojik
epokhe ve estetik tavir arasinda bir benzerlik saptar. Alman filozofa gére fenomenolojik
betimlemenin imkanini ortaya ¢ikartmak igin dogal tavir ile bir epokhe rejimine girilmelidir.
Dogal (gtindelik) tavri askiya almak bu diinyanin kendine has varolusunu yadsimak
anlamina gelmez, aksine bu varolusa dair onun hakikatini ortaya ¢ikaracak dogru soruyu
sormak anlamina gelir. Dolayisiyla sanat¢i tipki fenomenolog gibi davranarak dogal tavri
notralize eder: Mektupta Husserl Hofmannsthal’a fenomenolojik yéntemin ‘dogal’
tavirdan 6zsel olarak ayrildigini belirtir ve saf estetik olarak sanatin nesnelerini ve bizi
kusatan tim diinyay! sunusunda icinde bulundugu konuma ve tutuma akraba olan
nesnellige iliskin bir konumlanma gerektirdigini yazar. Husserl’ e gore saf estetik bir sanat
yaprtinin sezgisi zihin tarafindan tim varolussal konumlandirmalarin ve bu tutumu
varsayan duyumsama ve iradenin yol actigi tiim tutumlarin saf disi birakilmasinda
tamamlanmaktadir. Dolayisiyla fenomenolojik gérme ‘saf’ bir sanattaki estetik gérmenin
yakin akrabasidir. Mizik s6z konusu oldugunda bu su anlama gelmektedir; bir mizige
eslik ederken duyumsanan sey ile derin diisiinmenin goérindr kildigi sey dzdestir. Ellen J.
Burns, fenomenoloji ve miizik iliskisini ele aldigl “Musical Progeny: The Case of
Phenomenology and Music” baslikli makalesinde tarihsel olarak fenomenoloji ve miizik
arasindaki iliskinin ihmal edilmis olmasini talihsizlik olarak niteler. Husserl’in yukarida
deginilen metnine atifla gelistirilen miizik fenomenolojisi calismalari arasinda 6zellikle
birisine gonderme yapar. Bu ¢cok geng yasta 6len Thomas Clifton’un Music as Heard adli
eseridir. Clifton’un miizik tizerine fenomenolojik bir ¢alisma olarak nitelendirdigi eseri
muzikologlar tarafindan agir elestiriler almistir. Ancak Clifton nesnelere onlarin disindan
mutlak anlamlar atfetme gayreti igindeki kuram ve kuramcilarin tersine 1. tekil sahista bu
anlamlarin ne sekilde ortaya ¢iktigina bakmaya ¢alismaktadir. Bu bildiride Clifton’un
yukarida behsedilen eseri temele alinarak Miizik fenomenolojisi alanina etkisi
tartisilacaktir.

Anahtar Kelimeler: Fenomeoloji, Sanat, Miizik, Epokhe
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An Essay Concerning Phenomenology of Music

Ozge EJDER
Mimar Sinan Fine Arts University, Department of Philosophy, ozge.ejder@msgsu.edu.tr

In the letter to the artist Hugo Hofmannstahl on the 12th of January 1907, Husserl
acknowledges a similarity between the intuitive and pure phenomenology and pure art
and distinguishes the aesthetic experience of the work of art from ordinary everyday
experiences. According to the German philosopher in order to reveal the possibility of a
phenomenological description, a regime of epoché is called for in relation to the natural
attitude. To suspend the natural (everyday) attitude would not mean to deny the
existence of the world in its own accord, on the contrary it is to ask the right questions
concerning this existence. Therefore an artist should act like a phenomenologist and
neutralize the the natural attitude. In the same letter Husserl points it out to
Hofmannsthal that phenomenological epoché differs essentially from the natural attitude
as something purely aesthetic, placing us with respect to the presented objects and the
whole of the surrounding world. Husserl recognizes that Hofmannstahl’s art pictures
“inner states” as purely aesthetic in a sphere not of “pictures” but of “aesthetic beauty”.
The aesthetic states are important for the phenomenologist because of the
objectification. Husserl draws a parallelism between his work of reaching a lucid sense of
the basic problems of philosophy, and moving onwards towards a method for the
solution of these basic problems. This paper aims to address these claims in terms of the
relationship between phenomenology and music. Ellen J. Burns, in her article “Musical
Progeny: The Case of Phenomenology and Music” identifies this relationship as
historically neglected and points out the scholarship of one musicologist in particular.
Thomas Clifton, author of Music as Heard died at a very young age having just completed
this work on the phenomenology of music, which has received very harsh criticism. In this
work Clifton, unlike those theorists of art and music in particular who are keen on
attributing meanings to art objects from outside, tries to understand the emergence of
meaning according to the first person pronoun. This paper will aim to clarify his impact in
the field of phenomenology of music with a special emphasis on the above mentioned
work and discuss the importance of a phenomenological approach to music.

Keywords: Phenomenology, Art, Music, Epoché
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Goethe, Marx, Benjamin ya da Faust, Grundrisse ve Pasajlar

Bora ERDAGI
Kocaeli Universitesi, boraerdagi@kocaeli.edu.tr

Goethe 1770'de yazmaya karar verdigi Faust'un hikayesini, ancak 1780'de Ur-Faust, 1831'de
ise Faust olarak diinya literatiiriine armagan etti. Yaklasik 61 yil boyunca aklindan
ctkarmadigl, hatta biitiin dmriini adadigi bu eserde Goethe "olmayacak" bir sey yapti.
Hem hayranlik duydugu filozoflardan hem de romantizm, klasizm, realizm gibi ddnemin
onemli distince akimlarindan; hem eski diinyaya ait anayasal monarsilerden hem de yeni
diinyayr acan modern cumhuriyetlerden, hem bilindik ticari sistemlerden hem de yeni
biriktirme rejimi olan kapitalizmden bakarak Faust'u hikayesini yeniden yeniden yazdi.
Ustelik Faust, Goethe'nin Faust'una déniismeden énce, 6zellikle Orta Avrupa ve
Almanya'da 11. ylizyilldan beri hakkinda konusulan ve yazilan biriydi... Faust'un biitiin
buyikligu belki de, Goethe'nin sirekli farkli konumlardan modern bireyin dogusunu,
gelisimini ve olgunlagmasini belirli bir butlinlik arzusuyla gerceklestirmesinden ileri
geliyor. Bugiin Faust Harold Bloom'a gore Alman Dili ve Edebiyati akademiklerinin bile
okumadiklari ya da okumak i¢in can atmadiklari bir kanonik eserdir... Benzer bir durum da
Marx i¢in sylenebilir. Marx'in Goethe'ye tutkusu ve 6zelliklede Faust'a duydugu ilgi
oldukga aciktir. Faust modern bireyin varolusunu ortaya koyarken, Marx'ta kendi baglami
icinde, Goethe'nin bu yolunu oldukga farkli sekilde izlemistir. Yani dmriiniin neredeyse
ingiltere'de gecen kisminin tamamini Grundrisse'de ifade ettigi baslangici gerceklestirmek
icin harcamistir. 1857'den 1883'e degin araliksiz olarak modern-kapitalist diinyanin
bitlincil bir hikayesini ¢ikararak, modern bireyin 6zgirliik ve esitlik miicadelesinin
gercek topos'unu anlasilir kilmaya calismistir... Bu sunumda amacimiz Goethe'yi ve Marx'i
referans alarak Benjaminci bir perspektiften modern bireye maddeci bir metodolojik
yaklagimla anlasilir kazandirmaktir. Bir baska deyisle, felsefenin metafizik ya da sistem
disiincesi olmaksizin kuruyan gizemine takilmadan, maddeciligi ve diyalektigi bir arada
disiinmenin ufkunu gelistirmek, zayif bir teori olarak bunu savunmak ve biittin bunlari,
yasamsal oldugu icin yapmaktir.
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Mimarlikta Ulus-Kimligin Temsili: iki Paralel Ornek

Berrak ERDAL
Orta Dogu Teknik Universitesi, berrakerdal@gmail.com

Yiiz yildan kisa bir siire evvel gerceklesen ve ilhan Tekeli tarafindan “kéktenci modernite” olarak
adlandirilan degisimle, yeni bir ulus yaratma stirecinin baslangici yapilmistir. Bu degisim, saltanat
ve halifelikle yénetilen Osmanli imparatorlugundan, sekiiler ve demokratik Cumhuriyet
yonetimine gecis olarak adlandirilabilir. Modernitenin gerektirdigi kavramlardan biri olan
“gelenekten kopma” da bu sekilde gerceklemistir. Bu kirilma, toplumun timiine niifuz etmeyi
amaglamis, bu suretle bircok alanda, basta ekonomik ve politik olmak tizere, sosyal ve kdiltiirel
temelli devrimler yapilmistir. Din okullarindan zorunlu egitime, sultanliktan parlamentoya,
minyatiirden resim ve heykele, tarimdan sanayilesmeye, festen sapkaya, istanbul’dan Ankara’ya
tasinmasina kadar bircok érnek verilebilir. Giinliik hayatta yapilan “inkilaplar” pratikleri
degistirmeyi amagladigi gibi, uzun siiren savaslar sonrasi gii¢lii imajini tazelemek icin de arag
olarak kullanilir. Cumhuriyetin ulus-devlet olmasi ve modernlesmeyi 6n kosul olarak kabul etmesi
ise, ulus insasinda biiytik rol oynar. Yeni ve modern olanin 6n plana ¢ikarilmasi ve her késeye
ulagmasi amaciyla bircok adim atilmistir. Bu yeni “deneyimleri” iceren gelisme, ayni zamanda bir
temsil problemini de beraberinde getirir. Ulus-devletle gelen yeni programlarin yani sira, mekan ve
mimarlik Gzerinden kimlik ingasi Snem kazanir. Erken Cumhuriyet déneminde, Ankara’nin yeni
baskent olmasi sebebiyle; yurtdisindan, 6zellikle Bati lilkelerinden, uzmanlar davet edilir. Bu
davetliler, diger bir deyisle yazili veya s6zlu tarih i¢in 6nemli olabilecegi diisiiniilen yazarlar ve
gazeteciler, misafir edilmis ve modern Ankara ve Tiirkiye ile tanistinlmistir. Bu geziler sonrasi
yazilan raporlar araciligiyla ¢esitli medyalarda Tirkiye’nin imaji hakkinda yorumlarda bulunulmus
ve ¢cogu Osmanli sonrasi degisen Tiirkiye’nin modern bir lilke olmasini takdir etmislerdir.
“Mimarlikta Ulus-Kimligin Temsili: iki Paralel Ornek” baglikli bildiride, erken Cumhuriyet dénemine
ait Gazi Egitim Okulu ve Sergi Evi karsilastirlarak mimarlik ile kimlik temsiliyeti arasindaki baglanti
Gzerinde durulacaktir. Politik anlayis dogrultusunda mimarhgin kimlik insasindaki roli ve
modernizmin bir ulusa ait Gslup olup olamayacagi ise tarihsel olarak Batili tilkelerden ayrilan
Turkiye modernitesi i¢cin 6nemli ve kapsamli bir aragtirma konusudur. Dénemin politik atmosferi,
insa edilme stiregleri, Gslupsal bir tartismanin disinda da degerlendirilmelidir. Bu nedenle, segilen
iki drnek de farkli degerlerle paralellik géstermesine karsin mimarin ve otoritenin miidahil oldugu
bir kimlik temsiliyeti ve insasina 6rnek olustururlar.

Anahtar sozciikler: Tlrkiye modernitesi, ulusal kimlik, mimarlikta temsil, Gazi Egitim
Okulu, Sergi Evi.
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Representation of Identity in Architecture:
Two Parallel Cases

Berrak ERDAL
Orta Dogu Teknik Universitesi, berrakerdal@gmail.com

Occurred in less than a century and named as “fundamental modernity” by ilhan Tekeli,
change has begun in order to create a new nation-state. This change can be described as
a transformation from Islamic dynasty Ottoman Empire to secular and democratic
Republic. Therefore, “a break from tradition”, as modernity discourse requires, has been
realized. This break aims to diffuse into the whole society, where it needs economic and
political as well as social and cultural revolutions in every field of life. From religious
schools to mandatory education, from sultanate to parliament, from miniature to fine
arts, from agriculture to industrialization, from fez to hat, from istanbul to Ankara,
several transformations can be exemplified. The revolutions occurred in daily life not only
purpose to change the practices related but also, they were instrumentalized for
revealing powerful image of the state that was shaken after long-continued war years. To
agree nation-state and modernization as prerequisites to Republic regime plays a
significant role in nation-building. Moreover, many attempts were developed in order to
reach to the far places of these lands to emphasize new and modern aspects of this new
way of life. This development in regime includes new “experiences” as well as the
problematization of representation of national identity. In addition to the emerging
programs of this new nation-state, improvements in architecture and space gained
importance in nation-building. Due to the declaration of Ankara as capital, experts were
invited, especially from Western countries, in early Republican period. These experts,
namely journalists, authors and travelers, who were also actors of written history, were
housed and modern Ankara was introduced. After these visits, invited names were
published or produced reports and texts that review the image of this city as well as what
it represents, most of which appreciates modernized Turkey. Therefore, the image of
latest capital made an impact via its space-making and the representation of Turkish
modernity. In this paper titled “Representation of Identity in Architecture: Two Parallel
Cases”, the relationship between architecture and representation of national identity will
be explored based on the comparison of two parallel cases: Gazi Teaching School and
Exhibition House. The role of architecture in nation-building and the approach towards
whether modernism can be a national style are very comprehensive and significant
discussions, where Turkish modernity can be diversified from its Western examples.
Furthermore, the political atmosphere of the period and constructing histories should
also be included beside its architectural style approaches. Therefore, despite two cases
chosen fort his paper draw parallel features due to many aspects, they both represent
national identity in their own approaches, where authority and architects are involved.

Keywords: Turkish modernity, national identity, representation in architecture, Gazi
Teaching School, Exhibition House.
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Gulindelik Yasam Estetigi: Mimari Bir Analiz

Yadigar Esin ESEN
yadigaresen@yahoo.com

Bu ¢alismanin amaci fiziksel ¢evrenin algilanmasini, giindelik hayatin aktig mekanin
Uretimini ve donistirilmesini, sanat felsefesi oldugu kadar, mimari, kent tarihi gibi kilttr
dretimiile ilgili her tirli disiinceyi kapsayan estetik kavrami ile ele almaktir. Bu baglamda,
Istanbul’'un Ortakéy mahallesinde ve Tokyo’nun Nezu mahallesinde yer alan iki sokak
secilmistir. Farkli kiltiirlere ve cografyalara ait olsalar da her iki mahallenin ortak &zelligi,
giundelik hayatin deneyimlendigi, yasam kdiltiirliniin ve ¢esitliliklerin bir arada var oldugu,
yasayanlarin aidiyet hissettigi ve yapili ¢evrenin olusumuyla ve déniisimiyle bire bir iligki
icinde olduklart mekanlar olmalaridir. Ayrica, arastirmanin konusu olan her iki kiilttirin
arka planina bakildiginda da, estetik deneyimin giindelik hayattan ayri tutulmadiginin izleri
gorulmektedir.

Galismada 6ncelikle her iki sokagin yogunlugu; sokagr olusturan mimari elemanlarin
dagilimi ve 6lcegi, doluluk ve bosluk iliskileri, kamusal ve 6zel mekanlarin sinirlari ve
birbiriyle iliskileri ve peyzajin bu iki kent par¢asindaki yeri incelenmistir. Ayrica
gorulmustir ki, mekanin Gretimi, duvar, kapi, pencere gibi mimari elemanlar kadar
bireylere ait aletlerin, nesnelerin yapilis amaclarindan farkl kullanimlariyla bir araya
gelmesi ile cesitlenmekte; bireylerin kendi kullanimlarina 6zel olarak yarattig1 6zgtin ve
sasirtict mekanlar dogmaktadir. Ele alinan farkl fiziksel 6zellikler, mekanin bilissel diizeyde
algilanmasinin ve Urettigi farkli anlamlarin okunmasinin yollarini agiga ¢ikarmistir. Mekan
hem orada yasayanlarla iletisim icerisindedir hem de yasayanlarin birbiriyle kurdugu
iletisime sahne olmaktadir. Diger taraftan, mekanin sundugu 6znel deneyim, 6znenin
cevresi ile kurdugu iliskinin yansimasina sebep olur. Kamusal alanla, dogal cevreyle,
topografyayla, zeminle olusturulan iligkinin ya da ayrimin karakteri, zamanin gegisinin
dogurdugu etkiler bu deneyimin bir parcasidir. Estetik yaklasim, mekanin fiziksel cevreyi
olusturan farkli bilesenlerin dizilimi, boyutlar ve birbiriyle olan iliskileri gibi goriniir
dzelliklerinin dtesinde, bu 6zelliklerin dogurdugu egilimlerin ve deneyimlerin ne oldugunu
da tartismayi da icermektedir, bdylece iki farkl kiiltiir arasinda goriinen formlarin,
benzerliklerin ve ya farkliliklarin ardindaki kurgunun, yasamin ve yaratim siireglerinin
algilanmasini seffaflastirlmasina yardimci olmaktadir.

Anahtar Kelimeler: Giindelik Yasam Estetigi, Mekan Kavrami
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Daily Life Aesthetics: An Architectural Analysis

Yadigar Esin ESEN
yadigaresen@yahoo.com

Aim of this study is to argue perception of physical environment, production and
transformation of space that daily life takes shape, and the forces that create multiple
peculiarities it displays, through aesthetic experience. In this regard, two streets in Tokyo
and istanbul, where unique relationships between people and the environment exist,
where streets and buildings are shaped in relation to tacit and everyday (actions)
experiences have been chosen. These streets belong to two neighborhood areas, namely
Nezu (Tokyo) and Ortakdy (istanbul). Despite the effects of globalization which causes
similar images in the physical environment, these two areas present living quality and are
open to change, and traces of nature and time is felt profoundly. Moreover, it could also
be argued that in both Japan and Turkey where these streets belong, from cultural and
historical point of view, aesthetical perception and daily life aren’t (or never been) divided
between two poles. In the study, the first focal point has been the physical qualities:
distribution and scale of the main architectural elements that form the streets, their
density, relation between empty and full spaces, boundaries that form public and private
space, and distinction of landscape and nature. It was also observed that the elements
that form space include various objects, tools or different settings which change their
function and re-defined by the inhabitants. This attitude creates unique and sometimes
puzzling places. Additionally, studying cognitive qualities caused by physical character of
space reveals various meanings, and space becomes an actor as well as a scene of
communication. Aesthetical approach also includes discussion of affective qualities of
space, since space is not a strict form resulted from the distribution of three- dimensional
objects, their relation or scale, but an experience, recorded in the memory. Subject’s
unique relation with the built environment is a part of his/her personal experience.
Definition of boundary lines that unite or divide public space, nature, topography and
ground, and different sequences of time are part of this experience. In this manner,
aesthetic perspective reveals the transparent process and enables to comprehend
similarities or differences between two streets, two perceptions of space, behind what is
visible, and enriches the perception of the flow of daily life in the built environment.

Key words: Daily life aesthetics, concept of space
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Maskenin Arkasi:
Kant’in Ahlak Metafizigi’ndeki Estetik

Toros Giines ESGUN
Hacettepe Universitesi, Felsefe Bélimii, tgesgun@hacettepe.edu.tr

Kant’in estetik kuramini ele aldigi Yargi Yetisinin Elestirisi Arendt gibi bazi yorumcular
tarafindan sadece sanati ve begeni yargilarini degil, ayni zamanda bu eserden ne dnce ne
sonra mevcut oldugu iddia edilen politika felsefesini i¢eren bir son eser olarak
konumlandirilir. “Uctincii Kritik”’ten sonra yazdigi Ahlak Metafizigi’nin (Metaphysik der
Sitten) ise toplumsal olana dair bir politik tartismadan ziyade kurucu bir hukuk kurami
sunuyor oldugu genel kabul géren bir gortistiir ve yine bu goriise gore bu eserde Kant’in
estetik kuraminin izi yoktur. Oysa yakindan bakildiginda “ti¢ kritik” projesi bittikten sonra
Ahlak Metafizigi’'nde konusan Kant’in Ahlak Metafiziginin Temellendirmesi’nde ugrastig
meselelere donerken artik “estetik yargi yetisi”’nin dolayimindan ge¢mis bir Kant oldugu
gordlebilir. Zira hukuk kurami arzulama yetisinin ahlak yasasi ile iliskisini kurarken estetik
hazzi ele alarak baglar, Yargi Yetisinin Elestirisi’nin ulastig1 yerden yola ¢ikar, mulkiyet ve
devlet ile devam eder, kozmopolitan bir ideal ile sona erer ve ikinci bélimi erdem
kuramina birakir. Kant¢r déngii tamamlanirken, aklin elestirisi ile erdem kurami arasinda
estetik ve politikayi birlestiren pratik felsefe Kant’in otoriteye dair utangag elestirisinin
ifadesidir. Dolayisiyla Ahlak Metafizigi’ni bu bakisla okumak, Kant’in estetik ve politika
felsefesi arasinda kurdugu bagin genel kabuliin aksine “Uciincii Kritik”in étesine nasil
gectigini anlamak demektir. Ahlak Metafizigi’'ndeki estetik, Kant’in Phaedrus’un bir fablina
yaptig1 génderme ile kendini agiga ¢ikarir: “Salt empirik bir hukuk kurami (Phaedrus’un
fablindaki tahtadan kafa gibi) giizel olabilecek bir kafadir, fakat yazik ki onun beyni
yoktur.” Kant’in yazim tarzinda nadiren rastladigimiz bu metaforik ifade; es deyisle
“tahtadan kafa” ile karsilanan, Phaedrus’un fablindaki “trajik maske”nin (persona tragica)
glzelligi neyi anlatir ve “salt empirik bir hukuk kurami” ile kastedilen nedir? Hukuk
kuraminin girisindeki bu metafor, bazi yorumcularin savladigr gibi hukukgularin sensus
communis’den yoksunlugunu mu temsil eder? Bu calismanin temel tartismasini baslatan
fikre gére, Kant’in bu metaforik anlatimda “maske” demekten &zellikle imtina ettigi
“kafa’”nin “glizel” olabilecekken “glizel” olmamasi onun tikeli genel altinda diistinme
yetisinden yoksun olmasini anlatir. Boyle bir “tahta kafa” “maske” dahi olamaz, olsa olsa
“6li bir doga”’nin “hos”luguna sahip olabilir. Zira glzelligi veren ne anlama yetisi ne de
saf akildir, bu ikisini birbirine baglayan yarg) yetisidir. Tipki bu kafanin “gtizel” olamamasi
gibi, salt otorite tarafindan konulmus yasalara bakmak, yani salt empirik bir kuram herkesi
esitleyen ve dogaya kural veren sanatin giizelinden yoksundur. lyi isteme (der gute Wille)
ve iradenin (die Willkiir) 6tesinde estetik begeninin icerdigi dilek (der Wunsch), Kant
agisindan bizi salt empirik olanin 6tesine gegirir ve toplumsallastirir. Her ne kadar
toplumsalligimiz yaptirimi sart kosan hukuku beraberinde getirmis olsa da, “herkes ile,
herkes icin” olma olanagini, toplumsal 6zgiirliigl, sanatin yarattigi sensus communis var
eder. O halde Kant’in “Kritikleri”’ni Ahlak Metafizigi’'nde kozmopolitanizmi ve erdem
kurami ile sonuglandirigi onun sanat ile politikayr ortaklastiran estetik kavrayisindan
geliyor olabilir mi? Bu bildiride de bu soru etrafinda Kant’in Ahlak Metafizigi eserinde
gizlenen estetik kavrayisin, onun politika felsefesiyle bagi ele alinacak, “persona tragica”
olarak hukukun elestirisinin sanat ve politikanin bir aradaligiyla gerceklestirilebilecegi
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ortaya konulacaktir. Bu baglamda hukuk 6gretisindeki “miilkiyet”, “s6zlesme” gibi
anahtar kavramlarin begeni yargilariyla sasirtici iliskisini gostererek Kant’in hukuk
Ogretisindeki estetigi aciga cikarmak, yani hukuk maskesinin arkasindaki “gtizel”i gérmek,
calismanin odagini olusturacaktir.
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Behind The Mask:
The Aesthetics in Kant’s Metaphysics of Morals

Toros Giines ESGUN
Hacettepe Universitesi, Felsefe Bélimii, tgesgun@hacettepe.edu.tr

Kant’s Critique of Judgment which addresses the theory of aesthetics is considered by the
commentators such as Arendt as a last work which does not only involve art and the
judgments of taste, but also his political philosophy which is said to be existed neither
before nor after such work. It is also broadly accepted that his Metaphysics of Morals
(Metaphysik der Sitten) which is written after the Third Critique proposes a kind of
constitutive theory of law rather than a political debate on the social and that we could
not find his theory of aesthetics in this work. Yet it could be noticed with a closer look
that after concluding the “three critique” project, the Metaphysics of Morals’ Kant, while
returning back to the issues which had been handled in the Groundwork for the
Metaphysics of Morals, is now a new Kant who is mediated through “the faculty of
aesthetical judgment”. For while relating the faculty of desiring with the moral law, his
theory of law begins by addressing the aesthetic pleasure, starts from the point where
the Critique of Judgment reached, proceeds with the property and the state, ends with a
cosmopolitan ideal and then passes to the theory of virtue in the second chapter. Within
such Kantian circle, the practical philosophy which combines aesthetics and politics
between the critique of reason and the theory of virtue becomes an expression of his
timorous criticism toward the authority. Thus, reading the Metaphysics of Morals with
such a perspective could give a chance to understand how the link between aesthetics
and the political philosophy that is constituted by Kant passes beyond the “Third
Critique” in contrast to the general acceptance.

The aesthetics in the Metaphysics of Morals reveals in Kant’s reference to a fable of
Phaedrus: “An absolutely empirical theory of law (as the wooden head in the fable of
Phaedrus) is an head that could be beautiful, but unfortunately it has no brain” What
could such a metaphorical expression that we rarely find in Kant’s style of writing intend
to refer? Or what could the beauty of the “tragic mask” (persona tragica) that is
metaphorised with a “wooden head” in the fable of Phaedrus tell us and what does “an
absolutely empirical theory of law” refer to? Does such metaphor that appears in the
introduction of the theory of law refer to the lack of sensus communis in the jurists as
many commentators argued? According to the initial suggestion of the study, the reason
why this “head”, that Kant especially prefers to avoid to use the word “mask” instead of
the “head”, could not be “beautiful” could be understood by his lack of faculty to think
the particular under the general. Such a “wooden head” could not even be a “mask”, it
could have just “fineness” of a “still life” at best. For what makes beauty is neither the
faculty of understanding nor the pure reason, but the faculty of judgment which
combines these two. Just as not becoming beautiful of such a head, solely looking at the
codes that are made by the authority, just like an absolutely empirical theory does, would
lack the beauty of the art which equalise everyone and bring rule to the nature. The
desire (der Wunsch) which is involved by the aesthetical taste and goes beyond the good
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will (der gute Wille) and the will (die Willkiir), makes us go beyond the empirical and
socialised. Although our sociality brings about the law that lays down the sanctions, what
brings the social freedom and the possibility to be “with everyone, for everyone” into
existence is the sensus communis created by the art. If so, then could Kant’s concluding of
his “Critiques” by the cosmopolitanism and the theory of virtue in the Metaphysics of
Morals be a result of his aesthetical approach which brings the art and the politics
together? In this presentation, the connection of the aesthetical approach which is
implicitly involved in Kant’s Metaphysics of Morals with his political philosophy will be
dealt within the framework of such question and it will be suggested that the critique of
the law as “persona tragica” could be carried out by such togetherness of art and politics.
In this context, pointing out the astonishing relationship between his core concepts such
as “property”, “contract” which takes places in his theory of law and the judgments of
taste, this presentation will be focused on revealing the aesthetics in Kant’s doctrine of
law, in other words, noticing the “beautiful” behind the mask of the law.
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Mimar ve Marka is Birligi: Zaha Hadid Tarafindan
Tasarlanan Stuart Weitzman Magazalari

Altug Berkay FARSAKOGLU
TOBB Ekonomi ve Teknoloji Universitesi, altugberkay@hotmail.com

Ge¢misten giinlimiize, lilks moda markalart hem mekan, hem de Urtin tasarimlari iin Gnla
mimarlarla is birligi yapiyorlar. Bu tir is birlikleri, marka degerine ve potansiyel
musterilerin marka tercihine katkida bulunmaktadir. Daha 6nce tiiketim kiiltiird, sanayi
devrimi gibi doniim noktalarinin markalarin pazarlama stratejilerine etkisi, satis
mekanlarinin tarihsel degisimi gibi konularda farkl disiplinlerden calismalar yapilmis olup,
mevcut calisma kapsaminda, iretimdeki sanayilesme, tiiketim kiltirinin evrimi ve
mimarliktaki etkileri, satis yerinin evriminden bahsedilecek olup, sonucunda mimar ile
markanin isbirliginin ortaya ¢ikisi ve bunun Zaha Hadid 6rnegi tizerinden incelenmesinin
dnemi, mimarin kimliginin, onu diger mimarlardan ayiran 6zellikleri sebebiile bunu
tasarladigi magazalara ne sekilde yansittigl sonucuna varilacaktir. Litks moda markalari,
sadece mimarlarin taninirhigini degil, ayni zamanda marka imajiyla olan tutarhliklarr icin
tasarim yaklasimlarini da g6z 6niinde bulundurmaktadirlar. Bu nedenle, bu yazi, markaya
ait Griiniin, ic¢ mekan tasariminin ve magazanin kentle veya bulundugu konumla iligki
kurmasini saglayan vitrin tasariminin biitinltgini savunuyor. Mimar ve marka is birligi,
hem magaza ve vitrin arasindaki gizgiyi bulaniklastirmis, hem de deneyimsel alisverisi
ortaya ¢ikarmustir. Bu tiir bir is birliginin 6rnegi olarak; Prada ve Koolhaas / Herzog ve De
Meuron, Cartier ve Jean Nouvel, Chanel ve MVRDV, Issey Miyake ve Frank O. Gehry ve
benzer sekilde, Stuart Weitzman tarafindan gérevlendirilen Zaha Hadid, gesitli sehirlerde
bes ayakkabr magazasi tasarlamistir. Yukarida belirtilen cerceveye uygun olarak, bu yazi,
yerlerinin baglami ne olursa olsun, Zaha Hadid mimarisinin 6zelliklerini yansitan Stuart
Weitzman ayakkabi magazalarinin tasarim, nitelik kriterlerinin olusumunun arka planina
odaklanmaktadir.

Anahtar Kelimeler: Tasarim, Moda, Marka, Mimar, is birligi




3. TURKIYE ESTETIK KONGRESI 3. TURKISH CONGRESS OF AESTHETICS

Architect and Brand Collaboration:
Stuart Weitzman Stores Designed by Zaha Hadid

Altug Berkay FARSAKOGLU
TOBB University of Economics and Technology, altugberkay@hotmail.com

From past to present, luxury fashion brands collaborate with celebrated architects, by
means of both spatial and product design. Such collaboration contributes to the brand
value, and brand preference of the potential customers. Luxury fashion brands not only
consider the fame of the architects but also their design approach to overlap the imagery
of the brand. Therefore, the paper argues the integrity of the design language of interior,
and exterior of the store and the product. Previously, the effects of milestones such as
evolution of consumer culture, industrialization in production on marketing strategies of
the brands, the changes in the sales areas have been studied in various disciplines. In the
current study, the change in production, the evolution of the consumption culture and its
effects on architecture, the evolution of the place of sale and the importance of
examining this through the example of Zaha Hadid will be mentioned. It will be concluded
that the identity of the architect reflects this to the stores that she designed because of
the features that distinguish them from other architects. The architect and brand
collaboration resulted both in blurring the space of the store and display window and,
brought out the experiential shopping. There are several contemporary examples of this
collaboration such as; Prada and Koolhaas/Herzog and De Meuron, Cartier and Jean
Nouvel, Chanel and MVRDV, Issey Miyake and Frank O. Gehry etc. Similarly, Zaha Hadid is
commissioned by Stuart Weitzman and designed shoe stores in various cities; New York,
Hong Kong, Rome and Milano. In accordance with the abovementioned framework, the
paper focuses on the background of priority in the formation of qualification in the design
qualities of five Stuart Weitzman shoe stores which reflect the characteristics of the
architecture of Zaha Hadid, regardless of the context of their places.

Keywords: Design, Fashion, Brand, Architect, Collaboration
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Kamusal Alanda Sanat Pratikleri’nde Estetik Ve islevsellik

Kardelen FINCANCI
Yildiz Teknik Universitesi, Sanat ve Tasarim Yiiksek Lisans Programi Ogrencisi, kardelenfincanci@gmail.com

Bu calismada kamusal alanda sanat pratikleri tizerinden, kendisini tek estetik deger olarak
dayatan modernist estetik anlayis disinda baska bir estetik anlayis daha oldugundan
bahsedilecektir. Kamusal alanda sanat pratiklerinin, baslangi¢ olarak sanat kurumlarinin
disina ¢tkmalari agisindan 6nemli bir elestiri barindirdiklari sdylenebilir. Dolayisiyla bu
calismanin temeli olarak bu pratikler ele alinmis ve li¢ ana baslkta konumlandiriimistir.
Bunlar; Yeni Tip Kamusal Sanat, Sokak Sanati ve Protest Sanat’tir. Ortaklastiklari ilkelerse
kisaca; devlet ve kurumlardan kendisini siyirip gercekten kamusal bir alanda kamunun da
dahil oldugu, beraber Uretim pratigine dayali, zaman zaman siirecin yapit yerine
gecebildigi, zaman zamansa iktidar mekanizmalarinin propagandasina karsi kendisini
mubhalif propaganda olarak kurgulayan, cogunlukla niyetlilik ilkesine dayanan ve yiiksek
sanata karsi pratikler olmalari; seklinde siralanabilir. Yaptiklar elestirinin amacininsa
kisaca, sanati, sanatciy ylicelten, izleyiciyi diglayan, giindelik hayattan kopuk, sadece
belirli bir kesimin erisimine agik, dolayisiyla iktidar mekanizmalarinin statiikoyu estetize
etmesine yarayan bir sanat algisindan siyirmak oldugu sdylenebilir. Boylece iktidar
mekanizmalarinin tahakkiimiine karsi bir durus olarak konumlanan bu pratiklerin,
bahsedilen ilkeler dogrultusunda aktivist bir yapiya sahip olduklarina deginilecektir. Bu
aktivist yapinin da sanata tekrar islevselligini geri kazandiran bir yol oldugu ve islevselligin
de modernist estetik disinda kalan baska bir estetik deger oldugu savunulacaktir. Son
olarak, aktivizmle beraber yeniden islev kazanan sanatin, yani bu ¢calisma ¢ercevesinde
kamusal alanda sanat pratiklerinin, elestiriyi yayma ve kurumlarca kabuliini mimkiin
kilma yolunda 6nemli bir adim olduguna deginilecektir. Bu elestirinin kurumlarca
kabuliinin ise, belki de sonunda sanat kurumlarinin da kendilerini kolektif kisiliklerin
cemaatlesmis yapisindan siyirarak gercekten bir kamusal alan olarak kurgulayabilmesine
on ayak olabilirligi tartisilacaktir.

Anahtar Sézciikler: Kamusal alanda sanat pratikleri, Estetik, islevsellik, Elestiri, Aktivizm
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Aesthetics and Functionality on Art Practices
in Public Spaces

Kardelen FINCANCI
Yildiz Technical University, MA Student of Art and Design Program, kardelenfincanci@gmail.com

This study inquires into an aesthetics other than the modernist conception of the term
which imposes itself as the sole aesthetic value. It can be said on the outset that the art
practices in public spaces include a significant criticism by bringing themselves out from
the art institutions. These practices which constitute the basis of this study are
emphasized under three main topics: New Genre Public Art, Street Art, and Protest Art.
The common principles of these three can be lined shortly as follows: involving the public
in a genuine public space by evading the State and the institutions; basing on
collaboration and on process rather than the finished work, and occasionally setting
themselves up as the counter propaganda against the Power mechanisms’; relying on the
principle of intentionality; and finally being the practices against the high art. The criticism
that these topics possess can be summarized as sparing art from the conception that
exalts the artist, excludes the spectator; that is detached from the quotidian, and is
accessible only to the privileged hence utilized for the aestheticizing of the Power
mechanisms. Thus it will be mentioned that these practices which can be positioned
against the oppression of the Power mechanisms hold an activist structure in accordance
with the aforementioned principles. This activist structure, it will be advocated, is a way
of regaining the functionality of art and that the functionality is another aesthetic value
apart from the modernist conception. Finally, it will be mentioned that art regaining
function by and with activism, in the conception of this study that is to say, art practices
in public spaces, is an essential step en route to the propagation of the criticism and
recognition of this criticism by the institutions. By this recognition, it will be debated that
the art institutions might at last spare themselves from the community of the collective
persondlities and re-establish themselves as a genuine public space.

Keywords: Art Practices in Public Spaces, Aesthetics, Functionality, Criticism, Activism
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Cagdas Sanat Kurumlarinin Sergi Pratiklerinde
Arsiv Kullanimi ve Kurumsal Doniistimler

Saliha Nesli GUL DURUKAN
Yildiz Teknik Universitesi, Sanat ve Tasarim Fakiiltesi, Sanat Béliimi, Sanat Yénetimi Anabilim Dali, Ars. Gér.
nsl.gl@hotmail.com

Kadriye TEZCAN AKMEHMET
Yildiz Teknik Universitesi, Sanat ve Tasarim Fakiiltesi, Sanat Béliim, Sanat Yénetimi Anabilim Dali, Dog. Dr.
kadriyetezcan@gmail.com

Cagdas sanatin artan ilgi alanlarindan biri, sanat kurumlarinin diizenledigi sergilerle
hafizaya dayali tarihsel bilgiyi arsivlemeleri, yeniden degerlendirmeleri ve
yorumlamalaridir. Calismanin amaci, ¢agdas sanat kurumlarinin sergi pratiklerinde arsiv
malzemesini kullanmalari ile kurumsal déniisiim iliskisinin anlagilmasina katkida
bulunmaktir. Bu amag ile doktora sirasinda yapilan L’Internationale organizasyonu Uyesi
alti sanat kurumunun 6rneklendirildigi “Cagdas Sanat Kurumlarinin Sergi Pratiklerinde
Arsivin Kullammi” baglikli arastirmanin bulgularindan faydalanilimistir. Bu ¢alisma,
kurumsal elestirinin elestiri kurumuna déniserek arsiv araciigiyla nasil yeni
kurumsallagmaya hizmet ettigi sorusuna sergi pratikleri tizerinden cevap aramaktadir.
Cagdas sanat kurumlari, arsivleme pratigiyle cesitli kurumsal elestiri ve kamusal sanat
pratigine dair belgeleri bliinyesinde tutmaktadir ve bu belgeler kurumun kendisini
sorgulamaya, arastirmaya ve tartismaya acik bir alana dénistirmektedir. Cagdas sanat
kurumlari bu belgeleri, kurumun disaridan degil iceriden déniisebilecegi anlayisiyla
demokratiklesme saglamak tizere sergilerinde sunmaktadirlar. Bu sunug hem kiiratéryel
niyetlerin hem de kurumsal reformun bir sonucudur. Calisma, sanat kurumlarina karsi bir
elestiri olarak kamusal alanda tiretim yapmayi se¢mis sanatgilarin ve yapitlarinin,
kurumlarin arsivine kabuliiyle ve kurumlarin arsivinin seffaflasmasiyla yeni kurumsalcilik
baglaminda diyalektik sanat kurumlari modelinin nasil isledigine agiklik kazandirmaktadir.

Anahtar Sozciikler: Cagdas Sanat, Sanat Kurumlari, Sergi Pratikleri, Arsiv, Kurumsal
Dénisiimler
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Uses of the Archive in Exhibition Practices of
Contemporary Art Institutions and Instituional
Transformations

Saliha Nesli GUL DURUKAN

Yildiz Technical University, Art and Design Faculty, Art Department, Art Management Programme, Res. Asst.
nsl.gl@hotmail.com

Kadriye TEZCAN AKMEHMET
Yildiz Technical University, Art and Design Faculty, Art Department, Art Management Programme, Dr.
kadriyetezcan@gmail.com

One area of increasing interest in contemporary art is the reconsideration,
reinterpretation and archiving of historical knowledge based on memory through
exhibitions, organized by art institutions. The aim of this study is to contribute to a better
understanding of the relationship between institutional transformation and the use of
archival materials in the exhibition practices of contemporary art institutions. For this
purpose, six art institutions which are members of L'Internationale organization are
exemplified by utilizing the findings of the research titled “The Use of Archives in
Exhibition Practices of Contemporary Art Institutions" carried out during Ph.D. This study
seeks to answer the question of how institutional criticism transforms into criticism
institutions and serves the new institutionalism through archives. Contemporary art
institutions, with the practice of archiving, contain various institutional criticism and
documents of public art practice, and these documents transform the institution itself
into an open area to questioning, research and discussion. Contemporary art institutions
present these documents in their exhibitions to provide democratization with the
understanding that the institution can be transformed from the inside and not from the
outside. This presentation is a result of both curatorial intentions and institutional reform.
The study clarifies how the model of dialectical art institutions works in the context of
new institutionalism with the acceptance of artists and their works in public space as a
criticism against art institutions and the transparency of institutions' archives.

Keywords: Contemporary Art, Art Institutions, Exhibition Practices, Archive, Institutional
Tranformations.
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Estetik-Siyaset Arakesitinde:
1920’lerin Rus Ajit-Prop Hareketleri

Ece GULEC
Izmir Institute of Technology Department of Architecture, ecegulec@iyte.edu.tr

Gokcecicek SAVASIR
Dokuz Eyliil University Department of Architecture, gokcecicek.savasir@deu.edu.tr

19. ylizyilin ortalarinda Gretim tekniklerinin degismesi, sanatin ve sanat¢inin tanimin,
sanatin toplumsal rollini, sanat eserinin tretim big¢imlerini ve yeniden uretim tekniklerini
degistirmistir. Bu degisimin etkileri 20. ylizyila da yayilan kapsamli sosyo-kiiltiirel doniisim
surecini de tetiklemistir. Modern dénemin 6zellikle 20. ylzyilin basinda yeni Gretim
bicimlerinde ve sanatsal ifade bicimlerinde goriilen arayislara bagl olarak estetik yargi da
déntsmustir. Yeni Gretim bicimleri ve teknikleri ile sanat eseri, aurasini ve biricik olma
dzelligini yitirirken, seri tiretim ile daha genis kitlelere ulasabilmeye baslamistir. Bu durum,
bir taraftan sanatin demokratiklesme potansiyeliyle ile izleyici ile arasindaki izole ve kisitl
iliski biciminden kurtulmasini saglamis, 6te taraftan da kitleleri belli ideolojik ¢ercevelerce
yonlendirebilme aracina déniisme tehlikesini dogurmustur. Bu dénemde fasizmiile
politikayr estetize ederek toplumlari yénlendirmek hedeflenmistir. Ote yandan, komiinizm
ile siyasetin sanatsal araclarla hayata niifuz etmesi ve toplumsal déniisiim hedeflenerek
estetik siyasallastirnilmistir. Modern ¢agin yeni gérme bigimleri ve kitle iletisim araglaryla,
sanatta ve mimarlikta yeni malzeme, teknik ve ifade bicimlerini arayan modernler arasinda
Rus Konstriktivistler, yeni bir sanatsal dil aracili§iyla estetik oldugu kadar, komiinizm ve
sosyalizmle iligskilenerek, ideolojik ve toplumsal olarak yeni bir diinyanin insasini tasavvur
etmiglerdir. Dolayisiyla, sanati modernlesme siirecinin endustriyellesme, bilimsel ve
teknolojik gelisim gibi daha genis bir zeminin parcasi olarak géren sanatcilarin toplumsal
dontisim idealleriyle birlikte ortaya cikan estetik dil, ideolojilerin kitle yargilarinin
bicimlendirilmesinde bir arag olarak kullanilmistir. Rus Konstriiktivistlerin gérsel Gretimleri
yani sira mimarlik ve kentsel mekan da yeni toplumsal bir déntisiim igin estetik bir dil
olusturmak hedefiyle estetigin siyasallastirimasinin ve propagandanin araglari haline
gelmistir. Bu baglamda, Sovyetler Birligi’ndeki siyasal gelismeler dogrultusunda Bolsevik
iktidarin stratejilerinden biri olarak Konstriiktivist ajit-prop uygulamalari ortaya ¢ikmistir.
Bu calismanin temel savi, iktidarin siyasi amaclar dogrultusunda kitleleri dontistiirme ve
topluma yeni bir vizyon katma hedefiyle, giindelik hayata ve kent mekanina sanati kattigl
ve bdylece siyasetin estetize edilmesinde sanatin ve mimarligin aragsallastigi fikrine
dayanmaktadir. Calisma kapsaminda, 1917 Bolsevik Devrimi’nden 1929’a kadar devam
eden siirecte Sovyet Rusya’da gorilen sosyo-politik gelismelerle birlikte iktidar eliyle
olusturulan ajitasyon ve propaganda yéntemleri (agit-prop uygulamalarr) arasindan kent
mekaninda ve glindelik hayatta gerceklestirilen ajit-tiyatrolar, ajit-trenleri ve ajit-
vapurlarina odaklanilacaktir. Konuya iliskin literatiirde yer alan yazil ve gérsel bilgilerin
kent mekani ve giindelik hayat odaginda degerlendiriimesine temellenen tarihsel
yorumlama yontemiyle ele alinacak ¢alisma, temel ¢ikis noktalarinda estetigin
siyasallastiriimasini hedefleyen Rus avangardlarin, Bolsevik iktidarla yapmis oldugu
ortaklik sonucunda, sanatsal tretimlerinin siyasetin estetiklestirilmesi stirecinin bir parcasi
ve araci olmalari savini, ajit-prop uygulamalari Gizerinden tartismaya acmayi
amaglamaktadir. Bu irdelemenin, literatiirde genellikle Rus Konstriiktivistleri’nin estetik-
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siyaset iliskisi cercevesinde sanatsal Giretimleri Gizerinden yiritiilen tartigmalara, kent
mekani 6l¢eginde bir tartisma boyutu katacagi diistinilmektedir. Sonug olarak, Rus
avangardinin, estetigin siyasallastirilmasi diistincesinin, hakim y6netim ile birlikte,
siyasetin estetiklestirilmesi disiincesine donistiruldigi ortaya ¢ikarilmistir.

Anahtar kelimeler: iktidar stratejileri, Konstriiktivizm, Rus Ajit-prop uygulamalari, Kentsel
mekan ve giindelik yasam.
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Between Aesthetics and Politics:
The Russian Agit-Props of the 1920s

Ece GULEC
Ilzmir Institute of Technology Department of Architecture, ecegulec@iyte.edu.tr

Gokcecicek SAVASIR
Dokuz Eyliil University Department of Architecture, gokcecicek.savasir@deu.edu.tr

The change in the production techniques in the mid-19th century, changed the social role of
art, the definitions of artist, the mode of production and the techniques of reproduction for
the work of art. The effects of this change also triggered the extensive socio-cultural
transformation process that has spread to the 20th century. At the beginning of the 20th
century, aesthetic judgment has transformed due to the search for new forms of production
and artistic expression. With the new production methods, the work of art has lost its aura
and uniqueness, whereas it has begun to reach a wider audience by means of mass
production. On the one hand, this situation led to get rid of the isolated and limited
relationship between the audience and the work of art itself with the potential for the
democratization of art; on the other hand, it created the danger of transforming into a means
of directing the masses with certain ideological frameworks. Within this period, fascism
aimed to direct the societies by aestheticizing the politics; while aesthetic was politicized by
communism with the aim of penetrating politics into everyday life through artistic means.
Among the moderns searched for new materials, techniques and forms of expression with
new ways of seeing by new means of mass media, the Russian Constructivists envisioned the
construction of an aesthetical new world through a new artistic language as well as that of an
ideological and social world associated with communism and socialism. In addition to the
visual productions of the Russian Constructivists, architecture and urban space have become
the instruments of propaganda with the aim of creating an aesthetic language for social
transformation. In this context, in accordance with the political developments in the Soviet
Union, the Constructivist agit-props emerged as one of the strategies developed by the
Bolshevik government. The main argument of this study bases on the idea that art and
architecture became instrumental in the aestheticization of politics for transforming the
masses in the direction of political objectives and bringing art to the everyday life and urban
space towards a new vision. The scope of this study focuses on the methods of agitation and
propaganda (agit-props), such as agit-theatres, agit-trains and agit-streamers, appropriated
for the socio-political developments in Soviet Russia by the Bolshevik power between 1917
and 1929. Dwelling on the literary and visual information from the literature, this study
scrutinizes the topic in terms of urban space and daily life with a historical interpretation
method. The study aims to lay a ground for a discussion on the Russian agit-props at the
verge of politicization of aesthetics and aestheticization of politics. The state of art for this
study is that it unfolds a new dimension to the common discussions of aesthetic-politics
relationship in the literature about the artistic productions of the Russian Constructivists. As a
result, it has revealed that the idea of politicization of aesthetics is transformed into the idea
of aestheticization of politics, together with the prevailing governance, of the Russian avant-
garde.

Keywords: Power strategies, Constructivism, Russian Agit-props, Urban space and everyday
life.
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Giuinimuzde Tarihsel Roman Hala Mimkiin Mii?

A. Kadir Giilen

Ankara Universitesi, Sosyal Bilimler Enstitiisi, Felsefe Bélimi, Yiiksek Lisans Mezunu Ogrenci,
kadirrgulen@gmail.com

Bu ¢alismanin amaci, gercek¢i romanin bir alt tiirti olarak gelisen ‘tarihsel roman’in
gliniimuz diinyasinda mimkiin olup olmadigini ortaya koymaktir. Gregory Lukacs’in
‘Tarihsel Roman’inda en gelismis ifadesini bulan bu alt tiirtin ortaya cikisinin berisinde,
toplumun devrimci déniisiminiin geri dondirilemez bicimde kendini dayattig tarihsel
kosullar bulunmaktadir. Walter Scott’un Waverley’i ve Alessandro Manzoni’nin Nisanlilar’
bu tiirGin en tipik 6rnekleridir. Tarihsel romanin en 6nemli niteligi, biiylk insan gruplarinin
tarihin sahnesinde belirdigi kosullari kendi kurucu malzemesi haline getiriyor olmasidir.
Prototiptik anlamda burada icerik olarak tercih edilen 6geler cogunlukla savas ya da
ayaklanmadir. Saldirgan ve protestocu insan kitlelerinin kalkistigr ayaklanmalar, bir tir
olarak tarihsel romanin ancak kolektif bir boyutta mevcut olabilecegini gésterir. Tarihsel
romanlarin baskisileri, blyiik insan yiginlarinin ve diinya-tarihsel hadiselerin icine dahil
olurlar. Bu ylizden, tarihsel romanin temel ayirt ediciligi, kurmaca biinyesinde agik edilen
siyasi ve tarihsel diinyanin, kisacasi Tarih denen o biiyik insanlik anlatisinin varligina
goénderme yapmay! mimkin kiltlyor olmasidir. Bu imkanin temelinde biiyiik bir Olay vardir,
Hegel’in diyecegi gibi diinya tarihsel bir Olay. Bdylesi bir Olay’in gercek oldugu konusunda,
onun tarihsel bir kayit olmasi bakimindan simdiki anin mevcudiyetini bir sekilde
etkilediginin kabul edilmesi gerekir. Clinki o bir sekilde yasanmustir, tarihsel kayitlara
gecirilmistir. Varligini gecmise doniik bicimde olumladigimiz diinya-tarihsel bireylerin ve
diinya-tarihsel hadiselerin, gelecekte alabilecegi kiilturel ve tarihsel formlar lizerine
disiinmemizi gerektiren sey de, tarihle su anda kurdugumuz iliskinin gegiciliginde sakhdr.
Bugiin tarihsel romanin mimkiin olup olmadigini sormak, aslinda Tarih’in kurmacaya
kaydedilmesini olanakh kilan bu biiyiik, eksen kaydirici Olay’in bizim kiiresel boyutlara
ulasmus tarihselligimiz agisindan ne anlama geldigini sormaktir. Tarihsel romanin yeniden
gliindeme getirilmesindeki amac, esas itibariyle kolektif eylemin, bireysel varolusun ve
Tarihin sahip oldugu anlaminin sapabilecegi muhtemel istikametlerin diistinilmesidir.

Anahtar Sézciikler: Tarihsel Roman, Kurmaca, Olay, Tarih, Diinya-tarihsel Birey.




3. TURKIYE ESTETIK KONGRESI 3. TURKISH CONGRESS OF AESTHETICS

Is The Historical Novel Still Possible?

A. Kadir Giilen

Ankara University, Social Sciences Institute, Philosophy Department, Post-Graduate Student,
kadirrgulen@gmail.com

The aim of this study is to find out whether the historical novel which develops as a sub-
genre of realistic novel is possible in today’s world. The reason why the emergency of this
sub-genre in Gregory Lukacs’s Historical Novel is that there are historical conditions in
which the revolutionary transformation of society is irreversible imposed itself. Walter
Scott's Waverley and Alessandro Manzoni's The Betrothed are the most typical examples
of this genre. The most important feature of the historical novel is that large groups of
people make the conditions that appear in the scene of history into their constituent
material. In the prototypic sense, here preferred elements as content are often war or
insurrection. The uprisings that the masses of aggressors and protesters have attempted
show that as a genre the historical novel can only exist in a collective dimension. The
protagonists of historical novels are involved in large human masses and world-historical
events. Therefore, the basic distinctiveness of the historical novel is that it makes it
possible to refer to the political and historical world, which is revealed in the fiction, in
short, to the existence of the great human narrative of which called history. The basis of
this possibility is a great Event, as Hegel would say, a world- historical event. It must be
acknowledged that such an Event is real, in a way that it influences the existence of the
present moment in terms of its historical record. Because it has been experienced in a
way, has been recorded in historical records. What requires us to reflect on the cultural
and historical forms of the world-historical individuals and world-historical events in
which we have affirmed their existences in a retrospective way is reserved also in the
temporality of our relationship with history. To ask whether the historical novel is
possible today is to ask what the meaning of this great, axis-shifting event, which makes
history possible to be recorded in fiction, in terms of our historicity that has reached
global dimensions. The purpose of the reawaken of the historical novel is to think of the
possible orientations in which the meaning of collective action, individual existence and
history may deviate.

Keywords: Historical Novel, Fiction, Event, History, World-historical Individual.
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Giyside Abartili Siliietlerin Yansimasi:
Kralice Viktorya Dénemi’ne Karsi Giinimiiz Modasi

Ayse GUNAY
FMV Isik Universitesi Giizel Sanatlar Fakiiltesi, ayse.gunay@isikun.edu.tr

Giysi, bedenin dis diinyaya sunumunda 6ne ¢ikan dnemli bir aractir. Giysiye ve giyinmeye
atfedilen dncelikli gérev bedeni korumak olsa da tarih 6ncesinden baslayarak bu gérevin
cesitli ve farkl toplumsal iliskiler ve bunlarin ekonomik, politik, cografi, psikolojik v.b. pek
cok kosul ve temelleri sebebi ile ok daha karmagik bir nitelik kazandigi bilinmektedir.
Giysinin bedenin gercek goriintlsiinid cogu zaman yeni ve farkli bicimlerde sunmasi
beklenir. Bu beklenti onu beden estetigi konusunda 6ne ¢ikan bir etken haline getirir.
Diinya kostiim tarihine bakildiginda farkli toplumlarin farkl giyinme aliskanlklari oldugu
gorulmektedir. Bu farkliliklar pek ¢ok toplumsal etkenden kaynaklanmakla beraber o
toplumun estetik algilarini da sekillendirmekte ve yansitmaktadir. Giysi bazen bedeni
rahat birakip onun hacim ve siliietine uyum saglarken bazen de bedeni yeniden
bigimlendirir, sikistirir ve ya kisitlar. Bu yeniden bigimlendirme ¢ogu zaman bedenin
oranlari Gizerinde abartili degisiklikler yapmak anlamina gelir. Daha ¢ok endiistri devrimiiile
iliskilendirilen giysi modasi kavrami bati kiltiirtinde tanimlanmis ve diinyaya yayilmistir.
Cogunlukla kadin giyimi tizerinden sekillenen ve agiklanan bu modalar ayni zamanda
zamanin ruhunu ve estetik tercihlerini de gézlemlememize olanak tanir. Endistri
Devrimi’nin Birlesik Krallik’ta 19. ylizyilda hiikiim siiren Kralige Viktorya ile bagladigin
sdylemek mimkiindir. D6nemin giysileri, korse ile inceltilen bel hatti, kat kat ve iri etekler
ve kollardan olusan abartili bir hacim ve siliiete sahiptir. S Kavisi olarak tanimlanan bu
abartili gériinti dénemin toplumsal algilari ve kadinin toplumdaki yeri ile sekillenir. Bu
doénemden glinimiize gelen siirecte kadin siliietinde farkl ve gesitli degisimler meydana
gelmistir; ancak modern hayatin getirdigi yasam pratikleri sebebi ile bu bicimlerin hi¢birisi
Viktorya Dénemi’nde goriilen giysi hacimleri kadar abartili ve yapay olmamustir. Benzer
sekilde abartili hacimler ve sillietlerin tekrar ortaya ¢ikmasi gliniimiiz giysi modasinda son
20-30 seneye denk gelmektedir. Bu sefer yansitilan estetik dnermeler ise Viktoryen
doénemden farkli olarak giinliik hayattan ziyade podyumlarda ya da 6zel durumlarda
kullanilan; toplumsal zorunluluklara dayanmayan ve daha cok sanatsal bir dil yaratmayi
amaclayan bir nitelik tasir. Sonug¢ olarak bedenin genel gériintiisiinde yaratilan abartil
bicimsel soyutlamalar farkll ddnemlerde farkli amaglarla yaratilimistir. Caismada, moda
kavraminin baslangici olarak kabul géren Kralice Viktorya déneminden giiniimiize gelen
zaman diliminde beden estetiginin dnemli bir pargasi olan giyside dne ¢ikan abartili bigim,
siliet ve hacim dnerilerinin Krali¢e Viktorya dénemi ve gliniimiiz modasi karsilastirilarak
irdelenmesi amaclanmaktadir. Bu dénemlere ait giysi 6nerilerinin plastik dil analizi
yapilarak estetik dnermeleri irdelenecek; bu giysilerin toplumsal karsiligi ve temelleri
incelenecektir.

Anahtar Kelimeler: Viktoryen Moda, giysi, hacim, silGet, abarti.
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Reflection of Exaggerated Silhouettes On Clothing:
Queen Victoria Period versus Today’s Fashion

Ayse GUNAY
FMV Isik University Faculty of Fine Arts, ayse.gunay@isikun.edu.tr

Clothing is an important tool for presenting the body to the outside world. The primary
imputed task for cloth and clothing would be to protect the body; however since
prehistoric times this task has gained a more complex qualification due to the various and
diversified social relations and their economic, political, geographical, psychological and
the like roots and conditions. Cloth is usually expected to present the real body image in
new and different forms. This expectation turns it into a prominent factor on body
aesthetic. In the history of world costume we see that different societies have different
clothing habits. These differences originating from social factors, shape and reflect the
aesthetic perceptions of the societies as well. The cloth sometimes frees the body;
orients itself to body’s volume and silhouette and sometimes it reshapes, tightens and
restricts the body. This reshaping means most of the time to make exaggerated changes
on body proportions. The concept of fashion which is mostly associated with the
industrial revolution, is identified in western culture and initially spread from that culture.
These fashions that are shaped and explained principally over the woman clothing enable
us to observe the spirit and aesthetic preferences of the time. It is possible to state that
the industrial revolution has started by the empery of Queen Victoria in the 19th century
in Great Britain. The clothing of that period consisted of a refined waistline and multi-
layered large skirts and sleeves that had an exaggerated volume and silhouette. This
exaggerated look, namely S Curve, was shaped by the social perceptions of the era and
the placement of women in society. From that period until now, there have been various
changes in the woman silhouette; however as a result of the modern life daily practices
none of these changes have been as exaggerated and artificial as the ones seen in the
Victorian Era. Similar exaggerated volumes and silhouettes revived in the last 20-30 years
of today’s fashion. This time these new aesthetic proposals were designed for creating an
artistic approach rather than bounding to social restrictions and they were presented on
catwalks or special occasions. It is possible to conclude that the exaggerated formal
abstractions practiced on the general look of the body have been created for different
reasons in different eras. This study aims to compare and analyze these form, silhouette
and volume proposals on clothing in today’s fashion and the Victorian Era which is
generally accepted as the beginning of the fashion concept. The artistic expression and
the social reflection of these cloths will be analyzed

Key Words: Victorian Fashion, cloth, volume, silhouette, exaggeration.
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Tasarimlayan Ozne icin Mekanin Akiskanligi Ve Yeni Ozne

Zafer Giindiiz
Arastirma Gérevlisi, Sivas Cumhuriyet Universitesi, Felsefe B6liim, zafergunduz62@hotmail.com

icerisinde, sinirl ve baskasina bagimli olmayi barindiran evren anlayisimizin, 6zne olarak
insan varligr icin bir eksiklik hali tasidigr disiincesinin gelistigi cagimizin bilimsel ve
teknolojik gelismelerinin felsefi agidan yorumlanmasi gerektigi bir¢ok diisiiniir tarafindan
ifade edilmektedir. Ozellikle yapay zeka ve ¢ok boyutlu evren {izerine yogunlasmis olan bu
gelismeler mevcut bir mekana ait olma ve bu mekana ait imkanlar ile sinirli olma
durumuna karsi bir rahatsizlik hali de igermektedir. Bi¢imsellestirme tizerine kurulu mekan
anlayisimiz ve bu anlayisi yoneten 6znenin kendi simirhhiginin farkinda olmama istemi
mekana ait tartigmalarin seklini de degistirmektedir. Sinirli olma imkani icerisinde
tasarimlanan mekana ait her nesne degerini, bu mekanin 6zneye dayattig bilgi ve degisim
dinamik iliskisinde kazanmaktadir. Ozne icin bu bir rahatsizlik ve eksiklik olusturdugundan
mekana ait bir deger ve diizenleme iceren varolussal imkandan kurtulmasi gerekmektedir.
Oysa gerek teolojik, gerekse de ontolojik ifadeler ve nedenlilik bagintilari ile tretilecek her
tirld deger ve temsiller 6zneyi bu déngti icerisinde tutmaktadir. Bir form ve sinirhilik
tzerine kurulu evren anlayisimiz glinimiiz gelismeleri ile sanal ve akiskan bir gelecege
dogru yonelmektedir. Giincel bilimsel calismalarda tartisilan ve gelecegin neden 6zne
olarak insana ihtiya¢ duymayacagini ifade eden 6nermeler ile dolmaktadir. Béyle bir
6nermenin bize sundugu en acik ifade mevcut mekana ait bicimlerimiz/tasarimlarimiz ve
bu tasarimlarda etkili olan yargilarimizin degismek zorunda kalacagidir. Bir degisimin
varligi degisime imkan verecek yapinin ierigine yonelmeyi ve bu igerigin bicimselligine
dair mekani sorgulamadir. Igerik ve bi¢imsellestirme 6zne merkezli anlayisimizin (izerine
oturdugu bilgi edinme/kullanma durumudur. Bu ise bizi basta vurguladigimiz kisir déngi
icerisine sokacaktir. Oysa 6znenin yonelimi bilgi durumundan askin duruma taginmayi
icerdiginden tim bicimsel ve anlamaya dair cabalar estetik bir icerik tasimayacaktir.
Estetik bir icerik evrensel olma ve genel olma ikilemi ile mekana yonelirken 6zne icin bu
ikilemin varligi siipheli hale gelmektedir. Deneyimsel bir icerik olsa dahi 6zne igin bu yeni
mekan tartismasi bagrinda yeni bir cagi barindirmaktadir. Her seyin tasarimlanabilecegi ve
bir programlama diline indirgenebilecegi bir mekana ait nesnenin varligindan ziyade ¢ok
boyutlu akiskan bir toposun olacagi evren anlayisina yonelen 6zne i¢in bunun zemininin
hazirlanmasi elzem bir durumdadir. Bu sartlarin olusmasi igin ise buna karsi ¢ikma ihtimali
olacak mekanin yeniden sekillendirilmesi gerekmektedir. Yeni bir mekan anlayisinin izleri
ise kendisini 6ncelikle gorsel tiretim alanlarinda olusturacaktir. Ki bu ¢alismanin ana amaci
bu yeni cok boyutlu kurgusal olmaktan cok ileride olan evren semasinin tiretecegi
bicimsellestirmenin gelecegini tartismaktir. Bu yeni sanal gerceklik evreninde
olusturulacak her tiirlii bicimsellikler kendi icerisinde bir paralakslar olusturacaktir. Bu tarz
bir kirlma ve istenmedik durumlar algoritmasi mekani da yeniden déniisiime sokacak ve
derinlik ve labirent algisi Gretecek bir nesne-deger-6zne biitlinligliinde yeni anlayislari
gelistirecektir.

Anahtar kelimeler: Mekan, 6zne, bicimsellestirme, yapay zeka, topos.
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The Fluidity Of The Space For The Designer Subject And
The New Subject

Zafer Giindiiz
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While our understanding of the universe, which includes being limited and being
dependent on others has come to a point that this puts the human being to a deficient
position as an subject, many thinkers now agree that scientific and technological
developments of the contemporary world should be interpreted from a philosophical
perspective. Focusing especially on artificial intelligence and a multidimensional universe,
these developments include also an inquietude of belonging to a certain place and being
limited with the possibilities of that space. Our conception of the space based on
formalization and the driving subject’s desire for being unaware of its own limits are
shaping the nature of the discussions about the space. Any object belonging to the space,
which is designed within the possibility of being limited, derives its value out of the
dynamic relationship between the agent and the information and change forced upon it
by the space. Since this brings a restlessness and deficiency feeling to the agent, it needs
to get rid of the existential possibility which includes spatial value and adjustment.
However, any sort of value and representations that are produced by either theological
or ontological expressions and by causality correlations keep the subject in the same
loop. Our conception of the universe, which is based on a form and limitations, is evolving
to a virtual and mobile future through current developments. Current scientific works are
being dominated by discussions and hypotheses proposing why the future will not need
the human being as the agent. The idea that such a hypothesis clearly proposes to us is
that our forms/designs belonging to the space and our values having effect on these will
have to be changed. Existence of a change is about approaching to the context of the
structure which enables the change and questioning the space related to the
formalization of that context. The context and the formalization are about the state of
acquisition/deployment of information that we ground our agent centric understanding.

Now this brings us back to the vicious cycle pointed out in the beginning. Since the
approach by the subject includes a move from a state of information to a transcendental
state, all formal and perceptual endeavors would not bear an aesthetic attribution. As the
aesthetic content approaches to the space with a dilemma between being universal and
being general, existence of that dilemma becomes doubtful for the subject. Evenif an
empirical content is there, the new discussion about the space opens a new period for
the agentin its hearth.

Rather than approaching to the existence of an object belonging to space where
everything could be designed and reduced to a programming language, it is crucial for the
agent to pave a way for its approach to an understanding of the universe where there will
be a multidimensional and mobile topos. In order these conditions to hold, it needs
reformation of the space which might bear a possibility of resistance against them. The
markings of a new space, though, will generate itself primarily at visual production fields.
The main concern of this article is to discuss the future of formalization that will be
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produced by the new, multidimensional, and far-beyond-fictional scheme of the universe.
Any sort of formalizations produced within this new universe of virtual reality would
create parallaxes in itself. This sort of a crush and an algorithm of unsolicited situations
can put the space into a transformation again, and develop new insights through an
object-value-subject coherence which can create a perception of depth and maze.

Key words: Space, subject, formalization, artificial intelligence, topos.
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Kiiltiirel Farkhiliklarin Okul Oncesi Dénemi Cocuk
Kitaplarindaki Resimlemeler Uzerine Etkileri

Giilseren GUNGOR
gulseren.gungor12@gmail.com

Kdltdr bir toplumun kimligi, ge¢cmisten gliniimize aktararak getirdigi maddi ve manevi
degerleri olarak bilinmektedir. Okul 6ncesi dénemi igin hazirlanmis resimli gocuk
kitaplarinda resimlemenin (illiistrasyon) kitabin anlasilabilmesi acisindan yerinin biiyiik
oldugu disinilir. Bu baglamda icinde bulundugu kdltirel yapiyr sanatcinin, karakter ve
mekan ¢izimlerine yansitilmasi beklenir. Bu ¢alisma, etkili bir karsilastirma yapilabilmesi
amaciyla diinyanin farkl bélgelerinden okul dncesi donem ¢ocuklart i¢in yayinlanmig
resimli gocuk kitaplarinda yer alan resimlemeleri incelemektedir. Bu ¢alismanin problemi,
okul 6ncesi cocuk kitabi resimlemeleri tizerinde farkl dil ve kiiltiirlerin etkisini
incelemektir. Bu baglamda, resimleme 6zellikleri bakimindan aralarindaki farkliliklar
kidltarel 6zellikler agisindan ele alarak incelenmesi amacglanmaktadir. Bu arastirmada
yontem olarak, tarama betimleyici ydntem kullaniimakta ve resim incelemesi
yapilmaktadir. Bu amagla arastirmaci tarafindan gelistirilen “Kontrol Listesi “ kullanilir.
Arastirmada kiilttrel 6zellikleri bakimindan farkli bes tilkenin en ¢ok satilan birer kitabi
secilmistir. Secilen kitaplarin bir kisminin Tiirk¢e baskisi varken, Tiirk¢e olmayanlarin da
Tirkiye’de satisi bulunmaktadir. Olusturulan “Kontrol listesi ““ ile secilen kitaplarda
resimleme teknigi, renk kullanimi, resimlemenin boyutlari, karakterlerin fiziksel
dzellikleri, karakterlerde cinsiyet ve tir tercihi ve kitaplarin bi¢imsel 6zellikleri incelenir.
incelenen kitabin ait oldugu kiiltiiriin yapisi (izerine de arastirma yapilmaktadir. “Kontrol
listesin” de ¢ikan sonuglara gére resimlemelerin ait oldugu kdltirel yapiyla arasindaki iliski
kurulmaya c¢alisilir. Bu arastirma sonucunda incelenen ¢ocuk kitaplarindaki resimlemelerin
yayinlandiklari toplumlarin kiiltiirel 6zelliklerine gére farkhlastigini gostermek
amaclanmaktadir. Resimlemelerde karakterlerin fiziksel 6zeliklerinde, kullanilan renk ve
sembollerde kdltirin yansimasinin gérilmesi beklenmektedir. Arastirma icin, alan yazin
taramasi yapilarak gelistirilmis olan, Kontrol Listesi’nde belirlenen &l¢ltlere gére yapilacak
degerlendirmeler ile kitaplarin ait olduklari Glkelerin kiiltiirel yapisiyla aralarinda bir bag
kurulmasi amaglanmaktadir. Arastirmanin bazi kisitliliklar olmakla birlikte, secilen resimli
cocuk kitaplarinin ait olduklari tilkelerin, kiiltiirel anlamda birbirlerinden belirgin bir sekilde
farkli yapida olmalar, yapilacak karsilastirmalarda daha giivenilir sonuglara variimasini
saglamasi beklenmektedir. Toplumsal bellegin, karakter yaratimindan renk se¢imine
kadar, kitaplarin resimlemesinde etkili olacagi ve bu yonli bulgularin elde edilecegi
disinilmektedir. Yine elde edilecek bulgular sayesinde segilmis olan tilkelerin, cocuk
kitabi resimleme bicim ve yaklasimlarinda, kiltirel aktarim kaygisindan kaynakl, ait
olduklari tilkelerin milli ve manevi degerlerini yansitmasi da beklenmektedir. Okul 6ncesi
dénemi igin hazirlanmis resimli ¢ocuk kitaplarinda ki resimlemelerin, kiilttrel bellegin bir
sonraki nesle aktariminda 6nemli bir yere sahip olacag disiiniilmektedir. Bu baglamda
arastirmanin énemli veriler sunmasi beklenmektedir.

Anahtar Kelimeler: Resimli Cocuk Kitaplar, Kiiltiirel Farklar, illistrasyon, Okul Oncesi
Donemi, Cocuk Kitabr Resimlemesi.
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Effects Of Cultural Differences On lllustrations
In Preschool Children Books

Giilseren GUNGOR
gulseren.gungor12@gmail.com

Culture is known as the identity of a society, the material and spiritual values that
transfered from past to present. It is considered that illustration in the illustrated
children’s books prepared for pre-school period is so important to undertand the book In
this context, the cultural structure of the artist is expected to be reflected in the
character and space drawings. In order to make an effective comparison, this study
examines illustrations in children’s picture books published for preschool children from
different regions of the world. The problem of this study is to examine the effects of
different languages and cultures on preschool children’s book illustrations. In this
context, it is aimed to examine the differences of illustration features in terms of cultural
characteristics. As a method in this research, scanning descriptive method is used and
image analysis is performed. For this purpose, “Checklist” developed by the researcher is
used. In the research, the best selling book of five countries of different cultures was
selected.While Turkish edition of a part of the selected book, there are also sales in
Turkey of non-Turkish. In the books selected by the created Checklist, the techniques of
illustration, color use, dimensions of illustration, physical properties of characters, gender
and genre preference in the characters and formal characteristics of books are examined.
The structure of the culture in which the book belongs is also researched. According to
the results of the checklist, it is tried to establish a relationship between the cultural
structure of the illustrations. As a result of this research, it is aimed to show that the
illustrations in the children’s books are differentiated according to their cultural
characteristics. It is expected that the reflections of the culture will be seen in the
physical properties of the characters and the colors and symbols used in the illustrations.
For the research, it is aimed to establish a link between the evaluations to be made
according to the criteria determined in the Checklist and the cultural structure of the
countries in which they belong. Although the study has some limitations, it is expected
that the countries of the selected Children’s books will have a distinctly different
structure from each other in a cultural sense and will lead to more reliable results in the
comparisons to be made. It is thought that social memory will be effective in the picture
of books, from character creation to color selection, and these directional findings will be
obtained. It is also expected that the selected countries will reflect the national and
spiritual values of the countries in which they belong, in the form and approach of
children&#39;s book illustrations, due to the concern of cultural transmission. The
illustrations in illustrated children’s books prepared for pre-school period are thought to
have an important place in the transfer of cultural memory to the next generation. In this
context, the study is expected to present important data.

Keywords : lllustrated Children's Book, Cultural Differences, Illustration, Preschool
Period, Children's Book lllustration.
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Yeni Bir Paradigma mi Dérdiinci Tipoloji mi:
Diyagram Mimarhgi

Ozan GURSOY
istanbul Aydin Universitesi Ogretim Gorevlisi, istanbul Teknik Universitesi/Doktora 6grencisi,
ozangrsy@hotmail.com

Galisma 20. yuzyilin ikinci yarisinda gelisen bir estetik tavir olarak diyagram mimarhgina,
dzellikle postmodernizm ekseninden elestirel bir bakis gelistirmek niyetindedir. Basit bir
temsil evriminden ¢ok 6te kuramsal anlamlar yiiklenen ve genelde miijdeci bir dille ve
dzgiirlestirici bir paradigma degisimi olarak algilanan diyagram mimarhiginin bir
sorgulamasini yapmak hedeflenir. Bu, olumlamanin ya da yadsimanin 6tesinde bir elestirel
mesafe insa etme girisimidir. Son dénem mimarlik kuraminin asal eksenlerinden birini
olusturan diyagram tartismalarinin tizerinde uzlastigi noktalardan biri ve belki de en
6nemlisi, diyagramin basit bir temsil pratigi ve araci olmaktan 6te bir anlam kazanip;
mimarhgin Gretim ve sdylem pratiklerini, ontolojisini radikal bir bicimde farklilastiran ve
farkllastirmakta olan etik ve estetik bir paradigma degisikligine isaret ediyor olmasidir. Bu
degisiklik bircok diistinlre gére, temelde mimarligin konvansiyonel temsil bicimlerine ve
kokenlerine karsi tireyen, tarihsel siirekliligin elestirisiyle gelenege ve gecmise dair her tir
referansa karsi gelistirilen yeni bir hareket, bir episteme degisimidir. Bu degisimin
donustirdigi haliyle mimarlik, bircok distindr tarafindan alternatiflere yonelik
Ozgurlestirici methiyelerle kucaklanmis, kuramsal olarak kabul gérmusttir. Bu kucaklayici
bakis acisindan diyagram, mimarlikta; kanonlara, ikonlara, tipolojilere, ideal plan
kompozisyonlarina, ortogonal ¢izim gelenegine, sik kiitle hareketlerine, buradan tiireyen
cephe tasarimlarina karsi durur ve bunlarin sorgulanmasini saglar; tasarim siirecinin
alisilmis ve mesru rutinlerini farklilastirir. Dijital ¢agin olanaklarini ve temsil bi¢imlerini
kucaklar; dijital araglari salt bir arag olmaktan ¢ikarir; gercek, imaj, nesne gibi kavramlari
yeniden diisiinmeye zorlar. Aydinlanmadan beri siiregiden neo-Kantgi estetigin altini oyar,
modernist mimarligin bigimsel ilkelerini hem elestirel bir bi¢imde sorgulama amaciyla
yeniden kesfeder, hem de post-endustriyel cagin gérsel diline (dijital temsil bicimlerine)
uygun olan yenileriyle degistirir. Enformasyon toplumunun disiplinler-arasi etkilesimini bir
potansiyel olarak kullanir ve mimarligin istikrarli, sabit, donmus karakterini stirekli bir
¢6ziinmeye maruz birakir. Farkl tiirden bilgi alanlarindan teori, séylem ve yéntemlerin
birlikte var olmalarina, iliskilenmelerine ve etkilesimlerine olanak saglayacak bir altlik, agik
bir sistem olusturma potansiyeli tasir. Mimarliga dair bilindik verilerin yani sira farkl
katmanlarda bilgi, madde, enerji akislarinin islenmesine dair sonsuz bir haritalama ve
temsil imkani saglar. Mimarlik nesnesine; dogrudan son driline, sonug bi¢ime yonelik
olarak zorunlu bir anlam dayatmayan; belirlenim rotasi ¢izmeyen ‘agik’ karakteri mimari
tasarimi ‘siire¢’ Gzerinden yeniden tahayyiil etmeye olanak saglar, bicim ideolojilerine
karsi alternatif kanallar agar. Daha da arttirilabilecek olan bu epistemik degisimin,
konvansiyonel bir temsil araci ve ortami olarak “mimarlik diyagramlari” yerine bir
“diyagram mimarlig’’ni 6ne ¢ikardiklarindan s6z edilebilir. Calismada elestirilen
baglamiyla “diyagram mimarligr’’nin iki uclu bir siireg oldugu sdylenebilir. Bunun bir
ucunda tasarim diisiincesinde ve temsil ortamindaki bir tiir 6zgiirlesme olanag yatarken
diger ucunda postmodernligin benzer celiskilerini iceren, mimarlig gittikge daha da
sosyal/siyasal kirlenmislikten arinmis nétr ve otonom bir faaliyet olarak gérme yanilsamasi
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tasiyan bir tavir 6ne ¢ikmaktadir. Bu iki ug arasindaki mesafe ise ‘diyagram mimarhgr’ni
yeni bir paradigma olarak ele almayi giiclestiren; Deleuze’lin fark felsefesini formel bir
gosterenler siddetine donustiiren, etikten bagimsizlastigini sanan, deger iretme riski
almayan estetik bir “beyaz giirtilti” olugumu riski tasimaktadir. Bu durum, diyagram
mimarhgini Vidler’in tarifine ek olarak dérdiincii bir tipoloji olarak kategorize etmeyi
olanakli kilan bir “evcillestirilmis postmodernizm’ olarak okumayi kolaylastirmaktadir.

Anahtar Sézciikler: mimarlik kurami, diyagram, diyagram mimarligl, postmodernizm
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A New Paradigm or the Fourth Typology:
“Diagram Architecture”

Ozan GURSOY
Istanbul Aydin University Lecturer, Istanbul Technical University / PhD student, ozangrsy@hotmail.com

The study intends to develop a critical review of the diagram architecture, especially as a
developing aesthetic attitude in the second half of the 20th century, term called
postmodernist period. It is aimed to inquire about diagram architecture, which is more
than a simple representation of evolution has more theoretical implications and is
generally perceived as a change of liberating paradigm in a heralding sound. This is an
attempt to build a critical distance beyond affirmation or negation. One of the main
points of the discussion of the diagram that constitutes one of the main axes of the
recent architectural theory, and perhaps most importantly, is that the diagram beyond a
simple representation practice and tool; it is an indication of an ethical and aesthetic
paradigm shift that radically differentiates and alter the ontology of production and
discourse practices. This change is, according to many considerations, a new movement,
an epistemic change, which is basically opposed to conventional forms of representation
and origins of architecture, and is developed against all forms of reference to tradition
and the past through the critique of historical continuity. Architecture, as transformed by
this change, has been accepted theoretically by many thinkers, embraced by
emancipatory praise for alternatives. From this embracing point of view, in architecture;
against canons, icons, typologies, ideal plan compositions, orthogonal drawing tradition,
elegant mass movements, and the facade designs derived from it, and interrogates them;
differentiate the usual and legitimate routines of the design process. Embraces the
possibilities and forms of representation of the digital age; removes digital tools from
being a mere tool; forces concepts to rethink concepts such as reality, image, object.
Since the enlightenment, it undermines the ongoing neo-Kantian aesthetics, rediscovers
both the formal principles of modernist architecture in a critical way for questioning, and
replaces it with new ones that conform to the visual language of the post-industrial age
(digital forms of representation). It uses the interdisciplinary interaction of information
society as a potential and exposes the stable, stable, frozen character of architecture to a
constant dissolution. A base that will allow for the coexistence, interactions and
interactions of theories, discourses and methods from different kinds of knowledge areas
has the potential to create an open system. In addition to the familiar data on
architecture, it provides an infinite mapping and representation of the processing of
information, materials, energy flows in different layers. The object of architecture;
directly imposing a mandatory meaning on the final product, the resulting format; The ine
open oloj character, which does not draw the route of identification, allows the
architectural design to be re-imagined through the et process teri, and opens alternative
channels against the ideologies of form. It can be said that this epistemic change, which
can be further increased, put forward a ansiyon diagram architecture 1 instead of
diyagram architectural diagrams ’as a conventional representation tool and environment.
In the context of criticized in the study, it can be said that diagram architecture is a two-
pronged process. At one end, there is a kind of emancipation in design thinking and
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representation, while at the other end there is an illusion of the similar contradictions of
postmodernism, with the illusion of architecture as a neutral and autonomous activity
that is increasingly free of social / political contamination. The distance between these
two extremes makes it difficult to consider the olarak diagram architecture as a new
paradigm; There is a risk of, ‘white noise ’, which transforms Deleuze's philosophy of
‘difference’ into a form of spectacle, believes that it is independent of ethics, and does
not take the risk of any constructive strategy. This makes it easier toread as a
'domesticated postmodernism' 'which makes it possible to categorize diagram
architecture as a fourth typology in addition to the description of Vidler.

Key Words: architectural theory, diagram, diagram architecture, postmodernism
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Signe Pierce’in American Reflexxx’inde insan-
disilastirmanin incelenmesi

Gamze HAMAMCIOGLU
Bilkent Universitesiy, gamze.hamamcioglu@gmail.com

Bu makale Amerikali multimedya sanatgisi Signe Pierce'in American Reflexxx'in
performansina odaklanmayr amaglamaktadir. Sanat¢inin performansi cinsiyet, kimlik ve
post-human (insan-sonrasi) estetigi gibi konular bakimindan, Foucalt’nun beden
politikalari, Judith Butler'in toplumsal cinsiyet ve cinsel kimlik tizerine gorisleri,
Deleuze'nin nomadolojisi ve Donna Haraway'in siborg hakkindaki diistinceleri baglaminda
ele alinacaktir.

1960'larda feminist hareketlerin yiikselisiyle birlikte kadin sanatcilar, performans sanati
yoluyla kadin bedenini sanatin 6znesi haline getirdiler. Bu donemde bireysel, gercekgi ve
glcla bir ifade ve deneyim araci olan beden, performans sanatinin da katkisiyla
politiklesmeye basladi. Performans sanatgilari kadin bedeni tizerindeki erke ait baskici
geleneklere sanat yoluyla karsi geldiler. Performans sanati, fotografcilik, video ve dijital
sanatla ugrasan Signe Pierce kendini “Ger¢eklik Sanati” yapan bir sanat¢i olarak tanimlar.
Yapitlarindaki asil amaci onlar gibi cinsiyet, cinsel kimlik, kimlik ve cinselligi sorgulamaktir.
Pierce’in calismasi American Reflexxx, 6ncesinde kurgulanmis ya da yazilmis bir
canlandirma degildir ve calismanin kendisinin nasil ilerleyecegi gercek bir zamana ve
mekana baglidir. Performansi boyunca Signe Pierce gece Myrtle Beach'in sokaklarinda
yiiriir. Yiiziinde aynal bir maske bulunmaktadir. Uzerinde mavi bir mini elbise vardir ve
kamera onun ayak izlerini takip eder. Performans devam ederken, ¢evresinin dikkatini
ceken bu maskeli kadin, insanlarin merakina ve alaylarina maruz kalmaya baslar.
Performansin ilerleyen béliimlerinde bu garip merak siddetli davranislara dondsdir.
insanlar onu taciz etmeye ve ona saldirmaya baslar.

Pierce’in bedeni, normatif olmadigindan, hakim olan ayricalikli heteronormatif toplum
tarafindan degersizlestirilmesi ve “6teki” olarak adlandirilmasi uygun bulunan insan
olmayan igreng (abject) bedenin bir diizenlemesi haline gelir. Buna karsin, Pierce’in
maskeli bedeninin, toplumun diizenini, normlarini ve algilarini sarsacak post-human (insan-
sonrast), aykiri bir varlik olarak algilanabilecegine bir alternatif sunacagimi diistiniyorum.
Pierce’in bedeni, insan olma ile insan olmama arasindaki sinirlari yikar. Cinsiyet sonrasi
doénemde yasar ve birligi yoktur, ikiliklerin egemenligi, sinirlamalari destekleyen
tanimlamalar yoktur. Bu nedenle, Pierce, tanimlanamayan varligini devlet aygitinin ve
mekanizmasinin diizenlemelerine gore hareket eden bir topluma yerlestirir ve isyankar bir
bicimde kendi giictini geri kazanrr.

Anahtar Sozciikler: Performans sanati, insan-sonrasi, nirmativite, kimlik, beden
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Uncovering Dehumanization:
Signe Pierce’s American Reflexxx

Gamze HAMAMCIOGLU
Bilkent University, gamze.hamamcioglu@gmail.com

This paper aims to focus on American multimedia artist Signe Pierce’s performance
American Reflexxx by interrogating the issues of gender, identity and post-human
aesthetics within the notion of Foucaldian body politics, Judith Butler’s ideas on
heteronormativity, gender and sexuality, Deleuze’s nomadology and Donna Haraway’s
understanding of cyborg.

With the rise of feminist movements in the 1960s, female artists began to reclaim the
body through performance art. The body became politic since it is more personal and
powerful realistic medium to express and experience. What is more, those female body
performance artists transgressed the masculinist oppressive conventions of female body
via art. Like them, Signe Pierce mostly deals with performance art, photography, video
and digital art and defines herself as ‘Reality Artist’. Her main aim in her artworks is to
question sex, gender, identity and sexuality. Her performance artwork American Reflexxx
is totally unscripted and depends on a real time and space. Throughout the performance
Signe Pierce walks down Myrtle Beach at night. She wears a mirrored mask, blue mini
dress and the camera follows her footsteps. As the performance continues, she arouses
the attention of her surrounding, people start to get curious and mock her. Later in the
performance, this awkward curiosity turns into violent acts. People start to harass and
attack her.

Pierce’s body becomes the embodiment of non-human abject body which deserves to be
degraded and placed as ‘other’ by the authoritative heteronormative privileged society
since it is not normative and identifiable. However, | would posit an alternative that
Pierce’s masked body can be perceived as a post-human transgressive being that shakes
the society’s orders, norms, and perceptions. The body demolishes the borders between
being human and non-human. It lives in post-gender era and has no unity, domination of
dichotomies, identifications which promote limitations. Therefore, it places its
unidentified existence in a society following state apparatus’ and its mechanism’s
regulations and rebelliously reclaims its own power.

Keywords: Performance art, post-humanism, normativity, identity, body
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Kiiltiir Endistrisi-Biyopolitika Saliniminda:
Anklav Kentlesmesinin Mimarhgi

Derya Damla iDi
M.Arch Candidate, Dokuz Eyliil University Department of Architecture, deryadamlaidi@gmail.com

Gokcecicek SAVASIR
Assoc. Prof. Dr., Dokuz Eylil University Department of Architecture, gokcecicek.savasir@deu.edu.tr

Neoliberal ddnemde her alanda Gretim-kullanim iliskileri degismistir. Bu degisimde,
toplumda bireyler arasi aynilasmaya kosut gruplar arasi ayrismayi tetikleyen kiiltir
endistrisi, kendilik teknolojileri ve biyopolitik edimler olduk¢a 6nemlidir. Kiiltir endistrisi
yoluyla estetik alginin kontrolii kolaylasmis ve obje-suje arasindaki sinir belirsizleserek
izleyici Uretilebilen bir nesneye déntismustir. Bunun yani sira biyopolitik edimler
aracihgiyla bireylerin toplum algisi asindirilarak, kitle kontrolii adina manipiile edilen ve
uretilebilen yiginlar olarak sekillendirilmesi karsimiza ¢ikmaktadir. Bu ¢erceveden,
mimarliktaki Gretim-kullanim iliskilerindeki degisim ile bireylerin ve kitlelerin talepleri ya da
arzulari ile birlikte distndldigiinde mimarligin ve yapili cevrenin, neoliberalizmin bir araci
olarak kullanildigi gercegi yadsinamaz. Dolayisiyla, giiniimiiziin post-endistriyel
kentlerinde anklav kentlesmeleri ortaya ¢ikmaktadir. Bu olusumlarda, kiiltiir endistrisinin
ve biyopolitik edimlerin etkisi hem teknokratlarin eliyle olusturulan anklav
kentlesmelerinde, hem de neoliberalizmin tretilebilen bir nesne olarak gérdigii bireylerin
talepleriyle sekillenen kentsel bélimlenmelerde izlenebilmektedir. Bu ¢alisma, neoliberal
doénemde 6znelligin ve estetik alginin Gretimi icin mimarhgin kiltir endistrisi ve
biyopolitika icin bir arag olarak kullaniimasinin yarattigi toplumsal algidaki ¢6ziinmede,
popiilizm, siyaset ve estetik iligkisinin dnemli oldugunu savlamaktadir. Calismanin amaci,
anklav kentlesmelerinde mimarligin roliini popilizm, siyaset ve estetik iliskisi Gizerinden
tartismaya agmaktir. Calisma kapsaminda, mimari edimlerin biyopolitik bir arag olarak
glnimuz kent yasantisina etkisi, kentsel anklavlar Gizerinden yoruma dayali bir yontemle
irdelenecektir. Mimarligin anklav kentlesmesindeki aragsalligl, gliniimiiz kentlerindeki
kentsel anklav 6rnekleriyle iliskilendirilerek, Adorno’nun kiiltiir enduistrisi kavrami ve
Foucault’nun kendilik teknolojileri ve biyopolitika kavramsallastirmasi yardimiyla
cOziimlenecektir.

Anahtar kelimeler: Kiltiir endistrisi, Biyopolitika, Post-endlistriyel kentler, Anklav
kentlesmesi, Mimarhigin aragsallig.
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Oscillation Between Culture Industry And Biopolitics:
Architecture Of Enclave Urbanism

Derya Damla iDi
M.Arch Candidate, Dokuz Eyliil University Department of Architecture, deryadamlaidi@gmail.com

Gokcecicek SAVASIR
Assoc. Prof. Dr., Dokuz Eylil University Department of Architecture, gokcecicek.savasir@deu.edu.tr

In the Neoliberal period, the relations of production and use have changed in all fields. In
this change, the culture industry, technologies of the self and bio-political actions
triggering the inter-group divergence while ensuring inter-individual dedifferentiation in
the society are very important. The control of aesthetic perception is facilitated through
the cultural industry and the boundary between the object and the subject became
obscure, so the viewer turns into an object that can be produced. Besides, it is seen that
individuals are figured out as masses that can be manipulated and produced for mass
control by eroding the perception of society through bio-political activities. From this
point of view, it cannot be denied that architecture and built environment are used as an
instrument of neoliberalism when the changes in the production-use relations in
architecture and the demands or desires of the individuals and the masses are
considered. Therefore, enclave urbanization brings forth in the post-industrial cities of
today. In these formation, the influence of culture industry and biopolitical actions can be
traced both in enclave urbanization figured out by the technocrats and in urban divisions
shaped by the demands of the individuals seen as an object that can be produced by
neoliberalism. This study argues that populism, politics and aesthetics are important in
the dissolution of the social perception created by the use of architecture as an
instrument of culture industry and bio-politics for the production of subjectivity and
aesthetic perception in the neoliberal period. It aims to lay a ground for discussing the
role of architecture within enclave urbanization through a debate on populism, politics
and aesthetics. Within this framework, the effect of architectural activities as biopolitical
instruments on today’s urban life is examined through an interpretation based on urban
enclaves. Associating with urban enclaves in today’s cities, this paper scrutinizes the
instrumentality of architecture in the enclave urbanization from within Adorno's concept
of culture industry and Foucault's conceptualization of technologies of the self and bio-
politics.

Keywords: Culture industry, Bio-politics, Post-industrial cities, Enclave urbanism,
Instrumentalisation of architecture.
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Miizik Estetiginde Anlambirim Sorunsali

Firat iLimM
Van Yiiziincii Yil Universitesi, firatilim@gmail.com

Anlambirim sorunsali hem giindelik dilsel pratiklerin hem de genel olarak sanat estetiginin
dikkate almaksizin gelisim gésteremeyecegi bir sorunsaldir. Bir gésterge sistemi olarak
dilde gdsterenin temel biriminin fonem/sesbirim oldugu 6ne siiriilebilecekken miizik s6z
konusu oldugunda bdylesi bir birimin varligi halen tartismali bir konudur. Bu bildiride
miizik estetiginde anlambirim sorunsalinin temel géstergebilim kuramlari agisindan
gostereni sorgulanacak ve miizikte olasi bir anlambirimin varligina dair bir tartisma
yiritilecektir. Bu baglamda F. de Saussure, C. Peirce, R. Barthes ve J. Martinet’nin
gostergebilim kuramlari ele alinacak ve bu kuramlarin olasi bir uygulamasinin miizik
estetigine saglayabilecegi katkilar sorusturulacaktir. Tartisma Klasik Bati Miizigi ekseninde
ve Ozel olarak tarihsel kanonlagsma sirecindeki belirleyiciligi agisindan Barok Dénem
Muizigi tizerinden siirddriilecektir.

Anahtar Sozciikler: Miizikal gostergebilim, moneme, tonalite, estetik.
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The Question of Moneme in Musical Aesthetics

Firat iLimM
Van Yiiziinci Y1l University, firatilim@gmail.com

The question of moneme is a question neither everyday language usages nor art
aesthetics in general can develop without considering it. While it can be argued that the
main unit of a signifier is phoneme or of a sign is moneme, the question of moneme is still
an arguable question in musical aesthetics. In this presentation, the question of moneme
in musical aesthetics will be examined in regard to the major semiotics theories and an
inquiry on the existence of a possible moneme in music. In this context, the semiotics
theories of F. de Saussure, C. Peirce, Barthes and J. Martinet; and the possible
contribution of a possible application of these theories to the musical aesthetics will be
discussed. The discussion will be performed on the Classical Western Music and especially
on Baroque Music for its distinctive role on the historical canonization.

Keywords: Musical Semiotics, moneme, tonality, aesthetics.
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Discontinuities and Their Narration:
Interventionist Art, History, Trauma and the City

Lewis JOHNSON
Independent Scholar lewiskjohnson@gmail.com

Retracing the emergence, alteration and recurrence of some key features of art that, at
least since the 1980s, have been termed ‘interventionist’, this paper will hypothesize that
there is a strand of such work that, working with the spaces and surfaces of cities,
provokes engagement or re-engagement with meanings and effects of traumatic damage
and loss through discontinuities in senses of temporality of viewing. Calling on narration
to bridge these discontinuities, the work of these artists enables us not just to re-imagine
trauma and damage through the reframing of particular historicities, or to project a
political community in recovery, but also to experience something of the durational
character of spaces of co-existence. The paper will thus aim towards a more precise
characterisation of this sense of such spaces of co-existence, developing out of this
conceptualization of interventionist art. Intervening to alter the meanings of ceremonial
sculpture in New York City may be said to date as far back as the Dada-like performance
by Marcel Duchamp and others on January 23rd 1917 when, ascending the Washington
Square Arch, they proclaimed the Free and Independent Republic of Greenwich Village.
This early public space performance, likely provoked by debates about the USA joining
the war in Europe, could underpin a more detailed history of interventionist art, but it
also heralds Krzysztof Wodiczko’s renowned The Homeless Projection: A Proposal for
New York that took place in Union Square in New York in 1986. Photographing homeless
people and instruments of their life in the city, Wodiczko projected parts of these
photographs onto the neo-classical statuary of Washington, Lafayette and Lincoln in the
recently ‘gentrified’ square such that, as art historian and urban theorist Rosalyn Deutsch
put it, ‘the appearance of continuity [between statue and projection] only makes the
presence of the new material more startling.” Showing how a material continuity also
supports discontinuities of viewing, soliciting a sense of the damage experienced by the
homeless people, if not the sculpted American heroes, | will show how comparable
discontinuities can be traced in work in Istanbul, from the well-known Untitled 2003
biennial piece by Doris Salcedo, in which 1550 chairs were carefully interlaced to form a
sort of discontinuous and continuous facade in the vacant space between two buildings,
re-using instruments of unknown bodies to recall a history of migration, but also to
Turkish artist Asl Cavusoglu’s early billboard project Dominance of Shadow (2004)
advertising a fictitious Hollywood horror movie. A consideration of The Cut of 2015 in
Warsaw, in which Cavusoglu worked with Polish urban planners, architects and
archaeologists to excavate one of the shallow mounds of rubble that were left over
following the razing of the Jewish ghetto after the Second World War, displaying
alternately ordinary and extraordinary finds, will demonstrate the importance of enabling
a questioning of how the past is narrated and by whom -as the artist claims- so as to re-
imagine spaces of co-existence.

Keywords: Intervention, City, Trauma, Discontinuity, Narration
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Kamusal Alandan Bir Deneyim Aktarimi; Ankara Yiiksel
Caddesi-Estetik Reaksiyon 1992, Hurdacilar Sitesi 1997

Bedriye KABA ISIK
Serbest Calisan Sehir ve Bélge Plancisi, bedriye.isik@gmail.com

Bu calismada, 27 yildir SANART {yesi ve halihazirda Dernegin Yénetim Kurulu Gyesi olan
bir sehir ve bélge plancisinin, yasaminda anlam yetersizligi hissetmesi sonucu ¢alisma
hayatinin rutininden cikis yolu ararken, yolunun sanatla kesismesi tizerinden kendi
deneyimleri paylasilacaktir. Oncelikle sanatla iligkisinin nasil ve nerede basladigi ve nereye
evrildigi aktarilacaktir. Ardindan giinliik hayatinda edindigi dertlerin onu, nasil Gretimini
kamusal alanda yapmaya ittigi, bir sehir ve bélge plancisi olarak sokakla kurdugu iliskiden
bahsedilecektir. 1989’da kamusal alanda uygulamayi planladigi islerinin bir taslagi
niteliginde olan kisa filmi sanat alanindaki ilk isi olmustur. Daha sonra bu taslaklari gesitli
sekillerde kamusal alanda hayata gecirmistir. Ev is arasi glinliik rutininde gectigi caddede
daha dncesinde filminde de tasarisini sundugu isleri gerceklestirmistir. Bu isler izinli
olmasina ragmen ertesi sabah toplatilmistir. Tarihsel agidan Tirkiye icin dnemli bir yere
oturan bu isler gorsel olarak sunulacak ve uygulamadaki eksiklerden, sanat cevresinin
ilgisizligine, kurumlarin katkisindan, isbirligi ve engellemelerine genis bir yelpazede
incelenecektir. Ayrica yapilmis bu isler yapildigi tarihlerde sanat kurumlarinca kayit altina
alinsaydi neler olabilecegi tartisilacaktir.

Anahtar Sézciikler: Kamusal alan, Sokak, Giinliik Hayat, Sanat, Kurumlar
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A Public Space Experience: Ankara, Yiiksel Street-Aesthetic
Reaction 1992; Scrapyard 1997

Bedriye KABA ISIK
City and Regional Planner, bedriye.isik@gmail.com

This study is an attempt to share the experiences of a city and regional planner, a
member of SANART for 27 years and a current member of the Board, on her journey to
find a way out of the feeling of meaninglessness as a result of the daily routine of work
life and her encounter with art as a way out. Firstly, her relation with art will be examined
on the basis of how and where and the evolution of this relationship will be explained.
Then her relationship with the street as a planner and how her daily concerns pushed her
to perform art on public spaces will be mentioned. Her short film in 1989, a sketch of the
later works which she performed on public space afterwards, was first work in the field of
art. These sketches were later realised in various public spaces in many different ways.
The street which she has used as a passage in her daily routine between work and home,
later became the site of her first street performance. Although necessary permissions had
been received before the event, and even the work produced collectively by the
participants, it had been confiscated by the authorities the following day. These
performances which historically constitute an important contribution to street
performance in Turkey will be visually presented and discussed with reference to a wide
spectrum including the apathy on the part of art circles, the ups and downs of the
implementation and the contribution, cooperation and obstruction of relevant
institutions. Furthermore, a discussion will be made on the possible consequences of
these actions if they had been adequately archived by the art institutions at the time they
were made.

Keywords: Public space, Street, Daily life, Art, Institutions
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Tartismali Bir Miras Alaninin incelenmesi:
Foro Italico, Roma

Basak KALFA ATAKLI
Cankaya Universitesi, kalfa@cankaya.edu.tr

21. ylzyilin modern Olimpiyat kompleksleri, konuk ettikleri oyunlar bittikten sonra atil
duruma diismektedir. Bu derece biiylik boyutta alanlart mevcut kent dokusuna tekrar
entegre etmek hali hazirda zor bir gérevdir. Bir de bu alanlar ideolojik anlamda iyi
anilmayan bir politik rejim ile ilintili ise, sikinti daha da artmaktadir. Ancak 1960 Olimpiyat
Oyunlar’’nin ev sahibi olan Roma’daki Foro Italico tersi bir duruma isaret etmektedir.
1945’ten beri el degistiren yonetimlerin de korumasi altinda, glinimiizde hala ayakta ve iyi
durumda bulunan kompleks, ideolojik yargilamaya miisaade etmeyen bir sekilde halkin
spor, eglence ve dinlenme ihtiyaglari igin hizmet vermektedir. Aslinda 1940 yilinda
agirlamasi beklenen ama 2. Diinya Savasi sebebiyle 1960 Olimpiyat Oyunlari’na ev sahipligi
yapmis olmasinin yani sira, kompleks kentin ana futbol stadyumunu ve Milli Olimpiyat
Komitesi’ni de biinyesinde barindirmaktadir. Onemli spor olanaklarina sahip olmasina
ilaveten, kompleksi olusturan yapi gruplari italyan rasyonel mimarisinin degerli 6rnekleri
arasindadir. Sadece yapilarin kendileri mimari anlamda degil, ayni zamanda agik ve kapali
alanlardaki mozaikler ve heykeller de italyan rasyonalizmini iist diizeyde yansitmaktadir.
Forum yaklasik olarak yirmi adet yapi grubundan olusmaktadir. Giiniimiizde de Beden
Egitimi Akademisi, havuz kompleksi, tenis kortlari, eskrim akademisi gibi eski kullanimina
paralel fonksiyonlari biinyesinde barindirmaktadir. Bu ¢alisma Foro Italico’nun mimari
ozelliklerini, gecirdigi koruma siireclerini de gbz 6niinde bulundurarak incelemek ve halkin
tartismali bir politik rejime ait olan bir komplekste, bu ideolojiden siyrilarak yeni tecriibeler
yaratmasini anlamaya ¢alismayr hedeflemektedir.

Anahtar Kelimeler: Modern Olimpiyat Oyunlari, Foro Italico, tartismali miras alanlari,
italyan rasyonalizmi, rasyonalist mimarlk
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Investigation of a Contested Heritage Site:
the Foro Italico in Rome

Basak KALFA ATAKLI
Cankaya University, kalfa@cankaya.edu.tr

The modern Olympic sites of the 21st century struggle of being in dormant status once
the hosted games are finished. It is already a difficult task to reintegrate a complex of
that huge to the its context back again. When this site is also reflects the ideology of an
unfavorable political regime, the adversity gets doubled. However, the case of Foro
Italico in Rome, which hosted 1960’s Olympic Games proves the opposite. Still standing,
in a good condition, with special attention from successive governments since 1945, the
Foro Italico provides the citizens, without the burden of ideological judgment, a proper
sports complex and recreational space. Apart from having hosted 1960’s Olympic Games
- originally intended to host the 1940’s, which was cancelled due to the outbreak of
World War Il - the complex contains the main football stadium of the city, as well as the
Italian National Olympic Committee. Besides of its importance as a sports facility, the
architecture of the complex reveals one of the best examples of Italian rationalist
architecture style. Not only the buildings themselves, but also the mosaics and sculptures
used in the complex are considered to be the marvels of this peculiar style. The Foro
consists of approximately twenty buildings, structures and monuments that include the
Academy of Physical Education, an aquatic centre, a tennis stadium, a fencing academy
and a youth hostel. Today, the site is still effectively used in its original functions nearly: as
a training centre for the national swimming team, as the site of the national tennis
championships, the Italian national squad play football in the main stadium and, during
the football season, it is home to two Serie A clubs (A.S. Roma and S.S. Lazio). The main
stadium was the focus of the 1960 Olympic Games (and is now known as the Olympic
Stadium) and also hosted the 1990 World Cup final. This study intends to explore
architectural features of the Foro Italico as well as investigating through its preservation
process, and try to understand how people continue to create new experiences in the
complex, a politically laden heritage site, by eliminating its ideological content.

Keywords: Modern Olympic Games, the Foro Italico, Contested Heritage, Italian
rationalism, rationalist architecture
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Bilim Kurgu Sinemasi Uzerinden Mekan ve Kent Mekani
Ongoriileri

H. Selim OKEM
Yildiz Teknik Universitesi, Mimarlik Bélimii E-Mail:okem@yildiz.edu.tr

Mert KALKAN
Yildiz Teknik Universitesi, Mimarlik Bélimii E-Mail:kalkan.mert@gmail.com

Bilim kurgu sinemasi mimari birikime elestirel bakarak, mekan tizerine yeni kurgular
Uretmektedir. Bilim kurgu eserlerinde kurgulanan mekanlar; yeni mekan deneyimlerine yol
acarak, yeni tartismalar baslatmaktadir. Popliler diisiinceye gore, insanlarin gecmis
deneyimleri gelecegin daha yasanilabilir bir yer olacagini diisiindiirse de bilim kurgu
filmleri durumun her zaman bu sekilde olmayacagini géstermektedir. Gelecek tahminleri
bilimkurgu tiiriinde kehanetler gibi ortaya ¢ikmaz, bilginin isiginda ge¢misten ve
glinimuzden aldigy verileri isleyerek, temellerini verilere dayandirarak yolunu ¢izer. Bu
ylizden gelecek senaryolari tutarlidir. Gelecek icin olasi senaryolar icinde normal olarak,
yapici olanlarin yani sira yikici senaryolar da yer alir. Mutlu bir diizen icerisinde yasayan
toplumlarin var olabilecegini 6ne siirerken, insanin dogasinda var olan yok olma eylemine
karsilik yikilmis diinyalar, savastan ¢ikmis toplumlar, atom savaslary, istilalarla dolu bir
diinyanin resmini de gizer.

Bilim kurgu filmleri kurguladiklart mekanlarla, cekildikleri donemin kiiltiirel ve sosyolojik
yapisina dair pek ¢ok fikir verirken, mekan ve kent yapisina dair dngériilerde de
bulunurlar. Bu filmler yaraticisina sonsuz genislikte bir yaratma ve deneysellik alani sunar
ve bu sayede her eserde 6zgiin bir mekan ve kent temsili bulunabilir. Filmler ge¢cmisin ve
bugtiniin kentlerinden beslenirken, gelecegin kentleri icin de dngoriilerde bulunur.
Gelecegi tasvir eden distopik kent senaryolarinda kentler; bozulmus, harap olmus sucun
ve yoksullugun hakim oldugu ve ayni zamanda mega striiktiirlerle yapilasmis, ileri
teknolojinin kentin her alanina niifuz ettigi yerler olarak tasvir edilmistir. Bu ylizden bu
kentler; iki farkli diinyayi barindiran, pek ¢ok zithgin yasandigi, huzursuz ve karanlk
yerlerdir. Nifusun artisiyla beraber kalabaliklasan kentlerdeki yapilasma sorunu igin
yatayda ve diseyde gelisen kentler, bu kentlerin beraberinde getirdigi ulasim sorunlari,
degisen kent-insan etkilesimi, eski yapilarin kentlesme siirecindeki durumu, eski-yeni
birlikteliklerinin olasi halleri ve daha sayilabilecek bircok durum giiniimtizde izleri olan ve
bilimkurgu sinemasi sayesinde daha da canli hale gelen durumlardir. Bilim kurgu, giinimiiz
ve gelecek arasinda mimarlik icin dnemli bir iliski kurmaktadir. insan aklindaki mekanlarin
Uretimini kolaylastiran deneysel bir ortam sunmaktadir. Bunu var olani kullanarak,
degistirerek, farkl gelecek senaryolar kurgulayarak yapmakta ve her ihtimali g6z 6niine
sermektedir. Dolayisiyla, yarinin izleri bugiiniin verileriyle kurgulanabilir hale gelmektedir.

Bilim kurgu, 6zellikle mimarlik olmak lizere pek ¢ok disiplinin karsilastigl problemlere farkl
bir zaman diliminden bakma sansi verir. Bu farkli zaman dilimi, yakin gelecegimize dair
ongoriilerde bulunur ve bununla beraber giiniimiiz toplumuna dair okumalar yapma sansi
da dogar. Giniimiz toplumuna ve yasantisina dair sorunlar ¢6ziime kavusturulamaz ise
gelecekte neler olabilecegine dair dngdriiler, bugiini sekillendirme firsati verir. Gelecekte
karsilasabilecegimiz hatta bugtinden etkilerini gérmeye basladigimiz olaylar bilim kurgu
filmleri sayesinde yorumlanarak, tartisilabilir bir hale gelmistir. Bu nedenle nitelikli bilim
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kurgu filmleri glinim{ziin ve gelecegin tartisiimasina olanak veren platformlardir. Bilim
kurgunun giinimiiz ve gelecek arasinda kurdugu iliski mimarlik disiplini ile pek cok yénden
drtiismektedir. Gorsel ve yazinsal alanda uretilen bilim kurgu eserlerinde tasvir edilen
gelecekler biyiik 6l¢tide glinimiize ait bilimsel ve sosyal sartlardan beslenerek yaratilir.
Bu ¢alismada gelisen ve degisen mekan ve kent kavrami, bilim kurgu sinemasi temalariile
tasvir edilen gelecek 6ngorileri (izerinden incelenecektir.

Anahtar Kelimeler: Bilim Kurgu; Utopya; Distopya; Fiziksel Cevre; Kent Mekant.
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Future Predictions for Space and Urban Space Based on
Science Fiction Cinematography

H. Selim OKEM
Yildiz Technical University, Faculty of Architecture, okem@yildiz.edu.tr

Mert KALKAN
Yildiz Technical University, Faculty of Architecture, kalkan.mert@gmail.com

Science fiction cinema critically looks at the architectural experience and produces new
fictions about space. Places imagined in science fiction creations; it leads to new spatial
experiences and initiates new debates. According to popular thought, people's past
experiences suggest that the future will be a more livable place, while science fiction
movies show that this will not always be the case. Future predictions in science fiction do
not appear as prophecies; it processes the past and today's data, bases it on this data and
draws its path. That is why future predictions are consistent. Potential future scenarios
include destructive scenarios as well as constructive ones. demolished worlds, post-war
societies, atomic wars and invasions. While these scenarios suggest that there may be
societies that live in a happy order, they depict demolished worlds, post-war societies,
atomic wars and invasions in response to the extinction of human beings.

While science fiction films give many ideas about the cultural and sociological structure of
the time they were filmed, they also make predictions about space and city structure.
These movies offer an infinite space of creativity and experimentation to the creator, so
that each work can have an original space and city representation. These films, which are
benefited by the past and today's cities, have been made predictions for the cities of the
future. In dystopic scenarios depicted in the future; cities are ruined, devastated. They are
settled with mega structures dominated by crime and poverty. It is depicted as places
where advanced technology penetrates into every area of the city. For this reason, these
cities are uneasy and dark places where there are many contrasts and two different
worlds. The cities have developed horizontally and vertically for the building problem in
the cities that are crowded with the increase of the population. These cities brought
together; transportation problems, changing urban-human interaction, the state of the
old structures in the process of urbanization, the possible situations of the old-new
associations and many more situations became even more alive thanks to the sci-fi
cinema. Science fiction establishes an important relationship between the present and
the future for architecture. It provides an experimental environment that make possible
the production of spaces in the human mind. It does this by using the existing, changing
and constructing different future scenarios with each possibility. Therefore, the traces of
tomorrow are being edited by today's data. Especially in architecture; science fiction
gives a chance to look at the problems faced by many disciplines from a different time
frame. This different period of time makes predictions about our near future and there is
also a chance to make readings about today's society. If the problems of today's society
and life cannot be solved, the predictions about what will happen in the future give an
opportunity to shape today. The events that we may encounter in the future and the
effects we see today have become controversial thanks to the science fiction movies. For
this reason, qualified science fiction films are platforms that allow discussion of the




3. TURKIYE ESTETIK KONGRESI 3. TURKISH CONGRESS OF AESTHETICS

present and the future. The relationship of science fiction between today and the future
overlaps with the discipline of architecture in many ways. The futures described in the sci-
fi works produced in the visual and literary field are created by benefiting from the
current scientific and social conditions. In this study, the concept of developing and
changing space and city will be examined with the future predictions depicted with the
themes of science fiction cinema.

Keywords: Science Fiction; Utopia; Dystopia; Built Environment; Urban Space.
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Etik Mi, Estetik Mi?

Sila KANYAR
Yiiksek Lisans Ogrencisi, Orta Dogu Teknik Universitesi, Mimarlik Fakiiltesi. sila.kanyar@gmail.com

Mimarlik, insanoglunun yerytizii ve gbkyiizl arasinda kendine bir yer bulma, ait hissetme
¢abasinda bulundugu, givenli bir sinir ¢cizme egilimi gosterdigi, tekrar ana rahmine dénme
arzusunu simgeleyen bir yaratma i¢glidisiiniin triintdir. Ge¢mis ile gelecek arasinda bilgi
ve yasayis aktarimindan, canli canli izlenecek bir tablo olmaya; biitiin bunlarin yaninda ise
toplumsal diizende yerlesme kavraminin beden bulmug halidir. Aidiyet ve kalicilik hissinin
insanin varolus bitdnligiine ayak uyduracak bir bicimde tanimlanmasi mimarhk
disiplininin genel cercevesinde hala aranmakta olan bir olgudur. Bu hususta mimari estetik
arayisl, insanoglunun varolussal sorgulamasinin bir yan driini olarak antik caglara kadar
dayandirilsa da 18. ylizyilda Baumgarten’in estetik tanimi ile duyularla algilanabilecek
cevre yaratma cabasini agiklar niteliktedir. Ote yandan mimarligin maddesel bilesenleri
olan artifaktlari olusturan etmenler i¢in Rossi'nin tanimladigl somut ve soyut 6gelerin
birligi, duyusal algilamanin aidiyet ve baglilik hissindeki etkisini gostermektedir. Bu durum,
mimarligi sanat kavraminin bir alt bashgr oldugu yanilgisina diisiirebilir. Ancak kesisen iki
kiime gibi sanat ile mimarlik, estetik ve ifade etme paydasinda birlestigi halde; mimarlik,
birincil ihtiya¢ olan barinmayi da karsilamakta olup; ekonomik, politik, kltirel bircok
boyuta da dokunmaktadir. Zaman ise bu noktada ayrilan bir 6ge olsa da mimarhgin
'kahcilk' 6zelligi ile varligint her daim hissettirmektedir. Fonksiyonel ihtiyaclarin estetik
olgusuyla bu kadar cok birlestigi mimarlik pratigi, multidisipliner yapisiyla toplumsal
orgutlenmenin gereksinim gercekligine de hizmet etmektedir. Bu kadar agir yiike sahip
olmasi, giincel etmenlerin etkilerinin anlik yansimalarini hem ¢ok kalici, hem ¢ok goriiliir
hem de ¢ok hissedilir bir hale getirmektedir. Gérselin popdilerliginin hitkim sirdigi
glinimuzde; 'estetik' oldugu disinilen yapinin etik olarak toplumsal diizende, kentsel
baglamda veya sosyal yasantida yerini bulamamasina ragmen; bir fotograf arka plani
olmasi yahut dikkat ¢ekici bir ‘obje’ islevinde bulunmasi icin harcanan para, zaman ve
emek tartisiimalidir. Dénem itibariyle giiciin ve iligkiler aginin hakim oldugu mimarhk
pratiginde, ‘ben yapmasam nasilsa baskasi yapacak’ mesrulastirmasi, tasarimlari etik
degerlere karsi estetik 6zellikleriyle var oldurmaya ¢alisiimasi haline gelmektedir. Politik
bir perspektifle alinan kararlarin meslek etigine uymamasina ragmen estetik kaygilarla
uygulanmasi 'Etik mi Estetik mi?' sorusunu karsimiza gikarmaktadir. Tartisilmasi gereken
noktalardan bir digeri de, mimari objenin kalicilik 6zelligi agisindan bugiiniin toplumsal
faaliyet ve kiiltirinin temsili olmasi ile fonksiyonel 6zelliginin anlik devinimine olan
etkisinin carpismasidir. iki perspektifte de mimarlarin verdigi kararlar ve yetkileri
tartisiimali, gelecege bugiiniin yansimasi olarak aktarilan parcalarin bitinlikteki
hegemonyasi ele alinmalidir. ‘Mesleki etik’ ve ‘mimari estetik’ kavramlarinin mimarlik
pratigindeki yeri sorgulandiginda, birliktelik kurulmasinin kentsel uyum siirecindeki etkisi
goz ardi edilemez. Etik-estetik karsilasmasinin mimarlik pratigindeki yansimalari,
mimarlarin bu durumdaki olasi tavirlari, bunlarin sonuglarinin kentsel ve toplumsal etkileri,
birinin agir basmasi gerektigi noktalarda kalicilik sarmalina hangi etmenin sokulmasi
durumu ise farkli bakis agilari ve multidisipliner yaklasimlarin en az mimarlik teorisinde
oldugu kadar mimarlik pratiginde de biiyiik yeri ve 6nemi oldugunu gézler 6niine
sermektedir.

Anahtar Kelimeler: mimari estetik, mesleki etik, etik-estetik birlikteligi, aidiyet, kalicilik.
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Ethics, Aesthetics?

Sila KANYAR
Graduate Student, Middle East Technical University, Faculty of Architecture. sila.kanyar@gmail.com

Architecture is the product of a creative instinct that symbolizes the desire of humanity to
find a place between earth and sky, to feel a safe boundary, and to return to the womb.
Additionally, it is the embodiment of the concept of the settlement in the social context and a
way to transfer the knowledge between past and future. Defining the sense of belonging and
permanence in a sense that will keep up with the integrity of human existence is still a sought
in the general framework of the architectural discipline. In this respect, likewise, the aesthetic
definition of Baumgarten in the 18th century, the search for architectural aesthetics is based
on the antiquity of the existential inquiry of humankind. On the other hand, regarding Rossi,
the unity of concrete and abstract notions as the constituents of artifacts, which are the
material components of the architecture, shows the effect of sensory perception on the
sense of belonging and attachment. This situation may mislead the fact that architectureis a
sub-title of the concept of art. However, art and architecture ally in the aesthetical and the
expressional approaches, architecture also embraces the notion of settle as the primary
need. Moreover, it touches many economic, political and cultural dimensions. At that point,
although it is disregarded, time is an element that always exits with the 'persistence’' of
architecture. The architectural practice provides an environment for the engagement
between functional needs and the aesthetic phenomenon and it serves the necessity of social
organization with its multidisciplinary structure. Since it is a part of everyday life, the
awareness level for the effects of the instant reflections of current factors become very
permanent, very visible and very perceivable. Nowadays, the visual perception has become
more dominant. According to this, the effort and the time which is spent for construction,
even if it has not been able to find its place in the urban context or social life; but it is
considered as ‘aesthetically’ attractive and functioning as photographic background or a
remarkable object should be discussed. In the architectural practice dominated by the
network of power and relations, the legitimacy of ‘even if | do not do, eventually someone
will do’ is to try to create design products with aesthetic features against ethical values.
Although the decisions are taken with a political perspective do not comply with professional
ethics but aesthetic concerns, should bring the question of ‘Ethics or Aesthetics?’ up. Another
point to be discussed is the collision with the effect of the architectural object on the daily
actions of the community and the representation of social activity and culture in terms of
permanence characteristic of architecture. In both perspectives, the decisions and powers of
the architects should be discussed. The hegemony of the objects which are transferred to the
future as the reflection of the present should be considered. When the role of the concepts
of professional ethics and architectural aesthetics ‘in architectural practice is questioned, the
effect of the engagement between these two notions on the urban adjustment process
cannot be ignored. As is clear, the reflections of the ethic-aesthetic collision, the possible
attitudes of the architects in this situation, the consequences of their actions in urban and
social context and the eventual position for creating new permanence indicate the
significance role of the different perspectives and the multidisciplinary approaches the least
important in architectural practice, as well as in the architectural theory.

Keywords: architectural aesthetics, professional ethics, ethics-aesthetics association,
belonging, permanence.
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istanbul Pera Miizesi’ndeki “Sarsilan imge” Sergisinin
Cagdas Sanat ve Kiiltiirel Deneyimdeki Rolii

Dilek KARAAZIZ SENER
Hacettepe Universitesi, Glizel Sanatlar Fakiiltesi, Grafik Bélim{i, ANKARA — TURKIYE
Hacettepe Universitesi, Hacettepe Sanat Miizesi, ANKARA - TURKIYE
dsener@hacettepe.edu.tr

Tiirkiye’nin 6nde gelen sanat koleksiyonculari olan Suna ve inan Kirag, 2003 yilinda
kurduklari vakif ile birlikte kiiltiirel faaliyetler gésterdiler. S6z konusu kiiltir ve
faaliyetlerin, somut bir gésterge olarak kendini ortaya koydugu istanbul Pera Miizesi,
2005 yilinda acildi. Mize, cagdas sanat odakli siireli sergiler diizenleyerek iilke ve kentle
iliski kurmaktadr. istanbul Bienali ve istanbul Tasarim Bienali icin de miizenin tigiinc,
dordiinci ve besinci katlari, siireli sergi mekanlar olarak ¢agdas sanat ve tasarim
sergilerine ev sahipligi yapmaktadir. 2005 yilinda “Geng¢ A¢ilim”” adi altinda baslayan 6zel
sureli sergiler, bir yandan mizenin kentle diger yandan da Tirkiye’nin yeni nesil sanatc!
kusagiyla iletisim kurmaya y6nelik, hem duygusal hem de kiiltiirel deneyimleri yerel ve
turist izleyici kitlesine sunmayi amaglar. Boylece miize yonetim politikasi, cagdas sanatin
yeni nesil (genc) sanatgilariyla, hayati sanatin olanaklariyla kavramaya calistiklari bir
deneyim alanina goétiirerek, geng sanatla ve sanat egitiminin sorunlariyla izleyicisini
bulusturmaktadir. Bir diger 6nemli hedef ise miizeyi daha dinamik kilmak, yeni neslin
islerinin ve zamanlarina denk diisen kaygilarinin sorgulandigi projelerinin yer aldigl
sergilerle, mekanlarinin izleyici dinamigini giiclii kilmaktir. istanbul Pera Miizesi, Tiirkiye
Cagdas Sanat miuizeleri icerisinde lilke sanatinin bellegini olusturmakla birlikte ayrica Jean
Dubuffet, Henri Cartier-Bresson, Josef Koudelka, Joan Mir¢, Frida Kahlo - Diego Rivera,
Louis Khan sergileriyle diinya sanatina pencere agmaktadir. Bu sergiler farkli izleyici
kitlelerinin miizeyi ziyaretini saglamaktadir. Ayrica miizenin surekli koleksiyonu ile siireli
sergilerinin mekanlar arasi iletisimi gerceklesmektedir. Boylece 6grencilerin (¢ocuklar ve
genclerin) farkl kiltlr, yasam, cografya ve zamanlar arasi yolculuk icin miizede
gecirdikleri streclerle, bilginin kaynagina 6zgtirce ve tarafsiz olarak ulagmalari
saglanmaktadir. Gerek Tirkiye’de gerekse diinya miizelerinde egitim ve arastirma
calismalari, miizelerin anahtar roliiniin insan odakli oldugunu animsatir. Etkili ve verimli bir
sekilde egitim ve arastirma olanaklarini gerceklestirmek, farkl kdiltir, inang, ekonomik ve
sosyal yapi, egitim diizeyi, topluluk/kitlenin isteklerini ve ihtiyaclarini anlamak ve cesitli
deneyimler sunan bir iklim/atmosfer yaratma zorunlulugunu da beraberinde getirir. Bu, bir
bakima, cagdas miize yonetimi, isletmesi ve egitiminin amacidir. Her miize gelecek
nesillere koleksiyonunu ve miize kiiltiriinG egitim ve arastirma kaynaklariyla aktarir. Bildiri
bashgimiz Pera Miizesi’nde “Sarsilan imge” adli siireli serginin hem kavramsal boyutunu
hem de izleyici ile miize arasindaki iletisim baglarini degerlendirecektir. “Sarsilan imge”
sergisinin Turkiye’nin yeni nesil geng sanatgilarinin Gretim odaklarindaki toplumsal,
sisteme dayali degisim sireclerini, etnik farklliklarla birlikte, cinsellik ve kimlige dayali
sorgulamalarinin yansidigi tiretimlerle birlikte, serginin miizenin stirekli koleksiyonu ile
giristigi etkilesim atmosferini de degerlendirecegiz. Tiirkiye’deki yeni nesil sanatgilarla
birlikte Cagdas Sanat ortaminin kiiresel kiiltiirle birlikte nasil ilerledigi ve gelistiginin de bu
bildirinin ana bashgina yerlestirmek ve sanat atmosferinin sorgulamalarini
degerlendirmeyi hedefliyoruz. “Sarsilan imge” sergisi, sanatcilarin, resim, heykel,
yerlestirme, video, baski, grafik ve seramik gibi ¢esitli disiplin ve mecradaki tretimleriyle,
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imgenin kavramsal katmanlarini ve Uretim sireciyle olan iligkisini arastiryor. Sergilenen
isler geng kusak sanatgilarin giincel sorgulamalarini yansitirken goriintti, beden, toplum,
bellek, mekan, doga ve kiiltlirel normlar gibi i¢ ice ge¢mis farkl baglamlarin imgeyle olan
iliskisine odaklaniyor.
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The Role of the “Shaken Image” Exhibition at Pera
Museum in Contemporary Art and Cultural Experience

Dilek KARAAZIZ SENER
Hacettepe University, Faculty of Fine Arts, Graphic Department, ANKARA — TURKEY
Hacettepe University, Hacettepe Arts Museum, ANKARA-TURKEY
dsener@hacettepe.edu.tr

One of the leading art collectors of Turkey, Suna and Inan Kirag have been engaged in
cultural activities with the foundation which they founded in 2003. Istanbul Pera Museum
where these culture and activities come to the fore as a concrete indicator was opened in
2005. Through holding temporary exhibitions focusing on contemporary art, the museum
builds ties with the country and the city. Also for the Istanbul Biennial and Istanbul Design
Biennial the museum's third, fourth and fifth floors host contemporary art and design
exhibitions as temporary exhibition spaces. The special temporary exhibitions which
began under the title of “Young Expansion” in 2005 are oriented towards communicating
on the one hand with the city and on the other hand with the new generation of artists
and aim to present both emotional and cultural experiences to local and tourist audience.
Thus, the policy of the museum administration brings its audience and the new
generation (young) artists of contemporary art, young art and the problems of art
education together by bringing them to a space of experience where they try to
comprehend life through the opportunities of art. Another important aim of these
exhibitions is to make the museum dynamic and keep the places' viewer dynamic strong
through exhibitions which new generation artworks and the worries that correspond to
their period are questioned. In addition to constituting the memory of the country's art
among the contemporary art museums of Turkey, it opens a window to the world art
with Jean Dubuffet, Henri Cartier-Bresson, Josef Koudelka, Joan Miro, Frida Kahlo-Diego
Rivera and Louis Khan exhibitions. These exhibitions provides that different audiences
visit the museum. Besides, they enable an inter-place communication between the
permanent exhibition of the museum and temporary exhibitions. This way, it is provided
that the students (children and youngsters) reach the source of information freely and
objectively through the processes they experience at the museum for the journey across
different cultures, lives, geographies and times. Both in Turkey and in world museums the
education and research works remind that the key role of the museums are focused on
humans. The realization of education and research possibilities in an effective and
efficient way brings along the obligation to understand different cultures, beliefs,
economic and social structures, levels of education and the wishes and needs of the
group/mass and creating an atmosphere that offers various experiences. This, in a way, is
the aim of the contemporary museum administration, management and education. Each
museum transfers its collection and museum culture through the sources of education
and research. Our conference paper title will review both the conceptual dimension of
the temporary exhibition ‘“Shaken Image”” at Pera Museum and the communication ties
between the audience and the museum. We will also evaluate the period of social change
based on the system which are at the production focus of Turkey's young artists of the
“Shaken Image” Exhibition, together with the ethnic differences, with productions on
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which questionings based on sexuality and identity are reflected and the interaction
atmosphere which the exhibition is engaged in with the permanent exhibition of the
museum. We aim to place the question of how the contemporary art environment
develops and progresses with the new generation artists in Turkey in the main subject of
this paper and review the questionings of the art atmosphere. The “Shaken Image”
exhibition researches the conceptual layers of image and its relation with the production
process with the productions of artists in various disciplines and mediums such as
painting, sculpture, installation, video, print, graphic and ceramics. The works on display,
while reflecting the timely questionings of the artists, focuses on the relationship of
different intertwined contexts such as vision, body, society, memory, space, nature and
cultural norms with the image.
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Estetik Bir Kimlik Olma Yolunda Miiltecilik

Pinar Karababa Kayaligil
istanbul Gelisim Universitesi, pinar.karababa.kayaligil

Bu ¢alisma estetigin kaliplarinin veya taniminin tartisiimasindan ¢ok miilteciligin bir
stattiden cikip bir kimlik, bu sunumda ele alindig1 dar kapsamiyla da estetik bir kimlik
olmaya baslamasiyla ilgili. Estetigin biiyiik tanim(lar) gé¢ gibi bir olguyla bas eden insan
deneyiminin karsisinda daha 6zgiir, daha sorunsuz —algisal ve fiziki- cografyalarin
dokunulmazhginda kaliyor. Statiiniin bir kimlige déndiigi cografya ise ayni zamanda hem
geri donus veya lclnci tilkeye gecis projeleri, issizlik, gériinmez veya informal emek,
barinma sorunlari gibi meselelere ¢6ziimin tam bulunmadig hem de gegiciligin
belirsizlige dondiigu bir zaman ve mekanda estetiklestirilmis bir milteciligi degismez bir
kimlige doniistiirme yolunda.

Miiltecilik statisi ile ilgili ik soylenmesi gerekenlerden biri miilteciligin bir kimlik
olmadigidir. Miilteciligin hukuki ve toplumsal sinirlari bireysel deneyimleri farkl bicimlerde
tektiplestirir fakat kimlik hem siireglerin degismezligini hem de deneyimlerin ve {iretimin
goc olgusundan bagimsiz olamayacagi bir gecissizlik ortaya koyar.

Miilteci statiistinde olan insanlarin ¢ogul deneyimleri sadece sosyal politika agisindan
istatistiki bir sekilde veya beraber yasadiklari yerli halk tarafindan sekilcilikle degil ayni
zamanda da sanatsal Giretim i¢inde de temsil edilir. Sanatgilarin “Miilteci Sanat¢i” olarak
tanimlanmaya baslanmasi ne ilk defa 2011’de baslayan Suriye’den Tiirkiye’ye gocle
olmustur ne de yerel bir meseledir. G6¢ deneyiminin disinda kalan pek ¢ok baska kimlik ve
statii de belirli bir sanatsal deneyimin veya estetik tizerinden kurulmus bir hakimiyetin
disinda yer aliyorsa yerel bir tiiketim noktasi olma ¢emberiyle sinirlandirirlar.

2011 sonrasi go¢ de benzerleri gibi bir sinirlama yaratir ve biyiik 6lcegi meselenin hem
etkiledigi cografyalarda hem de diinyanin glindeminde tartisilabilmesi icin bir kapi acar.
Goc¢lin hala ¢ogunlugunu is, barinma ve erisim gibi temel ihtiyaclarin olusturdugu etkileri
disindldigiinde miilteci statisintin kimliklesmesi beraberinde bir unutusu ve kapana
kisiimayi getirir. Kimlik gibi ele alinan miilteci veya onun alt grubu sanatgi miilteci kavrami
Turkiye’de zaten gegicilikle ele alinirken muglaklagmis bir stiregte normal yasama ve
Uretime erismeye dair sorunlar tzerine bir perde ¢eker. Bu perde kimligin degismezligi ile
saglamlastinimistir ve savas, haklar veya bu kimlikten bagimsiz yaratici tiretim Gizerine
elestiriyi ortadan kaldirarak miilteciligin sabitlestirilmis bir olaganista hal, miltecinin de
ancak bu kimlikle Gretim alaninda faydali olabilecek birisi olmasini saglar.

Bu temsilde pek ¢ok aktdre yer verebiliriz, iclerinde sasiriimayacak sekilde kendi
hikayelerini anlatan miilteciler de vardir, fakat bu sunum anlatilanin hangi deneyim oldugu
veya temsili olusturanin niyeti degil; temsilin kendisinin mdltecilik statiistinii ve deneyimini
olmamasi gereken bir seye, bir kimlige indirgemesi lizerinedir.

Anahtar kelimeler: estetik, kimlik, miltecilik, Gecici Koruma Altindaki Suriyeliler, g6¢
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Refugee Status on the Way of Being an Aesthetic Identity

Pinar Karababa Kayaligil
istanbul Gelisim Universitesi, pinar.karababa.kayaligil

This work is related with the status of being refugee’s transformation into an aesthetic
identity rather than the discussion of the frames or definitions of what aesthetic is. The
greater definition(s) of aesthetics remains more free, less problematic and in the borders
of the untouchable (physical and perceptive) geographies when compared with the
human experience coping with a fact such as migration. Whereas, the geography where
the status is on the way of being transformed to an identity is dealing with the projects of
voluntary return or settlement to a third country; problems such as unemployment,
invisible or informal labor for which the solution is yet to come and temporariness stared
to become vagueness. This frame, in its all solutionlessness, includes the process of
anesthetizing the experience of being a refugee as an identity rather than a status.

One of the first things related with refugee status is that it is not an identity. The juridical
and social borders of being a refugee standardize a varied individual experience to a
unified form. However being perceived as an identity, different than the above
mentioned standardization, poses an intransitivity in which processes cannot be bettered
and experiences and production cannot find a manifestation other than the domain of
migration.

The multiple experiences of people under the refugee status is being represented not
only as a statistic in terms of social politics or biased formalism by the people they live
with but also through artistic production. Defining artists as “refugee artist” is not a fact
started in Turkey after the mass migration in 2011 nor is it a local phenomenon. A lot of
other identities and statuses are also limited with being a local node of consumption if
their living area remains outside of a claimed hegemony of the right of owning aesthetics.

Similar to earlier stories, the mass migration in 2011 created a limitation and its large scale
enabled us a frame to discuss the issue both for the geographies affected by that and for
the worldwide agenda. Considering the affects of migration, the majority of whose is
composed of needs for employment, access to rights and services and shelter, the status
of refugee’s being an identity brings together a forgetting and imprisonment. Refugee as
an identity and its sub-group of the identity of refugee artist, cover the problems of
normalization and access to production. This cover is strengthened by the unchangeable
aspect of an identity and makes the experience of being a refugee a stabilized state of
emergency. War, rights or a process of artistic production independent from this identity
cannot be uttered in this frame. Therefore refugee becomes someone who could be
productive only under this limitation: a refugee artist.

We can mention a lot of actors in this representation; there are, not surprisingly, people
who tell their experiences through it. However, this work is not related with the
experience narrated but related with the representation through the reduction of the
experience to something it is not: an identity.

Keywords: aesthetics, identity, refugee, Syrians under Temporary Protection, Migration
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Miizik Performansi Analizi ile Yorumda Estetik Arayisi

ismet KARADENIZ
Hacettepe Universitesi Ankara Devlet Konservatuvari Miizik Bilimleri B6liimii Miizik Teorileri Anabilim Dali,
ismet.karadeniz@hacettepe.edu.tr

Klasik Bati Miizigi eserlerinin, yazili bir materyalden yola ¢ikilarak seslendirilmesi,
yorumlarinin, birer “yeniden yaratim nesnesi” olarak degerlendirilimesine olanak
tamimaktadir. Dolayisiyla, bestecinin iretiminin ardindan, yorumcu araciligiyla dinleyiciye
ulagan eserde, yorumcunun etki ve katkisinin varligi da kaginilmazdir. Her icranin bir
yorum oldugu ve her yorumda eserin farkli noktalarinin vurgulandigi, aydinlatildigi veya
aksine, goz ardi edildigi diistincesinden hareketle, yorumlar arasinda kendiliginden olusan
s6z konusu farkliliklarin, eserle olan iligkisi, esere uygunluk baglaminda ele
alinabilmektedir. Felsefi hermeneutige gére, ancak “kabul edilebilirlik” ¢ercevesinde
degerlendirilebilen yorumlarin, eserin temelinde yer alan vurgulari ne seviyede 6n planda
tuttugu konusu icin ise estetik birtakim kriterlere gereksinim duyulmaktadir. Bu noktada,
besteci-yorumcu-dinleyici zincirine eklenen elestirmen 6nem kazanmaktadir. Farkl
goruslerin, genel bir yorum elestirisi standardizasyonunun parcasi olabilmesi icin, eserin
yeniden yaratiminda, yorumcunun, yetkinliginin yani sira entelekttiel birikiminin roli ve
esere bu kanalla sunacagi katkinin sinirinin da yine estetik kriterler dogrultusunda
degerlendirilmesi gerekmektedir. Yorumlar arasinda karsilastirma yapma imkani saglayan
miizik performansi analizi ile elde edilen ¢esitli cikarimlar, s6z konusu “sanat alani”
oldugunda son derecede soyut olan standartlarin netlesmesinde 6nem tagimaktadir. Bir
miizik eserinin herhangi bir yorumunu, bir digerinden daha estetik kilan detaylarin
niteligine odaklanan bu ¢alismada, bahsi gecen standartlarin gesitliligine dikkat ¢ekmek
lzere, Barok, Klasik, Romantik ve Cagdas Donem’den secilen eser drnekleri, yorum
karsilastirmalari (izerinden incelenmistir. Yapilan degerlendirme dogrultusunda,
yorumcularin eserle iliskilendirdikleri miizik disi baglantilarin, yorumun niteliginde, en az,
teknik yeterlilik kadar 6nem tasidigi sonucuna ulasilmistir.

Anahtar Sézciikler: Miizik performansi analizi, yorum, yorumcu, estetik, Klasik Bati
Muzigi.
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The Quest for Aesthetics on Interpretation
Through the Analysis of Music Performance

ismet KARADENIz

Hacettepe Universitesi Ankara Devlet Konservatuvari Miizik Bilimleri Béliimii Miizik Teorileri Anabilim Dali,
ismet.karadeniz@hacettepe.edu.tr

Compositions of Western Classical Music are interpreted based on written material and
this situation enables their performances as re-creatable documents. Therefore, it is
inevitable that the work which can be reached to listener by interpreter after composing
section has contribution and impression of the performer. Based on the idea that each
performance is an interpretation, and dissimilar sides are emphasized or ignored in the
course of it, the relation of these aforementioned differences with the composition may
be discussed in the context of compliance with the work. A number of aesthetic criteria
are needed for argument of how the interpretations - which may be evaluated within the
framework if and only if “admissibility” according to philosophical hermeneutics - keep at
the forefront the emphases of the composition. At this juncture, the critic who joins
succession of composer-interpreter-audience comes into prominence. In order for
different opinions to be a part of criticism standardization, the role of interpreter’s
intellectual accumulation and the limit of its contribution should be evaluated through
aesthetic criteria. Various inferences obtained by analysis of music performance which
provides to make comparison between interpretations are important in clarifications of
standards that they are enormously intangible when the area in question is art. In this
study focused to quality of the details that make it more aesthetic than any other, the
work examples selected from Baroque, Classical, Romantic and Contemporary Music
Periods were examined by comparisons of interpretations. As a result of the evaluation it
was reached that the extra-musical relations which interpreters correlate with the work
are as important as their technical qualifications.

Keywords: Analysis of music performance, interpretation, interpreter, aesthetics,
Classical Music.
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Plastik Sanat Eserlerinde Dilsel Boyut: Eserlerin Adlari, Dil
Oyunlari Ve Adsiz Birakma

Burcu KARAEL
ODTU Felsefe BSliimii karaelburcu@gmail.com

Wittenstein Tractatus’u meshur 7. argiimani ile bitirir: “Uzerinde konusulamayan konusunda
susmalt.” Mutlak deger, Wittgenstein’in Etik Uzerine Bir Ders makalesinde agikladig gibi bizim
felsefe yapmak icin kullandigimiz sézciiklerle ifade edilemez veya degerlendirilemez. Sanatsal
deger lizerine felsefi bir tartisma yiiritmek bos laftan 6teye ge¢cmeyebilir. Bu durumdan
kaginmak icin hi¢ konusmamali mr? Yoksa bir plastik sanat eserinin sadece maddi
niteliklerinden, renginden, seklinden, biytkliginden bahsetmekle yetinmeli mi? Bu kisitli
tartismalar veya tartismamalar bizi yetkin bir sanat elestirisinden uzaklastirir mi2 Bu ¢alisma,
Wittgenstein’in arglimanlari dogrultusunda miimkiin olabilecek bir sanat elestirisi arayisi
sonucu dogmustur. insanin iletisim kurma, diisiinme ve anlama yolu olan dil iizerine felsefe
yapmak, Wittgenstein icin en esas felsefe yapmak yontemiise eger, plastik sanat eserlerini de
dilsel bir sorusturmaya tabi tutmak eseri algilayis ve kavrayisimiza dair yeni bir icgor
kazandirabilir. Eserin kendinden menkul degeri ve askinligina dair yorumlar yapmak veya
maddi nitelikleri Gizerinden deger bicmek yerine, dilsellikleri izerinden konusmak belki de en
insanca yorumla yéntemlerinden biri olacaktir. Plastik bir sanat eseri ile karsilasildiginda eserin
kendini ilk agacak dilsel niteligi adi veya adsizligidir. Dil ve plastik eser iliskisi, Wittgenstein’in
Felsefi Sorusturmalar kitabinda bahsettigi dil oyunlari kurami baglaminda irdelenecektir.
Kirmizi rengin agirlikta oldugu soyut bir tablo karsisinda oldugumuzu distinelim. Eserin
altinda isminin ve tamamlandigr yilin yazdigi kiiclik etikete goziimiiz kayar ve orada Keder
kelimesini goriiriiz. Tekrar tabloya dontince, kirmizilarin arasindaki figiiriin ifadesinde keder
gormeye baslariz. Pekiya etikette Tutku yazsaydi? Resme dénen gézler bu sefer ayni figiirde
farkh bir ifade mi arayacakti? Tim bu farkli olasiliklar, bir resmin dilsel boyutu olan adi veya
adsizhg Gizerine agiga cikar. Gercek eserlerde ise durum daha da ilgi ¢cekicidir. Duchamp’in
Cesme heykelinin eserlesme siireci tamamen dilsel distinilebilir: Porselen bir seri tiretim
nesnesi olan bu pisuar, bir sanat¢i ismiyle imzalanmis (R.Mutt), Gizerine yapim yili yazilmis ve
Cesme olarak adlandirilmistir. O kadar ki Cesme (Fountain) ismi, artik benzerleriile birlikte akla
bu eseri de getirmekte, eser bizzat kelimenin anlamini olusturmaktadir. Dijital platformlarda
Cesme (Fountain) seklinde yapilacak gorsel bir aramada, Roma’daki Trevi cesmesinin hemen
altinda Duchamp’in cesmesini gormek hayli olasidir. Plastik sanat eserinin sadece imgesel
disiincenin Grind olmasi, dilsel bir boyut ile kisitlanmamasi -veya indirgenmemesi- gerektigini
savunmak da kuskusuz olanaklidir. Bunun daha gercek sanat deneyimi olacagi diistinilebilir;
ne var ki bu eserin deneyimlenme olasiligini sadece belirli bir zaman ve mekana sinirlar. Bir
ipucu vermenin, eserle ilgili dil oyunu yapmanin reddedilmesinde bile, dikkati esere tekrar
yonelten bir deneyim kurgusu bulunmakta. Bu adsizlik oyunu, 18.yy dncesindeki genellikle
altina isim yazilmayan ama onu tanimlayan adlar verilen eserler, sonrasinda sanat¢inin
tanimlayicilik disina ciktig1 Briigel’in ikarus’un Disisii gibi eserleri ve sonrasinda Duchamp’in
iyice ileriye giderek seri Giretim bir objeye bir sanat¢iimzasi ve isim vererek sanat objesi
dretimi sirecini izleyen bir oyun. Sanatgl, tiim bu siirecin bir devami olarak plastiklikten
dilsellige kayan eserin deneyimlenis siirecini tekrar plastige ¢ekmek ister gibidir. Adlandirma
veya adsiz birakma, eserin deneyimlenisinde en az uzamsalligi kadar etkili olabilmektedir.
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Linguistic Dimension of Plastic Arts: Names, Language
Games and Untitled Works

Burcu KARAEL
ODTU Department of Philosophy, karaelburcu@gmail.com

Wittgestein ends Tractatus with his famous 7th argument: “What we cannot speak about
we must pass overin silence”. In A Lecture on Ethics Wittgenstein states that absolute value
cannot be expressed or discussed with the language we use to do philosophy. A discussion
on artistic value can be nothing more than empty talk. Should we completely abandon the
discourse on art to avoid that? Should the discourse be on material qualities only? This
work is investigating the possibility of a sound art criticism with respect to Wittgenstein’s
arguments on language. If philosophizing on language, through which we communicate,
think and understand, is the essential way for Wittgenstein; investigating plastic artworks
from the point of philosophy of language might bring a new insight on how we perceive
and understand the works of art. Instead of arguing on artwork’s value in-itself, its virtue
or its spatial qualities, exploring on their linguistic aspects might be the most human way
of evaluation. Upon the encounter with the artwork, the first linguistic quality which strikes
us is its title or lack thereof. The relationship between language and the work of art will be
examined with respect to Wittgenstein’s concept of language games, which he introduced
in Philosophical Investigations. Assume we face a painting on the wall, in which the color
red is dominant. Our gaze moves towards the tag which has the year and title of the work
is written and we see the word Grief. When our gaze returns to the painting, we start to
see grief in the expression of the figure. What if the tag said Passion? A different possibility
emerges thanks to linguistic dimension of the plastic artwork: its title or name. The real
examples are more interesting. In Duchamp’s Fountain, the process of becoming an
artwork is completely linguistic. Duchamp signed porcelain mass-produced object with the
name of animaginary artist (R.Mutt), written a year on the work (1917) and gave it a name:
Fountain. Itis possible to defend that plastic arts should target visual and spatial experience
and should not be limited or downgraded by language. Rejection of giving a title and not
giving a clue about the work has its own scenario of experience. This language game with
Untitled, is following the long tradition which started with descriptive names in 18" century
painting, followed by Bruegel’s Fall of Icarus when the name becomes an attention
directing tool for the onlooker. Later on, Duchamp takes it to the extreme and makes a
mass-produced object into a work of art through the use of language. Now, the artist wants
to take the experience back to plastic, presenting the onlooker the name Untitled in the
title space. Naming or leaving the works of art untitled can be as dominant as spatiality of
the work of art in the artistic experience.

Key Words: Philosophy of Language, Plastic Arts, Wittgenstein, Untitled, Naming
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Cirkinlik Paradoksuna Yeniden Yaklasim:
Nietzsche’nin Antik Yunan Tragedyasi Uzerine Yorumu

Giilizar KARAHAN BALYA
Orta Dogu Teknik Universitesi, kgulizar@metu.edu.tr

Estetik alaninda temel tartismalar geleneksel olarak giizellik meselesinin etrafinda
sekillenmistir. Glzelin ne oldugu veya olmadig), giizele iliskin estetik yargilarin 6znel bir
temele dayanip dayanmadig ve estetik yargilarin gecerliliginin boyutu, bu tartismalarin
cercevesini cizen konulardan bazilari olarak sayilabilir. Ote yandan, giizel olanin sanat
eserindeki temsili nasil ilgi ¢ekiyorsa, cirkin olanin ayni élglide etki yarattigr durumlarla da
karsilasilabilmektedir. Diger bir deyisle, glizelin estetik hazza kaynaklik etmesi yaygin bir
tecriibe olsa da, glincel sanat tartismalarinda cirkin olanin temsiliyetinin de kendine yer
buldugu gorilmektedir. Fakat goriintste ¢irkin ya da en azindan nahos bulunan bir seyin
sanatsal temsili nasil olur da estetik olarak takdir edilebilir? iste bu yazida, bazen ¢irkinlik
paradoksu olarak da anilan bu soruya Nietzscheci bir bakis acisindan yanit aranmaktadir.
Boylelikle, cirkinin estetik alandaki konumu Gzerine bir tartisma alani yaratmaya calisilacak
ve bunu yaparken Nietzsche’nin antik Yunan tragedyalarini yorumlayisina ve onun geg
doénem felsefesinde 6nemli yer tutan gii¢ istenci gibi kavramlara basvurulacaktir.
Nietzsche’nin degerlerin yeniden degerlendirilmesi idealinin esin verdigi bu ¢calismanin
odaginda, kendisinin degerlerin ilk yeniden degerlendirmesi olarak betimledigi
Tragedyanin Dogusu adl eseri yer almaktadir. Nietzsche’nin ilk basili eserini bu sekilde
nitelendirmesinin temel nedeni, kendisinin bu kitapla hem antik Yunan tragedyasina iliskin
hem de daha sonra giiclaligiin kétimserligi dedigi, kotimserlige iliskin yepyeni bir
yaklagim ortaya koyuyor olmasidir. Bu ¢alismada giiclalGgiin kétimserligi kavrami,
Nietzsche’nin antik Yunan tragedyasinin kurucu 6gesi olarak sundugu iki temel egilime
referansla tartisilacaktir: glizele olan istegi ifade eden Apolloncu egilim ve cirkine olan
istegi ifade eden Dionysoscu egilim. Nietzsche, Yunan tragedyalarinda bu iki istegin bir
arada varolusunu ve tragedyadan alinan hazzi, onaylayici bir gii¢ istencinin ve yasama
bitiindyle kucak acan antik Yunan icgdristnin bir Girlinii olarak yorumlar. Bdylesi bir
icgdri, ona gore, yasami reddetme ve hing psikolojisine dayanan ve bu nedenle ¢irkinin
estetik temsilinden alinabilecek potansiyel hazza olanak tanimayan Platoncu-Hiristiyan
disiince gelenegine taban tabana karsittir. Buna dayanarak, calismamiz Nietzscheci
estetik anlayisina gore tragedyanin hakiki sanat bigimi oldugu, ¢irkin olani da kapsayacak
sekilde yasami tiim yo6nleriyle kutsadigi ve ayni zamanda cirkin olani katlanilir kildig;
tartismasiyla sona erecektir.
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The Paradox of Ugliness Revisited:
Nietzsche’s Interpretation of Ancient Greek Tragedy

Giilizar KARAHAN BALYA
Orta Dogu Teknik Universitesi, kgulizar@metu.edu.tr

Core discussions in the field of aesthetics have conventionally been shaped around the
question of beauty. What beauty is or is not, whether aesthetic judgements of beauty are
subjectively based, the extent of aesthetic judgments’ validity are some of the issues that
have defined the framework of such discussions. On the other hand, as one may be pulled
by the representation of beauty in a work of art, ugliness in art can also be experienced as
equally charming. In other words, although it is a common experience that the beautiful
arouses aesthetic pleasure, recently the representation of the ugly has also been widely
discussed in the field of aesthetics. But how could the artistic representation of
something that would apparently be found ugly, or at least displeasing, nevertheless
excite fascination and even be aesthetically appreciated? The purpose of this paper is to
shed some light on this question, which is sometimes called the paradox of ugliness, from
a Nietzschean perspective. In doing this, we will try to open up a space for debate
concerning the status of the ugly in the aesthetic sphere with reference to Nietzsche’s
account of ancient Greek tragedy as well as to key concepts of his later philosophy such
as the will to power. The paper is inspired by Nietzsche’s ideal of the revaluation of all
values and puts into its focus The Birth of Tragedy, which Nietzsche declared to be his first
revaluation of all values. The main reason why Nietzsche regards his first published book
as incorporating a revaluationary character is his introduction of a novel interpretation of
ancient Greek tragedy and pessimism, which he calls pessimism of strength. In this paper
the concept of pessimism of strength will be discussed with reference to two
fundamental tendencies which Nietzsche views as constitutive of Greek tragedy: the
Apollonian and Dionysian, denoting the craving for beauty and craving for the ugly
respectively. Nietzsche views the coexistence of these two desires in ancient Greek
tragedy and the aesthetic pleasure derived from tragedy as products of an affirmative will
to power and the expression of the Greek insight that embraces all life. This, according to
Nietzsche, is an insight that is fundamentally opposed to the Platonic-Christian tradition
of thought, which is based on life-denial and resentment and thus fails to give an account
of the pleasure possibly derived from the aesthetic expression of the ugly. Therefore, the
paper will conclude by arguing that in Nietzschean aesthetics tragedy is the genuine art
form that is marked by a celebration of life in all aspects including ugliness and makes
possible to bear such aspects at the same time.

Key Words: the ugly, aesthetic pleasure, pessimism, will to power, ancient Greek tragedy.
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Gelecegin Sanat Paradigmasi Olarak ismail Tunal’nin
Tasarim Felsefesi’ni Tartismak

Omiir KARSLI
Van Yiiziinci Yil Universitesi Felsefe Béliimi, omurkarsli@yyu.edu.tr

Tanzimat ile birlikte Bati’dan ithal ettigimiz estetigi anlama ve kurumsallastirma ¢abasi
icinde Ismail Tunali ayricalikli bir konuma sahiptir. Tunali, bir yandan Bati estetiginin ve
sanat felsefesinin temel eserlerini dilimize kazandirmis, bir yandan da gelistirdigi felsefi
estetik kurami ile estetigi sistematize ederek saglam temellere oturtmaya ¢alismistir.
Bunun yaninda Tunali, Bati estetigini asma ¢abasini ilk defa deneyen vizyoner kisiligiyle de
dikkat cekmektedir. 20. ylizyil estetiginin farkl boyutlarini cesitli eserlerinde aciklayan
Tunali, 21. ylizyil estetiginin ise alisildik modern estetikten baska tiirli olacagmni
disiinmektedir. Gelecegin sanat paradigmasi lizerine ilk makalelerini 70’li yillarda tireten
Tunali, 2000’li yillarin basinda yayimladigi Tasarim Felsefesi ile tiim ¢alismalarini g6z niine
alarak kendi sanat felsefesini tamamladigini belirtmektedir. Tunal’’ya gére gelecegin sanat
paradigmasinin temel belirleyicisi tasarim kavrami olacaktir ve tasarim her etkinligin
merkezinde yer alacagindan sanat da seckin bir zimrenin tekelinden cikarak hayatin
bitiinlne yayilacaktir. Ayni zamanda tasarim, modern dénemin birbirinden ayirdig giizel
ve iyi/faydali degerlerini de bir araya getirecek, biitiinlestirdigi deger anlayisi ile makine ve
insan arasinda harmoni kurulacak, yeni, evrensel bir himanizmin yolunu agarak modern
doénemde yasanilan yabancilasmaya son verecektir. 21. yiizyilin hizli teknolojik gelisimi
sanat alanini da donistiirmekte, sanat kavraminin ierigini degistirerek yeni sanat
felsefelerinin zorunlulugunu duyurmaktadir. Bu baglamda sunacagimiz bildiride, gelecegin
sanat paradigmasinin nasil sekillenecegine dair disiince tarihimizdeki ilk ve tek deneme
olan Tunal’nin Tasarim Felsefesi’nin dayanaklarini ve temel argiimanlarini ortaya koyacak,
Tunal’nin 6ne stirdigu gorislerin, cagin gelisimi ve getirileri karsisindaki dayanakliligini
elestiriye agacagiz. Tunal’nin gelecegin sanat paradigmasindaki gortslerinin eksikliklerini
belirtecek, bdylesi bir paradigmanin kurulabilmesi i¢in hangi olanaklarin tizerinde
durulmasi gerektigini tartisacagiz.

Anahtar Kavramlar: ismail Tunali, Gelecek, Paradigma, Sanat Felsefesi, Tasarim
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Discussing ismail Tunali’s Philosophy of Design As Art
Paradigm Of The Future

Omiir KARSLI
Van Yiiziincii Y1l Universitesi Philosophy Department, omurkarsli@yyu.edu.tr

Ismail Tunali has a privileged position in the effort to understand and institutionalize the
aesthetics we imported from the West along with the Tanzimat. Tunali, on the one hand
translated the basic works of Western aesthetics and philosophy of art to Turkish, on the
other hand by developing a philosophical aesthetic theory he tried to systematize and
establish a strong ground to aesthetics. In addition, Tunali draws attention with his
visionary personality who tried for the first time to overcome Western aesthetics. Tunali,
who explains the different dimensions of 20th century aesthetics in his various works,
thinks that the aesthetics of 21st century will be different than the usual modern
aesthetics. Tunali produced his first articles on the art paradigm of the future in the 70s
and with ‘Philosophy of Design’ which he published in the beginning of 2000s., states that
he completed his philosophy of art by considering all his works. According to Tunali, the
main determinant of the future art paradigm will be the concept of design and since the
design will be at the center of each event, art will remove from the monopoly of an elite
group and spread throughout the life. At the same time, the design will bring together
the beautiful and good values that are separated in the modern era, and establish
harmony between the machine and human and open the way for a new, universal
humanism by ending the alienation experienced in the modern period. The rapid
technological developments of the 21st century also transforms the art field and changes
the content of the art concept and announces the necessity of new art philosophies. In
this context, | will present the basis and basic arguments of the design philosophy of
Tunali, which is the first and only experiment in our history of thought relevant with art
paradigm of the future, and | will criticize the opinions that Tunali put forward. | will point
out the deficiencies of Tunali's views about the art paradigm of the future, and discuss
the possibilities should be addressed in order to establish such a paradigm.

Keywords: ismail Tunall, Future, Paradigm, Philosophy of Art, Design
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Henri Bergson’da Estetik (Sag)Gorii

Umit KARTAL
Mus Alparslan Universitesi, u.kartal@alparslan.edu.tr

Bergson gercekligin biitlincdl bilgisinin olanakl oldugunu ileri siirer ve ona gore bu
olanagin gerceklestirilmesinin aracisi sezgidir. Sezgi, bu anlamda, Bergson metafiziginde
kavramsal distinceyle karsitlik iginde kurulur. Bu kavrayisin temel ilkesi alisilageldik
disiince bicimlerini tersine ¢cevirmeye ve seyleri tam da siirenin bakis agisindan -sub
specie durationis— gérmeye ¢agiran bir tavir degisikligini gerektirir. Bergson kavramsal
disiince ya da entelektiializmin temel bir paradigma etrafinda sekillendigini iddia eder. Bu
paradigma zamanin uzama indirgenmesi ve dolayisiyla uzamda tespit edilen iliskilerin
zamana geri yansitilmasina dayanir. Dolayisiyla zamansal deneyim, soyut ve bos uzamin
bakis agisindan durdurulabilir, tersine gevrilebilir veya yinelenebilir bir gayri sahsilige
indirgenir. Bergson’un miidahalesi tam bu noktada araya girer. Bergson felsefenin
roliiniin distince aliskanliklarini tersine ¢evirmek oldugunu ileri siirer. Kuskusuz burada
tersine ¢evrilmesi 6nerilen kavramdan yasama gitmeye calisan entelektialist distince
gelenegidir. Bu anlamda Bergson’un felsefenin 6niine koydugu goérev yasamdan kavrama
giden, yasami devinim, degisim ve ¢esitlilig§inde deneyimlemeyi saglayacak akiskan
kavramlariicat edecek bir tavir alistir. Bu yaniyla Bergson yasam ve sanat yapit, filozof ve
sanatcl arasinda, 6zgiin bir 6rnegi Nietzsche’de karsimiza ¢ikan, bir yakinlk kurar. Estetik
sezgiyi tekil olgulara erisimi bakimindan takdir eden Bergson bdylesi bir erisimin
genisletilmis bir bakis halini alabilmesinin ancak felsefe yoluyla miimkin oldugu
disiincesindedir. Bergson, yapitlarinin ¢oguna yayilmus bir sdreklilikle, siire ve sezgi
arasindaki iliskiyi okuma, yazma/cizme, dinleme edimleriyle 6rneklendirir. Bu anlamda
edebiyat (nesir ve nazim), resim ve miizik (ve dans) Bergson’un estetik gériisiini tesis
etmede 6nemli bir katki sunar. Ancak burada lizerinde durulmasi gereken Bergson’un
insani iletisimin ti¢ ugragi olan yazma, okuma ve dinleme edimlerine sezgi ve siirenin
anlasiirhg baglaminda ayricalikli bir yer tanimasina karsin konusma edimini israrla disarda
birakmig olmasidir. Bergson’un kendi basina estetik olarak kabul edilebilecek bir yapit
yoktur, ancak onun estetigi olarak addedilen Giilme yapitinda, degindigimiz bu disarida
birakma tavrinin bir agikhga kavusmakla kalmadigini, bilakis 6zgtin bir ¢6ziime
kavustugunu iddia edecegim. Bergson’un erken dénem calismalarinda tizerinde durdugu
saggori (fr. bon sens) yaklasimiyla birlikte okundugunda Bergson estetiginin giinimiize
kadar ihmal edilmis etik ve politik boyutunun da bu baglamda 6ne ¢ikmis olduguna dikkat
cekecegim. Estetik yarginin yalnizca bir kayitsizlik (fr. dés-intéresse) durumu degil fakat
ayni zamanda bir ilgi, bir arada olma (fr. intér-esse) durumunu da icerdigine vurgu
yapacagim. Dolayisiyla burada Bergson’un estetik kavrayisi bakimindan bir anlamda
Bergson’un sezgi anlayisina ters goriinse de toplumsal alanda pasif izleyici deneyiminin de
dgretici olabilecegi, yasam lzerine gegirilmis mekanikligin idrakini saglayan ve yasama
yonelik dikkati isaret eden giilme deneyiminin, siirenin bakis agisina yerlesmenin
imkanlarindan biri olarak okunabilecegi géstermeye calisilacagim.
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Aesthetical Intuition in the Philosophy of Henri Bergson

Umit KARTAL
Mus Alparslan University, u.kartal@alparslan.edu.tr

Integral knowledge of reality is possible for Bergson and this possibility’s actualization
comes to its fruition by means of intuition. Intuition, in this sense, is understood in
contrast with the intellect and as a method, radically differentiates itself from the
conceptual thought. The main principle of this conception of experience requires us to
reverse the habitual ways of thinking which would after all enable us to see things
through the perspective of duration, sub specie durationis. For Bergson, conceptual
thought or intellectualism is founded on a distinctive paradigm, which is based on
reducing time to space and reflecting the relationships discovered in space to time.
Therefore, temporal experience is basically reduced to a stoppable, repeatable, and
reversible impersonal level. Bergson holds that the role of philosophy is to reverse the
habits of thoughts. It is obvious that what needs to be reversed is the tradition of
intellectualist thought which goes from concept to life. Thus, the role that Bergson’s
philosophy eager to undertake makes itself clear in creating fluid concepts. In this
creation, we would experience life in its mobility, change, and variety without sacrificing
it to the inflexibilities of the conceptual thought. Here we are encountered an affinity
between life and art, philosopher and the artist which we also see a similar line of
thought in Nietzsche. Bergson, who acknowledges the aesthetical intuition in terms of its
access to particulars, thinks that it is possible to achieve an enlarged view of such an
access only through philosophy. There is a continuous reference which can be traceable
in Bergson’s work in terms of making the relationship between the effort of intuition and
duration clear. Bergson identifies intuitive effort with writing/drawing, reading, and
especially listening to music. Therefore, in establishing Bergson’s aesthetical approach,
literature (prose and verse), painting, and music (and dance) make a great contribution.
Nevertheless, what needs to be understood here is why Bergson persistently ignored the
fourth aspect of human communication, namely, speaking. There is no specific work of
Bergson which could properly be called aesthetics, but Laughter can partly be considered
his aesthetics. | claim that, in this work, the ignorance we mentioned finds a solution.
Reading it along with his early conception of the good sense (fr. bon sens), there we
discover a neglected ethical and political dimension in Bergson’s aesthetics. Aesthetical
judgment can not only understood in terms of indifference (fr. dés-intéresse), but it also
means an interest, a coexistence (fr. intér-esse). Hence, here we endeavor to show that
there is a possible way of reading Bergson’s aesthetics in terms of the experience of
passive spectator within the social realm; even it seems to run counter to his conception
of intuition. By means of this peculiar experience, laughter, we could grasp the
mechanism superposed upon life and be led to an attention to life, and more precisely
appropriate a distinct way of seeing things through duration.
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Sinemanin Omuzlarinda Diikkanlar Ve Evler:
Tunal Hilmi Caddesi 1967-1972

Elif Kaymaz
Mimarlik Tarihi, ODTU, elifkaymz@gmail.com

Her ne kadar Ankara’nin sinemalari, hem tasarim agisindan hem de konumlari agisindan
olduk¢a zengin bir cesitlilige sahip olsa da, sinemalarin hikayesi istanbul ve izmir ile
kiyaslandiginda daha ge¢ baslamis olup sehirdeki varliklari diizensiz bir ivme ile vuku
bulmustur. Ankara’da, kent sinirlari icerisinde, simdiye dek 110’dan fazla sinema salonu
acilmistir; 1930’da 3 adet sinema mekani; 1941’de 6 adet, 1973’te 59 adet sinema salonu ve
53 adet agik hava sinemasi Ankara Valiligi yiliginda kayit altinda alinmistir. 8olerden sonra
sinema sayisindaki diistis olduk¢a belirgindir; 1998’de sehirde yalnizca 15 adet sinema
bulunmaktadir. Giiniimiize gelindiginde ise, farkli bir tablo belirmektedir; 30 sinema
salonun yalnizca 3’i kent merkezinde olup, kalani aligveris merkezlerinde sehrin dort bir
yanina dagilmis sekildedir. Sayilarda goérildigu tizere, Il. Diinya Savasi sonrasi dénemde,
sinemalarin sayisi oldukga hizli bir sekilde artmistir. Bu siire zarfinda, Tunali Hilmi Caddesi
ve bdlgesi sehirde bir alt merkez olma yolunda ilerken, cadde tizerindeki sinemalar bu
surece destek olmustur. Ankara’da 1923 — 1980 yillar1 arasinda insa edilmis olan
sinemalarin bitiincil bir haritalama ¢alismasindan sonra, bu ¢alisma 1967-1972 yillar
arasinda Tunali Hilmi Caddesi izerinde apartmanlarin pargasi olarak insa edilmis olan bes
sinemaya odaklanarak, bunlari konum, mimari ve servis bazinda incelemektedir. Cadde
boyunca yerlesmis olan sinemalar diger ticari aktiviteler ile birlikte siirekli bir 6zel/kamusal
alan gecisi saglamaktadir. Bu bes sinema, ayni anda konut, ticari ve eglence olanaklari
sunan bir yapi programinin parcasi olarak ayni tasarim fikrini paylasmaktadir ve sinemali
apartman kavraminin drneklerini olusturmaktadir. Gésterim programi, sinema disi
etkinlikler, yeme-icme mekanlart ile seyirciler i¢in bireysel ve sosyal bir pratik haline
gelmistir. Bu ¢alisma boyunca, mekanda kendini gercekleyen ve ayni zamanda mekansal
farkliliklar tarafindan sekillenen/degistirilen sosyal hayatin aktorleri arasindaki etkilesime
daha genis bir cerceveden bakmak amaciyla mimariye bir sahne olarak bakma kavrami
gelistirilmis ve uygulanmistir. Baska bir degisle, egemen giicler ile direnis giilerinin, kendi
iliskilerinin dinamigi geregi suirekli olarak bir degisim i¢inde oldugu, birbirinin yerine gectigi
bir sahne olarak mimariye bakilmistir. Bu bakis agisiyla, ¢alisma, sinema salonunu mimari
bir mekan olarak ele alip onun ickin aktdrlerini tanimlar; mal sahibi/ydnetici, mimar,
mimari, sinema endustrisi, seyirci ve kanunlar. Boylece, sinemali apartmanlarin yapim
sureclerinin farkli agamalarinda bu aktérler arasindaki etkilesimin nasil dinamik bir yapida
oldugu ve birinde meydana gelen bir degisikligin digerlerini nasil etkiledigini
gostermektedir.
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When Movie Theaters Shoulders Homes and Stores; Tunali
Hilmi Street 1967-1972

Elif Kaymaz
History of Architecture, METU, elifkaymz@gmail.com

Although the places of moviegoing in Ankara have a long history, revealing great variety
in both style and location, their story started later than istanbul or izmir and followed an
unstable momentum of establishment. It’s been 110 theaters established and littered
around the city; in 1930, there were 3 movie places; in 1941, the number was 6; in 1973,
there were 59 movie theaters and 53 open air movie theaters in Ankara. The decline in the
number of movie theaters was significant; in 1998, 15 theaters; in 2018, only 3 movie
theaters out of 30 are in the city center, the rest is in shopping malls. As is seen, in the
post-war period, the number of movie theaters increased rapidly and among these, the
ones located along the Tunali Hilmi Street gained extra importance as this district formed
a social and cultural sub-center in the city. Following a comprehensive mapping study of
these numbered movie theaters built between 1923 and 1980, this study focuses on five
movie theaters built between 1967-1972 along Tunali Hilmi Street and conceptualizes
them as places of moviegoing based on their location, architecture and service; the
experience of the street through movie theaters constituted a constant public/private
transition, which is further emphasized through other commercial activities placed along
the length of the street; these five movie theaters share a specific design idea as being a
part of a building program which offers residential, commercial and leisure uses all at the
same time with modern decorative touches; The exhibition program of the theaters,
additional shows, eatery facilities are among the many features of establishment for an
individual and social practice of audiences. Throughout the study, the concept of looking
at architecture as a stage is introduced to provide an insightful frame to assess the
interplay between agencies of social life which reveals itself in space and which is
modified/structured by spatial patterns. In other words, architecture as a stage where the
forces of domination and the forces of resistance are subjected to transformation and
displacement by the dynamics of their own interrelations. The study, by adopting this
frame of thought, analyzes movie theater as an architectural space and decodes its
inherent agencies; owner/manager, architect, architecture, cinema industry, audience,
and legal power. Therefore, the different stages of building the apartment block with a
movie theater shows how the interplay of these agencies have a dynamic fashion and
how the change in one of them triggers a change in others.
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Levinas’in Sanat Anlayisi:
Etik ile Estetik arasindaki Muglak iliski

Basak KEKI
istanbul Gelisim Universitesi, basakkeki1t@yahoo.com

Bu ¢alisma Emmanuel Levinas’in etik ile estetik arasindaki sorunlu iliskiyi ortaya ¢ikaran
sanat anlayisini arastirip degerlendirmeyi amaclar. Fenomenolojik bir tavirla Levinas
temelde sanat eserine maruz kalma deneyimine odaklanir ve eserlerin ne dereceye kadar
digsalliga - ya da (insan anlaminda) Oteki’ye - agik olabildigini sorgular. Levinas sanat
eserlerini sahte bittinsellikler insa ederek gercekleri carpitip karikatiirize etmekle suclar.
Muzikte, 6znelligin yitimi anlamina gelebilen sarmalayici bir anonimlik i¢erisinde kisi, rizasi
alinmadan ritme maruz birakilir. Levinas, roman karakterlerini romanin igine hapsedilmis
mahkumlara benzeterek edebiyatin klostrofobik yapisini vurgular. Plastik sanatlar ise
bunaltici bir sonsuzluk yaratarak ani dondurur; bu sekilde herhangi kesinti ya da gelecek
olasihiginiimkansiz kilar. Disa kapali biitiinsellikler olduklarindan sanat eserleri gelisemez
ya da iyi yonde degisemez; bu minvalde putperestligi animsatan sanat eserleri, etigin
imkanini ortadan kaldirir. Ayni zamanda sanat eserleri gerceklerden kacisa ve
sorumsuzluga 6zendirir. Dlslince ve diyaloga vesile olmak yerine kor bir hayranlik ve
eglence vaat ederek insanlari pasiflige sevk eder. Ancak, sanata yonelik bu diismanca
tavra ragmen son dénemde Levinas tizerine yapilan ¢alismalar Levinas’in etiginde
estetigin oldukca 6nemli bir yer teskil ettigini vurgulamakta, sig bir etik-sanat ikiliginin
Otesine gecilmesi gerektigine isaret etmektedir. Levinas’in temel felsefi tezi etigin
bitiinselligin kesintiye ugrayip dissallikla karsilasinca miimkiin olabilecegidir. Bu ytizden
sanat eserleri ancak bitiinsellikleri sanat elestirisiyle kesintiye ugrayinca mesru olabilirler.
Dogalari geregi kendilerini sorgulayan 6zelliklerinden dolayt modern sanat eserleri
elestirel dislinceye alan acar. Cagdas elestirmenler, Levinas’in sanat eserlerindeki
baskaligl teyit ettigini vurgulayarak soyut eserlerin ne sekilde temsil-etmeden-temsil-
ettiklerini anlamamiza yardimci olurlar. Ornegin siirsel dil, giindelik dilin kesintiye ugramasi
olarak algilanabilir. Ustelik, sanat elestirisi sayesinde sadece profesyonel elestirmenleri
degil herkesi kapsayan séylem alanlari agilabilir. Bu baglamda sanat, Oteki insana da yer
acan toplumsal bir nitelik kazanmis olur. Tim bunlara ek olarak Levinas’in sanat eserlerine
yonelik baslangictaki dislayici tutumunun hakli taraflar olabilecegi séylenebilir; sanata
karsi sergilenen siipheci tavir, sanat eserlerine kendimizi diistincesizce birakmak yerine
bize elestirel bir mesafe firsati saglamis olur. Ayrica, sadece keyif vermek yerine cogu
modern sanat eseri hazzimizi kesintiye ugratarak siklikla bizde rahatsizlik ve huzursuzluk
yaratir. Tuhafliklari sayesinde sanat eserleri glindelik algilarimizi sekteye ugratir,
basmakalip yargilarimizi altiist eder. O halde, glincel arastirmalarin da yardimiyla
Levinas’la birlikte diisiinerek sunu iddia edebiliriz: ilk olarak kuramsal-6ncesi
duyarliliklarda ortaya cikan etige benzer sekilde estetik de bizlere baskalikla
karsilasabilecegimiz kuramsal-6ncesi duyarlilik alanlari temin edebilir.

Anahtar kelimeler: Levinas — etik — sanat eserleri — bagkalik — sanat elestirisi
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Levinas on Arts: The Ambiguous Relationship between
Ethics and Aesthetics

Basak KEKI
istanbul Gelisim Universitesi, basakkeki1t@yahoo.com

This paper explores and evaluates how Emmanuel Levinas’s conception of arts reveals
the problematic relationship between ethics and aesthetics. Endorsing a
phenomenological account, he focuses primarily on the experience of the primordial
exposure to artworks and determines to what extent artworks can signify exteriority - or
acknowledge the (human) Other. Levinas criticizes artworks for mocking and
caricaturizing reality by forming fake complete totalities. In music, exposure to rhythm
occurs regardless of one’s consent, engulfing her and causing her to lose her subjectivity
in impersonal anonymity. Levinas emphasizes the claustrophobia of literature by likening
novel characters to prisoners locked up within the work. Plastic arts freeze the moment
by creating a nauseating eternity which is deprived of any possibility for interruption and
future. As closed totalities, artworks cannot improve or change for the better; hence
endorsing idolatry, artworks negate any possibility of ethics. Moreover, artworks tempt
escapism and irresponsibility. Rather than inviting reflection and dialogue, they evoke
passivity via blind admiration and enjoyment. However, despite this hostile attitude
towards arts, recent literature on Levinas emphasizes the significant place of ethics in his
aesthetics, signifying a movement beyond the simplistic ethics-versus-aesthetics
dichotomy. Levinas’s main philosophical proposition is that ethics can only become
possible via encountering exteriority - by the interruption of totality. Hence artworks can
be justified if their totalities are interrupted via criticism. Due to their inherently self-
reflexive qualities, modern artworks are capable of introducing critical reflection.
Contemporary critics help us see the way Levinas acknowledges the place of alterity in
artworks by noting how abstract artworks represent by not representing. As for poetry,
poetic language can be an interruption of regular language. Also, discursive spaces can
open up by way of art criticism inviting not only professional critics but everyone. This
way arts gain social character and host the human Other. In addition to those
considerations, it will be added that even Levinas’s initial hostility may be a justified
attitude in treating artworks; a dubious attitude to arts grants us the opportunity to
maintain our critical stance to artworks rather than mindless immersion. Also, rather than
mere pleasure, most modern artworks often cause disturbance and restlessness implying
the interruption of hedonistic enjoyment. Via their strangeness, artworks can disrupt us
and suspend our commonplace judgments. So, under the light of current literature, and
thinking with Levinas, we can argue that if ethics indeed originate in pre-theoretical
sensations, then aesthetics can, in a similar manner, provide us with a pre-theoretical
space enabling us to encounter alterity.

Key words: Levinas — ethics — artworks — alterity - art criticism
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Nietzsche’nin Felsefesinde Estetik Yasamin Trajik Kdkeni:
“Maya Perdesi”- Mimesis iliskisi

H. Gizem KILINC
Cankiri Karatekin Universitesi, gizemkilinc@karatekin.edu.tr

Nietzsche’nin gelistirdigi diislince estetik yasamin olanagi sorunu baglaminda
anlasiimalidir. Nietzsche’nin felsefesinde sanat ve yasamin kékensel birlikteliginde
agimlanan bu olanak iki sav ile desteklenmektedir: Birincisi Diinya kendi kendisini doguran
bir sanat yapidir ikincisi ise varolus ve Dlinya ancak estetik olgular olarak ebedi
gerekcelerini bulurlar. Tragedyanin Dogusu’’nda tragedyanin kékeni tartismasinda
temellendirilen bu savlar baglaminda tragedya, sanat tiirlerinin en 6zeli olarak, varolusun
trajik 6ztind yansitir. Bu 6zelligi nedeniyle estetik bilimi icin sanat, felsefe, bilim, ve yasami
anlamlandirmanin gizemli birligidir. Bu birlik, tragedyanin dogusunu aydinlatan Apollon ve
Dionysos imgelerinin miicadelesine bagli olarak degerlendirilmektedir. Apollon ve
Dionysos’un, mitolojik 6ykdleri, iki sanat tliri olarak heykel ve miizik sanati, bununla
birlikte s6z konusu kavramlarin bireylesme ilkesi (principium individutionis) ve Temel-
Bir(Ur-eine) olarak a¢imlanan metafizik anlamlari Nietzsche’nin tragedyanin kékeni
konusundaki tezlerinin dayanagini olusturmaktadir. Apollon bireylesme ilkesi, Dionysos ise
bu yanilsamanin ortadan kalmasinin olanagi olarak 6liimli insanin hiclik ve varlik
arasindaki salimmini yazgi baglaminda anlatmaktadir. Bu bildiride, Platon ve
Aristoteles’ten bu yana sanatin kékeni sorunsalinin merkezinde duran mimesis(taklit)
yaklasiminin, Nietzsche’nin Hindu mitolojisine dayanan “maya perdesi” yorumu ile nasil
tersine cevrildigi gosterilmektedir. Mimesis taklit, mimeisthai taklit etmek mimos ise
sozcugun ilk halidir. Bu sézciik dans ile ilgili kullamilmistir ve J.B. Hofmann’a gore s6zciik
Yunanca degil, Hintce maia s6zclguyle baglantilidir. S6zciik, “aldatma”, “yaniltma”,
“sanilik”, “yaniltici gériinis” anlamina gelmektedir. Nietzsche, Platon’un gértinis ve
gercek ayrimina bagli olarak degerlendirdigi mimesis kavramini, “maya perdesi” ile
Apollon-Dionysos birlikteliginin miicadelesi anlaminda insanin yitimliliginde yeniden
degerlendirmekte bdylece Platon ile giindeme gelen hakikat-goériintis ayrimini ortadan
kaldirmaktadir.
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The Tragic Origin of The Aesthetic Life in Philosophy of
Nietzsche: The Relationship Between “Veil of Maja” and
Mimesis

H. Gizem KILINC
Cankiri Karatekin Universitesi, gizemkilinc@karatekin.edu.tr

The thought developed by Nietzsche should be considered in the context of the
possibility of the aesthetic life. This possibility, explained through the original unity of art
and life, is advocated by two arguments: The world is a work of art that gives birth to
itself and it is only as an aesthetic phenomenon that existence and the world are
eternally justified. Being the most distinctive of all art forms, tragedy, within the context
of these arguments which are based on the discussions about the origin of tragedy in
“The Birth of Tragedy”, reflects the tragic nature of human existence. With such a quality
tragedy becomes the mysterious unity of the justification of art, philosophy, science and
life for aesthetics. This unity is considered regarding the struggle of the images of Apollo
and Dionysus which illuminate the birth of the tragedy. The mythological stories of Apollo
and Dionysus and sculpture and music as two art forms along with principium
individutionis and Ur-eine which are offered as the metaphysical definitions of such
concepts serve as the basis for Nietzsche’s theses that deal with the origin of tragedy.
Apollo, as the principium individutionis, and Dionysus, as the possible dissolution of such
anillusion, portray human’s oscillation between nothingness and existence in the context
of fate. This presentation explores how Nietzsche, with his interpretation of the concept
of the “veil of Maja” from Hindu mythology, reversed the mimetic approach that has
been the central problem of the origin of art since Plato and Aristotle. “Mimesis” is
derived from the Greek verb mimeisthai, which means “to imitate” and which itself comes
from mimos, meaning “mime.” The word mimesis which has been used concerning the
practice of dance, according to J. B. Hofmann, is derived from the Hindu word maia, and
not originally a Greek word. The word is used to mean “to deceive”, “to mislead”,
“delusion” and “illusion.” Nietzsche, within the rhetoric of temporality as an account of
the struggle of the Apollo- Dionysus unity, examines the “veil of Maya” and reinterprets
the concept of mimesis that Plato interprets with reference to the distinction

between appearance and reality. Thus, Plato’s distinction between appearance and
reality has been eliminated.
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Kriz Zamanlarinda Sanata Ne Olmaktadir?
Sanatin Ekonomik Yénii Uzerine Bir Degerlendirme

Zafer KIYAN
Ankara Universitesi, zkiyan@media.ankara.edu.tr

Sanat Grdnlerinin ilging bir yonu vardir. Ekonomik kriz zamanlarinda bu Griinlere olan
yatinm artmaktadir. Bu ilging tespit ilk defa Robert Lopez (1962) tarafindan dillendirmistir.
Lopez, Zor Zamanlar ve Kiiltire Yatirim baglikli calismasinda bilinenin aksine, 15. ve 16.
yiizyil Rénesans dénemi italya’sini refah degil, kriz dénemi olarak tanimlamaktadir. italyan
kent-devletlerinin en zengin déneminin 13. ylizyil oldugunu belirten Lopez su soruyu
sormaktadir: Kriz zamaninda sanatta canlanma ve Rénesans nasil gerceklesmistir?
Lopez’e gore henliz gelisme asamasindaki sermaye kriz sirasinda yeni bir birikim alanina
yonelmis ve bu da sanat olmustur. Peki bu neden olmaktadir? Yani, kriz zamanlarinda
sanata olan yatinm neden artmaktadir? Bu metnin amaglarindan biri bu soruya yanit
aramaktir. Bu kapsamda Giovanni Arrighi’nin (2000) Uzun Yirminci Yiizyil calismasindan
yararlanilmaktadir, ¢linki s6zU edilen ¢alisma sorunun yaniti icin bazi ipuglar
saglamaktadir. Arrighi, bu calismasinda, Marx’in genel sermaye kuramindan yararlanarak
kapitalizmin tarihsel gelismesini birbirini takip eden maddi ve mali genisleme asamalariyla
acgiklamaktadir. Bu agiklamaya gore, kapitalizmin maddi genisleme (yani paranin metaya
dénlisme [P-M] asamasi) dénemiyle mali genisleme (yani metanin paraya déniisme [M-P’]
asamasi) dénemi birbirlerini doniisiimlii olarak takip etmektedir. Maddi genisleme
déneminde para-sermaye, isgiicliniin de icin de oldugu bir meta kuitlesini harekete
gecirmekte, mali genisleme déneminde ise bu meta kiitlesi yeniden ve daha biiylik oranda
bir para-sermaye kiitlesine doniismektedir. Bu doniisimden sonra sermaye birikimi
(Marx’in P-P’ ile ifade edilen kisaltilmis formiiliinde oldugu gibi) mali anlagmalarla devam
etmektedir. Arrighi, bu iki donemi ‘sistemik birikim dairesi’ olarak kavramsallastirmaktadir.
Ona gore, birbirini takip eden dért birikim dairesi bulunmaktadir. ilki, Ceneviz’le
baslamakta, bunu sirasiyla Amsterdam, Londra ve New York takip etmektedir. Arrighi’'nin
calismasinda birbirini takip eden genislemelerden birisi olan mali genisleme, sermaye
birikim dairelerinin kapanisini haber vermektedir. Her dairenin kapanisi, o anda belirmeye
baslayan ‘g6sterge krizi’nin ardindan ortaya ¢ikan ‘nihai kriz’le gerceklesmektedir.
Ornegin Amerikan birikim dairesinin gosterge krizi 1970’lerdeki petrol sokuyla ortaya
ctkmistir. Kriz ayni zamanda sermaye icin yeni yatirim alanlarinin bulunmasi anlamina
gelmektedir. Arrighi’nin kurami bize maddi liretim diizeyinde krize giren sermayenin gayri
maddi alanlara, en ¢ok da sanat Grtinlerine yoneldigini agiklamaktadir. Gercekten de
kapitalizme baskentlik yapan kentlere yakindan baktigimizda, kiltdrel Gretimde canlanma
dénemlerinin oldugunu gérebilmekteyiz. Ornegin, 17 ylizyll Hollanda’sinda Amsterdam
resim piyasasi acisindan muazzam bir kapasiteye ulasmisti. Ancak burada bir soru daha
ortaya ¢ikmaktadir. Sermaye, yatirmi neden baska alanlara degil de 6zellikle sanata
kanalize etmektedir? Bu metnin bir diger amaci da bu soruya yanit bulmaktir. Bu
kapsamda, sanat Urtinlerinin sermaye birikimi icin sundugu olanaklar tizerinde
durulmaktadir. Calismanin vardigi dnemli sonuclardan biri, meta olarak sanat Grtinlerinin
kriz dénemlerinde yalnizca miibadele degerleriyle degil, kullanim degerleriyle de sermaye
icin yararh olduklari yéniindedir.
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What Happens to Art in Times of Crisis? An Analysis on the
Economic Dimension of Art

Zafer KIYAN
Ankara University, zkiyan@media.ankara.edu.tr

Artworks have an interesting dimension. In times of economic crisis, investment in these
works increase. This interesting fact was first introduced by Robert Lopez (1962). Lopez,
in his work entitled Hard Times and Investment in Culture, describes the 15™- 16" century
Italian Renaissance as a period of crisis rather than the period of prosperity. Lopez argues
that the 13" century was the most prosperous era of the Italian city-states and asks the
following question: How did the revival of art, and the Renaissance take place in the time
of crisis? According to Lopez, commercial capital turned its face to a new area of
accumulation during the crisis and this area had been art. A legitimate question arises at
this point: Why does the investment in art increase in times of crisis? To answer this
question, this study adopts the theory of capitalist crisis outlined by Giovanni Arrighi
(2000). In his study, The Long Twentieth Century, Arrighi, using Marx's theory of capital,
explores the historical development of capitalism by the consecutive stages of material
and financial expansion. Accordingly, the period of material expansion [the stage where
money turns into commodity (M-C)] and the period of financial expansion [the stage
where commodity turns into money (C-M’)] alternately follow each other. In phases of
material expansion money capital mobilizes a mass of commodities; and in phases of
financial expansion the mass of this commodity is transformed again and more
substantially into a mass of money capital, and accumulation (as in Marx’s abridged
formula M-M”) continues through financial deals. Arrighi conceptualizes these two
periods as ‘systemic cycle of accumulation’. There are four consecutive cycles of
accumulation. The first cycle starts with Genoese, and this is followed by Amsterdam,
London and New York. According to Arrighi, the financial expansion heralds the closure
of the cycles of capital accumulation. The closure of each cycle takes place with the
‘terminal crisis’ that occurs after the emergent ‘signal crisis’. For example, the signal crisis
of the American cycle of accumulation emerged with the oil shock in the 1970s. The crisis
also meant that there have been found new investment areas for capital. Arrighi's theory
explains that capital which enters into crisis at the level of material production is directed
towards intangible areas, and primarily, to art products. Indeed, when we look at the
cities that are capital cities of capitalism, we can see that such periods of crisis are periods
of revival in cultural production. For instance, in the 17" century, Amsterdam had reached
a tremendous capacity in terms of the painting market. Another legitimate question
arises at this point: Why does the capital channel the investment into art rather than
other areas? To answer this question, the opportunities offered by artworks for capital
accumulation are examined. One of the important conclusions of the study is that the
artworks as commodities are useful not only for their exchange values in crisis periods
but also for capital with their use values.
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Buluntu Filmlerde Medyuma Ozgii Giiriiltiiniin
Yaratia Kullanimlari

Bugra KIBAROGLU
Ankara Universitesi Sosyal Bilimler Enstitisti, bugrakibaroglugo@gmail.com

Gurdltd (noise), iletisim alaninda, iletilmek istenen mesajin yani iletinin anlasilmasini
zorlastiran ya da iletimini engelleyen etkenlerin tamami olarak tanimlanir. Kdiltirel,
psikolojik gibi farkl girdlti cesitleri olmasina ragmen, medyum s6éz konusu oldugunda
gurultd, bir tir parazit ya da medyuma 6zgu bir kusur olarak algilanmaktadir. Bu yiizden
de, her zaman i¢in, miihendisler tarafindan ortadan kaldirilmaya ya da géz ardi
edilebilecek seviyelere diistiriilmeye calisilan teknolojik bir sorun olarak gortlmustur.
Mesaji bulaniklastiran, medyuma 6zgii bir hata olarak algilanarak teknik agidan yok
edilmeye calisiimasina ragmen griltiiniin, sanatcilar tarafindan bir estetik ifade araci
olarak kullanildigr 6rnekler zaman zaman karsimiza ¢ikmaktadir. Film medyumunda
6zellikle 1990’lardan sonra artis gosteren bu érnekler genellikle deneysel calismalar ya da
miuzik klipleriyle sinirli kalmistir. The Blair Witch Project (1999) filminin gisede yakaladigl
basari ve diisiik cekim maliyetlerinin cazibesiyle, 6zellikle 2000’lerin ikinci yarisiyla birlikte
korku sinemasini adeta istila eden buluntu film (found footage) ve/veya sahte belgesel
(pseudo-documentary) formatindaki filmlerde ise giriltli, medyuma 6zgi bir kusur olarak
siklikla bilingli bir sekilde kullanilir olmustur. Bu ¢alisma da, The Blair Witch Project ve korku
sinemasinda baslattigi buluntu film furyasinin bagka birtakim érneklerinde girdltiinin,
engellemek bir yana, bilincli olarak pekistirme, tiretme ya da dijital teknolojiler vasitasiyla
taklit etme gibi cesitli yontemlerle bir estetik strateji olarak nasil kullanildigini inceleyerek,
bu bilincli tercihin, cesitli teknik ve maddiimkansizliklarin tGstesinden gelmek, film
atmosferini ve anlatiyi giiclendirmek ve hatta, nadiren de olsa, anlatiyi sekillendiren
dgelerden biri olarak kullanmak gibi bircok farkli amaci olabilecegini iddia etmektedir. Her
ne kadar bir medyum olarak sinemanin sinirlari ve olanaklari tartismasi popileritesini
belirli bir 6lciide kaybetmis olsa da, gurdltiniin yaratici ve estetik kullanimlarini incelemek
bizi, stirekli gelisen ve ilerleyen dijital teknolojinin etkisiyle birlikte 6nemli bir degisim
icerisine girmis bir medyum olan sinemanin olanak ve sinirlarn Gzerine disiinmeye
yonlendirerek, bir sanat dali olarak sinemaya bakisimizi genisletmesi agisindan faydali
olabilir.

Anahtar Kelimeler: Girdltt, Medyum, Buluntu film, Korku sinemasi, Estetik.
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Creative Uses of Medium-Specific Noise
in Found Footage Films

Bugra KIBAROGLU
Ankara University Graduate School of Social Sciences, bugrakibaroglugo@gmail.com

In the communication field, noise is defined as all of the factors which make the message,
that is desired to be transmitted, hard to be understood or block its transmission. Even
though there are different kinds of noise, like cultural or psychological; when the medium-
specific noise is concerned, noise is understood as some sort of interference or a defect
specific to the medium. Because of this, it is always considered as a technological problem,
which is tried to be eliminated or to be reduced to negligible levels by engineers. Despite it
is being understood as a medium-specific mistake which blurs the message and tried to be
eliminated technically, occasionally, we come across examples of noise is being used as a
means for aesthetic expression by artists. In the film medium, these examples, which were
increased after the 1990s, are often limited to experimental works or music videos. In the
found footage films and/or pseudo-documentaries, which almost invade the horror
cinema, especially after the second half of the 2000s with the Box Office success and the
charm of low production costs of The Blair Witch Project (1991), noise is deliberately started
to be used as a medium-specific defect. This study, by analyzing how the noise is used as
an aesthetic strategy, aside from preventing it, by being deliberately intensified, produced
or imitated with the help of the digital technologies, in The Blair Witch Project and another
example of the found footage glut which it started, claims that this deliberate choice has
many aims such as, overcoming various technical and material impossibilities,
strengthening the film atmosphere and the narrative, and rarely using as an element which
shapes the narrative. Although, the discussion of the borders and possibilities of cinema as
a medium has lost its popularity to an extent, analyzing the creative and aesthetic uses of
the noise could be useful for broadening our view of cinema as an art form, by motivating
us to think about the possibilities and borders of the cinema, which is a medium that
undergoes a great change with the effect of the always developing and advancing digital
technologies.

Keywords: Noise, Medium, Found footage, Horror cinema, Aesthetics.
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Estetik Etkinlikte “Ben” ve “Oteki”: Mihail Bahtin
Dustincesinde Estetik Eylemin Etik Sonuclari

Deniz KOCAOGLU
Orta Dogu Teknik Universitesi, deniz.kocaoglu@metu.edu.tr

Bu sunumda Bahtin’in estetik kavraminin etik ile iliskisi incelenecektir. Bahtin
disiincesinde estetik etkinlik bagimsiz bilingler arasindaki 6zel bir iliski bicimini betimler.
Estetigin konusu 6zne-nesne iliskisi degil 6zneler-arasi iliskidir. Boylece roman arastirma
nesnesi olmaktan ¢ikar ve bilingler-arasi iliskinin incelendigi bir arastirma alani halini alir.
Bu calismada, estetik olanin kacinilmaz olarak tasidigi etik deger, romandaki yazar-
kahraman iliskisi Gzerinden ele alinacaktir. Bahtin’in “Estetik Etkinlikte Yazar ve
Kahraman” adli makalesinde, yazar-kahraman iligkisi yasayan iki 6zne arasindaki iliski ile
analoji kurularak arastinlir. Buna gore, estetik olayin ortaya ¢ikabilmesinin kosulu “ben”
ve “6teki”’nin biricik konumlarinin korunmasi, birlikte varolusu ve diyalog icinde olmasidir.
Ayrica, olagan bir edebiyat elestirisinden farkli olarak Bahtin’in yaklasiminda, romandaki
“konusan 6zne” bir imge olarak degil, olasi bir 6zbiling olarak degerlendirilir. Boylece
yazarin estetik etkinligi yalitilmis zihinsel bir etkinlik olmaktan ¢ikar ve bilingler-arasi bir
diyalog halini alir. Yazarin etkinligi ikinci bir biling olarak ele alinan kahramana y6nelmis bir
tutum olarak gézlemlenir. Bahtin “Romanda Séylem” adli metninde ise yazarin kahraman
ile kurdugu diyalojik iliskinin kaginilmazligindan bahseder. Yani roman birden ¢ok biling
arasinda gerceklesen estetik bir olay olma potansiyeli tasir. Fakat, kahraman romanda her
zaman bir 6zbiling olarak tasarlanmaz. Monolojik romanin yazari romandaki gercekligi tek-
merkezli bigimde kurar ve kahramanin 6zbiling olma olanagini yadsir; béylece kahramanin
bilinci nesnelestirilmis olur. Ote yandan, Dostoyevski Poetikasinin Sorunlari, yeni bir
sanatsal tahayyiil bicimi olarak ¢oksesliligi tanimlar. Burada ¢oksesli roman yazarinin
kahramani karsisindaki tavri, acikga monolojik yaklagim karsisinda yiiceltilmektedir. Bunun
nedeni de, Bahtinci diistincede cokseslilik ve cokmerkezliligin, tekmerkezci otorite
anlayisinin karsisinda 6zgiirlestirici bir glic olarak savunulmasidir. Coksesli romanda yazar,
kahramana kendi s6ziiniin 6znesi olma hakkini tanir ve kahraman 6zgiir bir “6teki” olarak
yaratilir. Boylece estetik etkinligin zorunlu kosulu olan bagimsiz bilingler arasindaki diyalog
icin zemin hazirlanir. Yazarin estetik etkinliginde kahramanr ile kurdugu iliski, Bahtin’e
gore, onun etik durusunu belirler. Bu nedenle roman bize etik-estetik bir degerler alani
sunar. iki bagimsiz bilincin iliskisinde diyalojik ilkenin hayata gecmesi, yani bilinclerin biricik
bakis agilarinin korunarak karsilikl bir diyalogun kurulmasi, farkli seslerin birbiri icinde
¢oziinmeden canli bir cokseslilige evrilmesinin basat kosuludur. Monolojik yaklasimda ise,
Lev Tolstoy’un romaninda en yetkin 6rneklerini gérebilecegimiz gibi, yazarin sesi adeta
kahramanlarin sesini sogurarak kendini tek gercek ses olarak duyurur. Bir diger deyisle,
romanda konusan 6zneler cogalsa da duyulan tek ses yazarin sesi ve esas hiikiim yazarin
hiikmddir. Bahtin’in karsi ¢iktigi tam da “6teki”’nin biricik varliginin otoriter bir zorlama ile
kusatilmasi ve boylece tiiketilmesi, “aynilastiriimasi”dir. Bu yaklasimin reddini sadece
coksesli roman yazarmin tutumunda degil, Dostoyevski’nin “yeralti adami” ya da Tiirkge
yazindan érnekle, Oguz Atay’in Tutunamayanlar’inda Selim Isik igin sdylenebilecegi gibi,
kahramanlarin seslerinde de isitiriz. Otoriter sdylemin giiciiniin kaynag tasidig hakikat
iddiasidir ve bu hakikatin korunmasi degisimi mecbur kilan diyalogun reddinden gecer.
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“Yeralt” ve “Tutunamayan” kavramlarinin zeminini kuran gergeklik de budur. Bahtin’in
roman ile yasami birlikte diisinmesi estetik etkinligi sanatciya ve sanat eserine 6zgii degil
yasamsal bir pratik olarak gérmesinin sonucudur. Coksesliligin yasamda ve romanda
ylceltilmesinin nedeni de anlamin ancak diyalog icinde, estetik etkinlikte,
zenginlesebilecek olmasidir. Bu ¢alismanin amaci, Bahtin’in roman kuraminin isiginda,
estetik etkinligin yasam igin iretken niteliginin arastirimasi ve bagimsiz iki 6zne arasindaki
iliskinin etik-estetik kategorilerle yeniden degerlendirilmesidir.
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“” and “Other” in Aesthetic Activity:
Ethical Consequences of Aesthetic Act
in Mikhail Bakhtin’s Thought

Deniz KOCAOGLU
Middle East Technical University, deniz.kocaoglu@metu.edu.tr

This presentation inquires the relation between ethics and Bakhtin’s conception of aesthetic.
To Bakhtin, the subject of aesthetics is not a subject-object relation but an inter-subjective
relationship. Accordingly, novel ceases to be a research object by itself and becomes an area
to examine inter-subjective relationalities. This presentation focuses on the ethical value of
aesthetics through the relation between the author and the hero in the novel. In “Author and
Hero in Aesthetic Activity”, Bakhtin argues, the emergence of aesthetic event depends on the
preservation of the unique positions of “I” and “other” within coexistence and dialogue.
Unusually, Bakhtin regards the “speaking subject” of the novel not as an image but as a
potential self-consciousness. By this, the author’s aesthetic activity is not an isolated act, but
it turns into a dialogue between the author and the hero whose regarded as two separate
consciousnesses. In “Discourse in the Novel”, he mentions that the dialogical relationship
between the author and the hero is inescapable, which means that any novel carries the
potential for being an aesthetic event between several consciousnesses. Still, the hero is not
always conceived as a self-consciousness in the novel. The author of the monological novel
represents reality as mono-centered and discards hero’s potentiality for being a self-
consciousness; thereby, the hero’s consciousness becomes reified. Bakhtin’s Problems of
Dostoevsky’s Poetics defines polyphony as a new artistic way of thinking. Here, the attitude of
author of the polyphonic novel is glorified in the face of monological approach, since Bakhtin
defends polyphony as a liberating force against the authority. In the polyphonic novel, the
hero regarded as a free “other” and becomes a subject of her own word. Thus, the ground
for the dialogue between the independent consciousnesses, which is the necessary condition
of aesthetic activity, is ensured. To Bakhtin, author’s relationship to the hero in his aesthetic
activity determines his ethical position. Therefore, the novel provides us a field of ethical-
aesthetical values. The realization of dialogic principle within the relationship of two
independent consciousnesses is the primary condition for a living polyphony. In the
monological approach, as in Tolstoy’s novels, the author’s voice absorbs that of others and
manifests itself as the only real voice. Bakhtin rejects this kind of authoritative power that
suppresses the other’s uniqueness and turns the “other” into a mere object. We find the
rejection against this authoritative power not only in the attitude of author of polyphonic
novel but also in the characters’ voices, such as Dostoevsky’s famous “underground man” or
Selim Isik from the Oguz Atay’s Disconnected. Authoritative discourse cancels out the
possibility of a dialogue, however, Bakhtin claims that meaning can only be enriched in
dialogue, in the aesthetic activity. Bakhtin thinks together the life and the novel since he
understands aesthetic activity as a vital practice that is not specific to the artist or the work of
art. The aim of this study is to investigate the productive nature of aesthetic activity and to re-
evaluate the relationship between two independent subjects under the ethical-aesthetic
categories.

Keywords: aesthetic activity, aesthetic event, dialogical relationship, ethics, novel, polyphony
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Yapay Zeka ve Sanat

Ertugrul Cagri KORKMAZ
ercagri@gmail.com

Bilgisayar yazilimlari o kadar akilli hale geldi ve sunduklariimkanlar éylesine gelisti ki, bir
tasarim siirecinin bagdan sona tamamen insansiz olarak yirutilebilecegi konusuluyor.
2014 yilinda ilk defa bir bilgisayar yaziiminin turing testini ge¢meyi basarmasi, robotlarin
mental olarak da insana git gide daha fazla benzedigini gésteriyor. Artik yapay zekanin
sinirlarinin nereye kadar varabilecegi tartismalarina, sanat alani da katilmis bulunuyor.
Yapay zekanin temel mantig|, insan zekasini taklit ederek 6grenebilmesi ve kendini
gelistirmesi. O halde insana 6gretir gibi yapay zekdya da sanatgilik 6gretilebilir mi? Sanat
dedigimiz sey 6gretilebilen bir bilgi ve beceri midir? Tim bu gelismeler ve tartismalar;
sanat hakkinda bildiklerimizi sil bastan ele almamizi mi gerektirecek, yoksa sanatin ¢ok
daha iyi anlasiimasint mi saglayacak?

Sanat egitimi, bilisden ziyade davranis yoluyla gerceklesir. Gerek 6zgtir diistinerek,
gerekse kopya ederek denemeler yapan sanat¢i adayi, sonunda kendi yolunu kendi
sezgileriyle bulur. Onun kendi 6zgiin cizgisine dair bilgi, sanat¢iya disardan hazir bir
sekilde verilemez. Sanat¢i onu ancak kendisi deneyimleyerek yasayabilir. Sanat¢i olmak;
saydam olmayan ve basitce test edilemeyen, karmasik ve karanlik bir siirecde gerceklesir.
Sanat egitimindeki bu tecriibe sireci ile yapay zekaninki birbirine benzetilebilir ve yapay
zekanin da benzer sekilde bir sanat¢i haline gelebilecegi diistniilebilir. Ancak yapay
zekanin, tecriibeleri sayesinde bir siire sonra tipki insan gibi kendiliginden 6zg(in bir kisilik
ve tavir kazanabilecegine dair elimizde net bir veri yok. Yine de belki, genis bir veri
havuzundan beslenmesiyle ve daha 6nce baskalari tarafindan yapilmis isleri tekrar
etmekten kacinmasiyla, yapay zekanin kendi kendisini kisisellestirmesi miimkiin olabilir.
Buna dayanarak, yapay zekanin sanat yapabilecegi rahatlikla iddia edilebilirdi; sayet sanat
herkesden farkli ve yenilik¢i olmakdan ibaret bir olgu olsaydi. Ancak sanatin topluma
dokunabilmesi ve kabul gérebilmesiicin farklihigin yanisira baska estetik dzelliklere de
sahip olmasi gerekiyor. Mesela bir siiri begenmemiz icin, onun daha énce yazilmis higbir
siire benzememesi yetmez. Veya sirf degisik diye bir miizigi dinlemekden keyif almayiz.
Estetik yargi bundan ¢ok daha fazlasidir. Giizel bir besteyi doguran etkenler gizemini
korumaya hep devam edecek gibi gériiniiyor. “Glzel sanat” olgusunun ¢ok karmasik ve
karanlik bir olusum sirecine sahip oldugunu ve gelisigiizel ortaya ¢ikamayacagini kabul
etmek zorundayiz. Ve kendimiz tahlilini yapamadigimiz bir siireci yapay zeka ile
gerceklestiremeyecegimizi de...

insanin sahip oldugu bilgi ve becerilerin iki kaynag var, birincisi kendisi, ikincisi ise
kendisinin disinda kalan her sey. Hari¢den gelen bilginin 6grenilme siirecini az ¢ok tahlil
edebiliyoruz ve o nisbette yapay zekanin da onu taklit ederek 6grenmesini
saglayabiliyoruz. Yani salt bu sekilde kazanilan bilgi ve becerileri yapay zeka da kazanabilir
ve insanin bu yolla ¢6zdiigi her tiirlii problemi o da ¢6zebilir diyebiliriz. Fakat insanin
kendi icinden gelen bilgi ve becerilerin isin icine katildigi noktada yapay zeka, insan ile
yarisma sansini kaybediyor. Clinkd tam o noktada siire¢ saydamhigin yitiriyor ve
karanliklasiyor. Mesela bir ailenin aliskanliklarini, ihtiyaglarini ve beklentilerini grenip
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onlar icin en uygun evi tasarlamak tizere bir yapay zeka uygulamasi gelistirilebilir. Ancak o
evin mimarlik sanati bakimindan da bir deger tasiyabilmesi, “siradan” olmakdan ¢ikip
“gulzel” olabilmesi igin ona bir insan elinin degmesi gerekecekir. Bu ayni zamanda, neyin
sanat eseri olup neyin olmadigi konusunda bize 151k tutabilecek bir tecriibe olacaktir.

Anahtar Sozciikler: Sanat, Sanat egitimi, Estetik, Mimar{ tasarim, Yapay zeka
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Artificial Intelligence and Art

Ertugrul Cagri KORKMAZ
ercagri@gmail.com

Computer software has become so intelligent and the possibilities they offer have so
much evolved that one can argue that a design process can be carried out entirely
without involvement of human being. For the first time in 2014, the fact that a computer
software has managed to pass the Turing test showed that robots are more and more
similar to humans also as mentally. Now, the field of art has also been involved in
discussions on how far the limits of artificial intelligence can reach. The basic logic of
artificial intelligence is that it can learn by mimicking human intelligence and has self
improvement. Then, is it possible to teach art to artificial intelligence as if teaching to
human? Is art a knowledge and a skill that can be taught? All these developments and
discussions will require us to take over what we know about art from the beginning, or
will it make the art better understood?

Art education takes place via practice rather than lecture or memorizing. The prospective
artist, who tries either original thinking or imitation, eventually finds one's own way with
personal own intuition. The information about his own original orientation cannot be
given to the artist from outside. The artist can only experience on her own. Being an artist
takes place in a complex and dark process, which is not transparent and can not be simply
tested. The experience in art education and the experience in artificial intelligence can be
compared to each other. Therefore, it can be thought that artificial intelligence can be an
artist in a similar way. However, we do not have any clear data indicating that with the
help of experience artificial intelligence can acquire a personality and attitude that is
unique to human beings. Nevertheless, perhaps by feeding from a vast repository of data
and refraining from repeating the work done by others before, artificial intelligence may
be able to personalize itself. If art was consisted of being different and innovative, it
would be easily claimed that artificial intelligence can make art. However, in order for art
to be able to reach and accept society, it must have other aesthetic features besides
difference. For example, in order to like a poem, it is not enough for it to differ from any
poem written before. Or we don't enjoy listening to music just because it is different.
Aesthetic judgement is much more than that. It seems that the factors giving birth to a
beautiful music composition will always continue to keep its mystery. We have to admit
that the phenomenon of “beautiful art” has a very complex and dark process of
formation and that it will not come out randomly. And that we can't artificial intelligence
to perform in a process that we can't analyze.

Man has two sources of knowledge and skills, the first is himself and the second is
everything other than him. We are more or less able to analyze the learning process of
information coming from the outside, and we are able to enable artificial intelligence to
imitate it. In other words, artificial intelligence can also gain the knowledge and skills
gained only in this way and it solve all kinds of problems that man can solve with this way.
However, artificial intelligence loses the chance to compete with human beings at the
point where knowledge and skills that come from inside human involved. Because at that
point, the process loses its transparency and becomes dark. For example, an application
of artificial intelligence can be developed to design the most suitable house for a family
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by learning their habits, needs and expectations. However, a human hand should touch
the design to make it “beautiful’” and valuable in the art of architecture. This will also be
an experience that can shed light on the issue about what is an art work and what is not.

Keywords: Art, Art education, Aesthetics, Architectural design, Artificial intelligence
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Sanatin Felsefi Ve Elestirel Ozii

Ahmet Feyzi KORUR
Dokuz Eyliil Universitesi, Giizel Sanatlar Fakiiltesi, Resim B6limd, feyzikorur@gmail.com

Felsefeci ve elestirmen Arthur Danto’ya gére gliniimiizde sanat eserlerini diger seylerden
ayirmak sanatla ilgilenenler igin bile kolay bir sey degildir ve kisi belli bir sanat teorisinin
belirlemesi ve belirtmesi olmaksizin sanat alaninda oldugunu fark etmeyebilir. Bir seyi sanat
eseri olarak gérmek goziin elestiremeyecegi bir sey, belli bir sanat teorisi atmosferi ve sanat
tarihi bilgisi, yani sanat diinyasi gerektirir. Sanatin en yiiksek gercegi felsefi bir tartisma
gerektiren, sanatin bilince getirilmis 6zudir ve bu 6z de sanatin dogasina iliskin felsefi
distinimiin, séylemin 6z-bilingliliginden, yani sanat alaninin sanat teorileri tarafindan
belirlendigi ve dolayisiyla teorilerin sanati sanat olmayan seylerden ayirmamiza yardim
etmemin yaninda miimkiin kildigi kavrayisindan baska bir sey degildir. Ozellikle sanatin
kendisinin sanatin konusu haline geldigi Modernizmle birlikte sanat elestirisi sanatsal pratigin
bir par¢asi haline gelmistir. Sanat elestirisi sanat ve felsefe arasinda aracilik yapar ve
glntimizde neyi nicin yaptiklarini agiklama durumunda olan sanatgilar kendilerinin en iyi
elestirmenleridirler. Ve sanat eserinin iceriginin ve bu icerigin sunum bic¢iminin analizi elestirel
olmaktan ¢ok felsefidir. Sanat tarihcisi ve elestirmen Donald Kuspit’e gore ise elestiri teoriyi
pratigin bir parcasi olarak kavrar ve her ikisini de yasam deneyimine baglar. Elestiri deneyime
karsi bir sorumlulukla baslar, pratigin farkindaligi ile devam eder ve belli bir pratigin deneyim
derinligine aciklik getiren teoriyle sonlanir. Elestiri hem teoriden hem de pratikten fazla bir
seydir, her ikisinden de daha az varsayimlara ve beklentilere sahiptir ve her ikisinin de icinde
ortaya ciktigr ancak disarida birakmaya calistigi daha genis deneyim diinyasinin, yasam
ortaminin farkindadir. Gliniimiizde felsefenin sanata asiriilgisinin ve buna karsilik sanatin
gittikce teoriklesmesinin, kavramsallagsmasinin nedeni sanatin artik anlasilir ve popiiler olma
arzusu olabilir. Sanat eseri terciime edilemez olusu fark edilmedikce ne elestirel olarak
deneyimlenebilir ne de elestirel kosullari deneyimlenebilir. Sadece elestiri sanata kendisine
ragmen bu terciime edilemezligi, s6ze indirgenemezligi, dile ¢cevrilemezligi geri verebilir.
Felsefeci sanat eserini bir biling digiim, zihinsel diizene kolaylikla sokulamayan uzlasmaz bir
doku olarak nadiren deneyimler. Buna karsin diyalektik elestiri sanati sanat olarak yadsimadan
ona iliskin kesin bir sey sdylenemeyecegini bilir. Elestirmenin gérevlerinden biri de sanat
eserinin diistinceye direncini, poetik yanini fark ederek ona somutlugunu geri vermektir.
Felsefi teorileri poetik olarak kullanan bir elestiri ancak sanat eserinde s6zden fazlasini ortaya
cikarabilir. Ancak, s6ze ¢evrilemezlik artik gliniimiiziin fikir sanatinda degil, elestirmenin
sanata karsi karmasik ve diyalektik direncinde bulunur. Bu direng seylerin higligine, glinimiz
sanat eserinin gondlli olarak popiilerligi ve anlasilabilirligi arama bi¢iminde somutlasan ancak
hala kaginilmaz olarak varligin s6ze dékilemezligiyle ilgili hiclige direnci animsatir. Felsefenin
baskiladigl, sanatin da giderek daha fazla baskilamaya ¢alistigi ve elestirinin de sanat eserinin
arzu edilmeyen 6zl oldugunu gosterdigi bu direngtir. Cagdas sanat pratiginin “6ztine” iliskin
bu felsefi ve elestirel tartismalarin geri planinda hazir-esya eylemiyle bir anlamda sanatin
kendine ait bir 6zl olmadiginiima eden Duchamp’la baslayan ve 6zellikle 1960 sonrasi sanati
bir algi nesnesinden ziyade metin olarak ele alan entelektiiel tartismalar ve sanatsal
gelismelerle devam eden siire¢ bulunur. Bu baglamda bu calisma, gliniimiizde sanat, felsefe
ve elestiri iliskisini teori ve pratik, sdylem ve deneyim ve tiimel ve tikel diyalektigi icinde ele
alir.

Anahtar kelimeler: Sanat, teori, diyalektik elestiri, sdylem, deneyim.
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The Philosophical And Critical Essence Of Art

Ahmet Feyzi KORUR
Dokuz Eyliil University, Faculty of Fine Arts, Department of Painting, feyzikorur@gmail.com

According to the philosopher and critic Arthur Danto, it is not a simple matter, even for those
who are involved in art, to tell artworks from other things and one may not be aware that
one is on artistic terrain without the determination and explanation of an artistic theory. To
see something as art requires something the eye cannot decry, a certain atmosphere of
artistic theory and knowledge of the history of art, that is, an artworld. The highest reality of
artis its essence brought to consciousness necessitating a philosophical discussion, which as
such is nothing but the self-consciousness of philosophical thinking, of discourse on the
nature of art: the recognition that the artistic terrain itself is constituted by artistic theories,
and thus that theories, in addition to helping us discriminate art from the rest, make art
possible. Art criticism has become a part of artistic practice, especially with Modernism when
art itself became its proper subject matter. Art criticism mediates between art and philosophy
and today artists, in need of explaining what they are doing, are themselves their best critics.
And the analysis of the content of art and its way of presentation is philosophical rather than
critical. Yet, according to the art historian and critic Donald Kuspit criticism sees theory as
part of practice and connects both to experience. Criticism begins with a sense responsibility
towards experience, continues with a recognition of practice and ends in a theory that
clarifies the depth of experience of a particular practice. Criticism is more than both theory
and practice, has less assumptions and expectations than both, and is aware of the larger
lifeworld, the environment in which they both emerge and try to exclude. Nowadays, the
reason for philosophy’s exaggerated interest in art and vice versa art’s becoming more and
more theoretical, conceptual may be art’s desire to be understood and popular. Until the
artwork’s untranslatability is recognized, one can neither experience it critically nor
experience its critical conditions. Only criticism can give back to art this untranslatability, this
irreducibility to the word, to language, despite itself. The philosopher rarely experiences the
artwork as a knot of consciousness, an intransigent texture not easily shaped to intellectual
order. Yet dialectical criticism knows that nothing definite can be said about art without
denying it as art. One of the tasks of the critic is to restore the concreteness of the art work
by recognizing its resistance to thought—its “poetic” character. Only a criticism that uses
philosophical theories poetically might recover the something that is more-than-speech in art.
Yet untranslatability today lies only in the complex, dialectical resistance of the critic to art. It
reminds us of our resistance to the nothingness of things, a nothingness embodied in the way
the artwork eagerly seeks popularity and communicability, but is still inevitably concerned
with the untranslatability of being. It is this resistance that is repressed by philosophy, that
art itself increasingly seeks to repress, but that criticism shows to be the artwork’s
undesirable essence. In the background of this philosophical and critical discussions about
the “essence” of the contemporary artistic practice is a process which began with Duchamp
who, with his ready-made act, suggested that art has no peculiar essence and continued
especially after the 1960s with the artistic developments and intellectual discussions that
treated art as a text rather than an object of perception. In this context, this work deals with
the relationship today between art, philosophy and criticism within the dialectic of theory and
practice, discourse and experience and universal and particular.

Key Words: Art, theory, dialectical criticism, discourse, experience
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Elektronik Atiklarin Sanatla Yeniden islenmesi

Esra KOKSAL
Bilkent Universitesi, YL., Esra.koksal@bilkent.edu.tr

Modern diinya, bilim ve miihendislik alanindaki ilerlemeleri ile taninir. Bu uygulamalarin
diinya lizerinde buiyiik bir etkisi var. Elektronik aletlerin yapisi cogunluk olarak topraktan
gelir: metaller, mineraller ve yaglar seklinde. Sorun, kitle tiiketimi ve teknolojinin birlikte
elektronik atiklarin ¢6p depolama sahasinda birikmesiyle ortaya ¢ikar. Ureticiler daha fazla
satig yapmak icin stratejik kar modeli olan ‘planli eskitme’ kullaniyorlar. Bu atilan
elektronik aletlerinin ¢cogu hala calisabilme kabiliyetine sahip oldugunu gésterir. Atilan
elektronik alet inorganiktir; bu nedenle ¢lirimez veya ayrismaz. Yeni medya uzmani
Parikka buna 'zombi medyas!' diyor ve sanat yoluyla yeniden islenmesi bu duruma isik
tuttugunu savunuyor. Yeniden kullanilmamasi veya geri donistirilmemesi halinde bu
atiklar topraga toksik madde siziyor. Bu makale elektronik atiklari gereg olarak kullanan
sanat projelerine yakindan bakmaktadir. Bu yazida yapilan analiz 6ncelikle Deleuze ve
Guattari’nin ‘olug’ diistincesinden yararlanir ve Braidotti’nin ‘gé¢ebe etigi’ ve
stirdiiriilebilirligi konusundaki diisiincelerinden faydalanir. Ustelik, Parikka’nin medya
jeolojisine iliskin sdylemleri, atilmis elektronigin ve sanatsal ¢abalardaki islevini tartisirken
yararhidir. Bu makale, atilan elektroniklerin gereg olarak kullanildigi sanatsal projelere
odaklanmaktadir. Bu projeler sanat¢i Gregory Chatonsky ve sanatgi ikilisi Revital Cohen ve
Tuur van Balen tarafindan hazirlanmistir. Chatonsky, kitle tiiketiminin arkeolojinin
gelecegi lizerindeki etkisini spekiile ediyor. Elektronigin dogal olarak ayrismadigini ve bu
nedenle gelecegin arkeolojisinin cogunlukla kullaniimis medya araglarindan olusacagni
vurguluyor. Sanatgilar Cohen ve van Balen elektronik atiktan degerli metalleri elle geri
donustirir ve yapay cevherler olusturur. Yapitlari, madencilikten atik yonetimine kadar
elektronikle ilgili glincel uygulamalara karsi kritik bir durus sergiliyor. Braidotti, gécebe
felsefenin dengeli bir gelecek igin gereken 6zelligi sagladigini savunuyor. Bu nedenle, bu
yazinin amaci bu sanat projelerini ‘gdcebe-olus’ ve siirdirilebilir bir gelecek icin hedefini
analiz etmektir. Sanat, degisimi tetikleyen etkili bir unsur oldugunu kanitlamistir ve bu
sanat eserleri yeni bir olusum baslatma potansiyeline sahiptir.

Anahtar Sozciikler: Braidotti, elektronik atik, hurda sanati, olus, Parikka
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The Repurposing of E-Waste Through Art

Esra KOKSAL
Bilkent University, M.A., Esra.koksal@bilkent.edu.tr

The modern world is known for its advancements in science and engineering. These
practices have a large impact on the earth. The makeup of electronics predominantly
come from the earth: in forms such as metals, minerals and oils. The problem arises when
technology and consumerism together result in landfills of electronic waste.
Manufacturers use the strategic profit model ‘planned obsolescence’ in order to ensure
more sales. This indicates that most discarded electronics still have the ability to function.
The discarded electronic hardware is inorganic; therefore, it does not rot or decay. New
media scholar Parikka calls this ‘zombie media’ and argues that its reappropriation
through art shines light to the situation. If it is not reused or recycled it bleeds toxicity
into lands. This paper takes a closer look at art projects that use electronic waste as
medium. The analysis undertaken in this paper primarily draws from the Deleuzian-
Guattarian thought on ‘becoming’ and Braidotti’s thoughts on ‘nomadic ethics’ and
sustainability. Further, Parikka’s articulations on the geology of media prove to be useful
while discussing obsolete media and its function in artistic endeavors. This paper focuses
on artistic projects that use discarded electronics as preferred medium. These projects
are by artist Gregory Chatonsky and by the artist duo Revital Cohen and Tuur van Balen.
Chatonsky speculates the implication of mass consumption on the future of archeology.
He emphasizes that electronics don’t decompose naturally, and that as a result the future
of archeology exists extensively of discarded media. The artists Cohen and van Balen
manually recycle precious metals from e-waste and create artificial ores. Their artwork
has a critical stance against current practices related to electronics, from mining to waste
management. Braidotti argues that nomadic philosophy provides the required
characteristic for a balanced future. The aim of this paper therefore, is to analyze these
art projects through the framework of ‘becoming-nomad’ and its goal for a sustainable
future. Art proves to be an influential element through which change can happen, and
these artworks yield the potential of initiating a new becoming of sorts.

Keywords: Becoming, Braidotti, e-waste, scrap art, Parikka
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Joseph Conrad ya da Emperyal Karsilasmanin Estetik ve
Politik Yansimalari

Senem KURTAR
Ankara Universitesi Dil ve Tarih-Cografya Fakiiltesi Felsefe Béliimii, skurtar@ankara.edu.tr

Batinin dehseti. Bu, Lacoue-Labarthe'in Conrad'in romanlari igin kullandigi bir ifadedir.
Conrad onun gibi pek ¢ok diistiniir ve elestirmen icin giinimiiz diinyasinin korkularmi
yansitan ana basliklarin yazaridir. Bu bagliklar, mitten siddete; arzudan ideolojiye, giic
istencinin tiim bulasici varyasyonlarina ve kolonici fikirlerin fasist praktiklerine ve hatta
6lim durtisinan kolektif travmalar olarak agiga ¢ikmasina kadar genisletilebilir. Ozellikle
Karanhgin Yiregi'nin distinsel ya da felsefi bir hadise olusunun kaynaginda metnin
ylziimize tokat gibi ¢arpan vurgusu vardir: Batinin dehseti ve dehsetin kaynagina kendini
disiinme zorunlulugunun sessizce yerlestiriimesi. Ancak bu kendi tizerine muhakemede
bulunma gerekirligi sadece Bati'nin kendi i¢sel dinamiklerinden kaynaklanmaz. Emperyal
genislemenin, kapitalist gtindelik hayatin ortaya ¢ikisinin, sémirgelerdeki muhtelif
ayaklanma hareketlerinin ve Bati disindan gelen kapsamli tehditlerin de bu muhakemede
ciddiyetli bir rold vardir. Conrad'in romaninin 6nemi tam da bu noktada agiga ¢ikmaktadir.
Onun romaniyla, emperyal bir karsilasmanin yarattig1 esitsiz ve ylirek burkan insani
yikimlarla ilk kez bu denli agik bir sekilde yiz yiize geliriz. Conrad'in dehasi Bati ve Batili
olmayani ayni kompozisyon icerisinde sahnelemesidir. Onun metafizik diinya gortist ve
siyasi kanilarinin sekillenmesinin ardinda nesnel ve pargalanmis diinya gorisa vardir.
Emperyalizm bitincil bir sistemdir; karsilikl baghlik esasina dayalidir. Bu nedenle, Conrad
icin, sucun bir 6znesi yoktur. Ne emperyal efendiler (ingiliz emperyalizmi) ne de baski
altindaki koloniler (Afrika yerlileri, Orta Amerika Cumhuriyeti, Hindistan) suclanabilir. Bu
calismanin amaci Conrad'a dair varoluscu ve fenomenolojik yorumlarla siyasal ve emperyal
deneyime iliskin yorumlari bir araya getirerek tartismak ve béylelikle bugiin Conrad'in
yaprtini gec¢ kapitalizme terciime ederek bize bu baglamda saglayacagi glincel ic goriileri
ortaya koymaktir. Conrad'in romanina iliskin bu dinamik okuma vasitasiyla ytizyillari bulan
biyik bir tarihsel anlatiyi romanin gelisim anlatisina eklemlemek mimkdndiir. Bu
emperyal anlati giinimiizde halen varligini siirdiirmektedir. Bu ytizden Conrad't okumak
ve yeniden okumak onun diisiincesindeki bu ¢ifte giizergahin izlerini tekrar tekrar mevcut
diinya-tarihsel hadiselerin yapisiyla iligkili olarak yorumlamak demektir. Burada izi
strlilecek gaye, bu tiirden bir yorumun giinimiz diinyasi igin sagladigi i¢ gorilere
ulasmaktir. Sonug olarak, emperyal anlamda siyasi bir olusumun etkin malzemesini sunan
estetik bir tiir olarak romanin paradigmatik dnemi belirgin kilinacaktir.
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Joseph Conrad or Aesthetic and

Political Reflections of the Imperial Encounter

Senem KURTAR
Ankara Universitesi Dil ve Tarih-Cografya Fakiiltesi Felsefe Béliimii, skurtar@ankara.edu.tr

Horror of the West. This is an expression Lacoue-Labarthe uses for Conrad's novels.
Conrad is the author of many headlines reflecting the fears of today's world for many
thinkers and critics like him. These topics include from myth to violence; from desire to
ideology, to all infectious variations of power demand, to fascist practices of colonial
ideas, and even to the death impulse as collective traumas. Especially at the source of the
Heart of Darkness as a thoughtful or philosophical phenomenon is an emphasis that
striking our face as a slap: The horror of the West and embedding the necessity to think
itself to the source of terror silently. However, the necessity of reasoning on itself does
not only originate from the internal dynamics of the West itself. The emergence of
imperial expansion, the emergence of capitalist daily life, the various uprising movements
in the colonies and the extensive threats from outside the West have a serious role in this
reasoning. This is where the importance of Conrad's novel is revealed. For the first time in
his novel, we encounter this kind of unequal and wrenching humanitarian demolitions
created by an imperial encounter so clearly. Conrad's genius is his staging of the West and
the non-Western in the same composition. There is an objective and fragmented world
view behind his metaphysical world view and his shaping political convictions. Imperialism
is a holistic system,; is based on mutual commitment. For Conrad, therefore, the crime has
no subject. Neither imperial masters (British imperialism) nor the oppressed colonies
(African Indians, Central American Republic, India) can be blamed. The aim of this study is
to discuss the existentialist and phenomenological interpretations of Conrad and the
interpretations of political and imperial experience, and thus to transform the work of
Conrad today into late capitalism to reveal the current insights that will be provided in
this context. Through this dynamic reading of Conrad's novel, it is possible to incorporate
a great historical narrative that has been around for centuries, into the narrative of the
novel's development. This imperial narrative still exists today. Hence, to read and read
again Conrad means to interpret the traces of this double path in his thought in relation
to the structure of existing world-historical events. The aim to be traced here is to achieve
the insights that this kind of interpretation provides for today's world. As a result, the
paradigmatic importance of the novel as an aesthetic species that provides the active
material of an imperial political formation will be made clear.
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Wittgenstein Bakis Acisi ile Etik ve Estetik

Sibel OKTAR THOMAS
Ozyegin Universitesi, Sibel.oktar@ozyegin.edu.tr

Bu ¢alisma, Ludwig Wittgenstein'in etik ve estetigin askin, soylenemez ve 'bir' olduguna
iliskin gorusleriyle, etik, estetik, mantik ve diinya arasindaki iliskiyi nasil kurdugunu
incelemeyi amacglamaktadir. Wittgenstein, Tractatus Logico- Philosophicus'ta dilin sinirlarini
cizmeyi amaglar ve sdylenemez olani s6ylemeye ¢alismanin dilin sinirlarinin 6tesine
ge¢mek oldugunu soyler. Etik ve estetik de sdylenemez olani sdylemeye calistiklari i¢in
dilin sinirlarinin disindadir. Dilin sinirlarinin 6tesine gectikleri igin de askindir. Bir sey dilin
sinirlart icinde sdylenebiliyorsa sdylenmeli ama sdylenemiyorsa da bu konuda susulmalidir.
Dolayisiyla, etik ve estetik konusunda da susulmalidir. Wittgenstein, Etik ve Estetik ’in ‘bir’
oldugunu sdylerken her ikisinin de agkin ve séylenemez olmalarindan kaynaklanan
benzerliklerinden bahsetmez. Mantik da askin ve sdylenemezdir ama etik ve estetik ile
'bir' degildir. Burada, etige iliskin diistincelerinin estetik icin de gegerli oldugunu
belirlemekten de 6te onlarin ayniliklarini vurgular. Wittgenstein'in dnermelerin gercekligin
tasarimi olduguna iliskin gortisi séylenebilir olanin belirleyicisidir. Bir Snermenin
dogrulugu ya da yanlshgi o dnermenin gergekligin tasarimi olup olmadigina baghdir. Bu da
timcelerin olgulari ifade etmesi ile olanaklidir. Bir tiimceyi ancak onun ortaya koydugu
olgu durumunu bildigimizde anlayabiliriz. Ancak, deger ifade eden terimler olgulara
indirgenemezler ve olgulari ifade edemedikleri icin de sdylenemezler. Etik ve estetik
degerler olgulara indirgenemezler dolayisiyla dile getirilemez.

Wittgenstein deger yargilarini goreli ve saltik olarak ikiye ayirir. Goreli deger yargilari
onceden belirlenen standartlara ve/veya olgulara dayanir ve gercekligin tasarimidir, yani
soylenebilir olandir. Ancak Saltik deger yargilari gercekligin tasarimi degildir, olgulara
indirgenemez ve dile getirilemez. Wittgenstein’a gore etik ve estetik Saltik deger
yargilarina iliskindir. Saltik anlamda etik, olan ile degil olmasi gereken ile ilgilidir. Dile
getirilemez ancak kendini diinyaya karsi tutumumuzda gosterir. Wittgenstein Felsefi
Sorusturmalarda "gérmek" sdzcigiinin kullanimini da ikiye ayirir. ilki "orada ne
goriyorsun?" sorusunun yaniti olan ‘bir seyi gérmek’. Bu kullanimda, orada ne gérdigiina
tarif edebilirsin. Gérmenin bu kullanimi géreli deger yargilarinda oldugu gibi olgularin
ifade edilmesidir. Diger kullanim ise "Bu iki yliz arasinda bir benzerlik gériiyorum' da
kullanilan 'gérmek'tir. Wittgenstein, iki yliz arasindaki benzerligi gormeyi "gériinlsi
(bakis- agist) fark etmek’ olarak tanimlar. Burada gérsel deneyimimiz degismemistir, ayni
iki yuizi gérmeye devam ederiz. Ancak bu gorsel algimizin degismemesi ile birlikte yeni bir
alginin ifade edilmeye calisiimasidir. Saltik deger yargilarinda oldugu gibi ifade edilmeye
cahsilan artik olgu degildir. Ancak bdylesi bir gériinls degisimi ile 'dile getirilemeyen'
kendisini gdsterebilir. Wittgenstein, mutlunun diinyasi ile mutsuzun diinyasinin farkl
oldugunu ifade ederken bu bakis acisi degisimini kastediyor olmalidir. Etik ve estetigin
dzel bir dil olmaktan ¢ikip davranislarimizda kendini gosteren bir yasam bicimine
dontismesi ancak ‘goriinis korligiinden’ kurtulup ‘diinyayi ezeli- ebedi bir bakis agisiile
gorebilmekle mumkin olabilecektir. Ancak hala etik ve estetik deger yargilarimizdan
bahsetmek miimkiin olmayacaktir.

Anahtar Kelimeler: Wittgenstein, Etik, Estetik, Bakis Agisi
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Wittgenstein’s Views on Ethics and Aesthetics

Sibel OKTAR THOMAS
Ozyegin Universitesi, Sibel.oktar@ozyegin.edu.tr

This study aims to investigate Ludwig Wittgenstein’s arguments concerning that ethics
and aesthetics are ‘one and the same’ as well as being transcendental and inexpressible,
and how he constructs the relationship between aesthetics, ethics, logic and the World.
Wittgenstein states that his aim in Tractatus Logico-Philosophicus is to draw the limits of
language. He states that trying to say what cannot be said is to go beyond the limits of
language. Ethics and Aesthetics are exemplars of this and by going beyond the limits of
language they are transcendental. If something can be said it must be said within the
limits of language, if not then we must remain silent. Thus, we must remain silent on
ethics and aesthetics. It is necessary to clarify that to say ethics and aesthetics are “one
and the same” is not simply stating the similarities of being inexpressible and
transcendental. Logic is also inexpressible and transcendental, but logic, aesthetics and
ethics are not one and the same. Here, the emphasis is on their sameness. Wittgenstein’s
picture theory of language sets the criterion of what can be said. It suggests that the
truth of a proposition depends on whether the proposition pictures reality or not.
Propositions as a picture of reality can only express facts. We can understand a statement
if we know the situation that it represents. Value judgments cannot be reduced to any
assertion about reality, since they cannot express facts they are in the realm of what
cannot be said. Thus, ethics and aesthetics concerning value judgments are inexpressible.
Wittgenstein makes a distinction between relative and absolute senses of value
judgements. We can express value judgements if they are relative value judgements, i.e. if
they correspond to a fact or predetermined standards. However, absolute value
judgements do not correspond to facts thus they cannot be expressed. Wittgenstein
thinks that ethics is concerned with the absolute sense of value. Ethics in the absolue
sense is not concerned with what is the case, but what ‘ought to’ be the case. It cannot
be expressed, but that it can be shown, that it manifests itself through our attitude
toward the world. In Philosophical Investigations Wittgenstein makes a distinction
between two uses of the word ‘see’. One is, ‘see’ as an answer to “What do you see
there?” It is seeing this and that. Here, you can describe what you see there. This use of
‘see’ is similar to relative sense of value, it is the expression of facts. The other use is,
seeing as ‘seeing a likeness between two faces’. That is what Wittgenstein calls “noticing
an aspect”. Here, our visual perception does not change, we still see the two faces as
they are, but notice the likeness and try to express this likeness as a new perception. As
the case of absolute sense of value what is attempted to be expressed is not the facts.
Here, what cannot be said manifests itself. When Wittgenstein mentions the difference
between the world of the happy and unhappy man he is probably considering the notion
of ‘noticing an aspect’. For ethics and aesthetics to transform themselves from a private
language to a form of life where they manifest themselves in our practices, it is necessary
to ‘notice an aspect’ and see the world sub specie aeterni. Yet, ethics and aesthetics will
remain inexpressible.

Key Words: Wittgenstein, Ethics, Aesthetics, Aspect
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Materiality of The Image,
Politics of Resolution and Invisibility as Power

H. Esra Oskay Malicki
Ankara HBV Universitesi, harika.oskay@hbv.edu.tr

In one of the rare pictures taken from above the Auschwitz crematorium, the indivisible
unit of photography, the grain on the analogue photographic image coincides with the
size of a person seen from above. As the size of the material element of analogue
photography, the silver particle happens to overlap with that of the body, the head of the
prisoner disappears into the grain, into the material of the picture. Similarly, the body of a
person determines the threshold of visibility for the satellite images available for public
view. Personal privacy laws as much as limits of state secrecy determines the individual as
the module of the threshold of visibility of the image and ensures that the body of an
individual is not visible in the satellite image. The technological possibilities are limited by
the concerns over privacy of an individual and more so by the confidentiality of the state.
In this regard, the function of the photographic image becomes less of representation
and more of catalyser.

On the other hand, the image resolution of cameras for personal use continuously
increase. Thus, a view from above with the network of connections one is embedded in is
not available while we are fully consumed by the image of ourselves. The negative space
of the body of an individual determines the limit of the satellite image, while the sight
from below focuses on the hypervisibility of the body. The look from above as the
perspective of power is not granted to the individual, while the voluntary representation
of the individual in this hyper resolution mode comes to overcome the secrecy laws and
support the threshold of visibility for the sake of the power. It is the dependency of the
visibility and clarity of the image to the human body and state power that renders the
digital image made of numbers and codes deeply material.

The documentary forms in art practice that has seen a revival in the nineties reflect this
material difference of the image. The photographic image is no longer a record of reality
giving presence to events at a temporal distance. This is a self-reflexive modality of
documentary practice that transgresses the notion of documentary as a strategy of
authenticity. The paper will aim to analyse the two ends of the visibility regime through
the works of Forensic Architecture and Hito Steyerl, in comparison to the hypervisibility
of the individual amplified in everyday media. While Forensic Architecture seeks the actor
in the deserted ruins of atrocities against humanity in the negative space of human body,
Steyerl questions the role of individual in this regime through employing the visual
technologies of power. Thus, through a parallel reading of the body in and out of the
threshold of the image, the paper aims to reflect upon the materiality of image and
politics of visibility.

Keywords: materiality of the image, threshold of visibility, documentary art practices, art
and politics
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Multiplying The Support: Bruce Nauman's Contrapposto
Split, Contrapposto Studies, Days, And Giorni

Kurt OZMENT
Bilkent University, kozment@bilkent.edu.tr

In the recent retrospective of Bruce Nauman's work at the Museum of Modern Art in
New York, a series of galleries at PS1 were devoted to video installations that echo several
of Nauman's early works in film and video. | would like to juxtapose the works in these
galleries with two installations that were exhibited in Venice in 2009 as part of the Venice
Biennale. The latter, Days and Giorni, both consist of very thin panels that function as
loudspeakers. The panels are white and are suspended on wires. They often appear to
blend with the walls of the room. Although the work exhibits the devices that produce
sounds, these devices have an almost immaterial presence from many positions within
the room. From other positions, however, their arrangement conspicuously forms a
symmetrical, corridor-like space. There are 14 panels arranged in two parallel rows. Each
pair of panels projects the recorded voice of an individual reciting the days of the week.
The recordings are looped, which creates a loop both for each individual voice and the
work as a whole. In Venice, both works were striking because of the distinctness of each
voice. Days was exhibited at MoMA in 2010 and again in 2018-2019 as part of the
retrospective. My memory of the installations in Venice is that each pair of panels
projected the same (stereo) recording. Most recently, however, the paired panels were
out of sync, or at least seemed to be when | was there. | should note that the days of the
week are not always recited in order and that one is free to move both between the
panels and along the walls outside them. The effect of the panels depends a great deal on
proximity. As one moves around the space, what one hears varies widely.

One problem for someone commenting on these works is that of representation. This is a
familiar problem when dealing with particular works of art. Here, it would seem that the
ability to describe the works is part of their appeal, but also something of a trap, since
describing them ends up taking much more work than one might first anticipate.
Description seems to defer analysis, as well as other approaches. Two very familiar
approaches from art history are to frame the work within the same artist's body of work
and to frame the work within the context of works by others. To a certain extent, |
wonder to what degree describing these works can contribute towards "readings" of
them.

Although Contrapposto Studies, i through viii, and Contrapposto Split, on the one hand,
and Days and Giorni, on the other hand, are very different, both sets of work multiply
both the number of sources and the number of projections. In addition, the multiple parts
are staggered, in one way or another. The role of permutation in combining the parts
would seem to contribute a great deal to the pleasure of these respective works.
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Estetik Kavram olarak Tekinsizlik, Modernite ve Mekan:
izmir Kortijo Evleri

Selin ONEN
izmir Katip Celebi Universitesi, selinceyhan@hotmail.com

Tekinsizlik, estetik felsefesi ve Romantizm ile baglantili olarak ¢ogunlukla Gotik edebiyatta
tartisilsa da kavramin gergevesi moderniteyle belirginlesmistir. Tekinsizlik 6ncelikle
Freud’un 1919 yilinda yazdigi the Uncanny isimli makaleyle kavramsallagmistir. Bu
baglamda Freud’un orijinal olarak Almanca da Unheimlich olarak kullandigi kavrama
karsilik olarak evsizlige denk gelirken, kavramin kendisi eve ait olanin kesin karsiligi olarak
kullanilmamistir. Esikte durmayi ¢agiran bir kavram olarak tekinsizlik, asina olunan/asina
olunmayan, ev/evsizlik, tanidiklik/yabancilik hissi gibi ikili kavramlarin birbiri arasindaki
geciskenlikle iliskilidir. Belirli bir mekanda bulunma, oraya ait olma simdiden ziyade
gecmisle ilgilidir. Freud tekinsizlik kavramini yabanci, 6teki gibi kavramlardan ziyade
geg¢misin belirli tekrarla geri gelerek asinaligin bozulmasi, bilindik olanin bilinmeyene
dontismesi cercevesinde tartismistir. Dolayisiyla esikte duran bir kavram olan tekinsizligin
modernite ile yakindan iliskisi vardir. Nitekim moderniteyle birlikte bu ikili kavramlarin
birbirine dénisim, anlati ve kimligin kirilganhigi tekinsizligi cogaltir ve mekana da
tekinsizlik deneyimini yayar. Kiresellesme, gd¢, yoksulluk gibi dinamiklerle gegmis ile
bitiinlesememis bir simdiki zaman olgusu olusmaktadir. Bu baglamda tekinsizlik kentsel
mekanda da karsimiza ¢ikmaktadir. Bu ¢alisma, Avrupa’dan 1400’1 yillarda siirtilen
Sefarad Yahudilerinin izmir’de yerlestikleri Kortijo evlerinin tekinsizlik ve moderniteyle
nasil iliskili oldugu tartisilacaktir. Yoksul Yahudi ailelerin kaldigi ortak avluya agilan odalarin
oldugu bu evler bir sekilde kominal bir yasantiyr icermekteydi. Buralarda yasayan
Yahudilerin bir kismi 1950’lerde israil devletinin kurulmasiyla gé¢ etmis, durumlar
iyilesenler de kentin merkezlerine tasinmiglardir. Kortijolar’da simdilerde 6nce Suriyeliler,
sonrasinda ise Afrika’dan gelen gé¢menler kalmaktalar. Ge¢misten bugtine Kortijolarin
mekansal olarak tekinsizle nasil 6rtiistiigl bu calismanin konusudur.
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Uncanny, Modernity and Space as an Aesthetic Concept:
The Cortijo Houses of izmir

Selin ONEN
izmir Katip Celebi Universitesi, selinceyhan@hotmail.com

Although the concept of the uncanny is mostly discussed along with Gothic literature in
connection with philosophy of aesthetics and Romanticism, the framework of the concept is
clarified with modernity. The uncanny is conceptualized primarily with Freud’s essay
called the Uncanny. The concept of uncanny originally corresponds to unheimlich in
German, which means homelessness, is not used for the exact adverseness of the home.
As a concept called for standing on the threshold, the uncanny is related to transitivity
among the binary concepts such as; be familiar/not familiar, home/homeless,
familiarity/strangeness etc. Residing in a certain place and feeling that you belong to that
place are related to the past rather than present. Freud argued the concept of uncanny
with regard to the disruption of familiarity and the transformation of familiar into the
unknown as a result of specific repeat of past rather than the concepts like “the
stranger” or “other”. Hence, the uncanny as a concept standing on a threshold has a
close relationship with modernity. Transformation of these binary concepts to each other
through modernity and fragility of narration and identity reproduce the uncanny and
expand the experience of it to space. A phenomenon of present time that could not
integrated with past arises due to the dynamics such as; globalization, migration and
poverty. In this regard the uncanny also appears in the urban space. This paper argues
how the cortijo houses of izmir where Sephardi Jewish inhabitants lived at since their
deportation from Europe around 1400s is related with uncanny and modernity. These
houses in which poor Jewish families resided in and had rooms opening to courtyard,
inhabited a communal life. Some of these families moved to Israel when the nation-state
was established in the 1950s and the families that had the chance the upper mobility
moved to the city center. After the Jewish inhabitants left the cortijos, first Syrians and
lately African migrants begin to stay in there. This paper focuses on how cortijos spatially
overlapped with the uncanny from past to the present.
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Tanpinar ve Ayhan Gecgin Romanlarinda Yiice Deneyiminin
Gorinidmleri: Ortakhiklar ve Ayrimlar

Jale &ZATA DIRLIKYAPAN
Ankara Universitesi, jozata@gmail.com

Edmund Burke ve Immanuel Kant’in, (izerinde ayrintiyla durdugu ve “giizel” kavramiyla
karsilastirdig yticelik algisini, daha sonra bir¢ok diistinir ele almig, kavram sanat ve
edebiyat alaninda “modernist ylice” ve “postmodernist yiice” gibi tanimlamalarla yeni
acihmlar kazanmistir. Burke’e gére ytice, ruhun dyle bir durumudur ki bu durum icinde
ruhun tim hareketleri, adeta bir korku derecesinde donup kalmislardir. Kant’ta ise yiice,
kendisiyle karsilastinldiginda her blytiklGgiin kiicildigi bir biiylklik ve husi ya da saygi
uyandiran seydir. “Guizellik”ten farkli olarak, nesne ile 6zne arasindaki bir uyumdan ¢ok
uyumsuzluktan dogar ve kiside siikinetten ziyade hareket uyandirir. Yiice, dogada ve
duyusal olan hicbir seyde bulunmaz. O sadece bizim zihnimizde ortaya ¢ikar, zihnimizdeki
distincelerle ilgilidir. imgelem, “mutlak biiyiikliikte” algiladigi nesneye yénelik
duyumlarini bir birlik i¢cinde birlestiremez. Yani s6z konusu olan “yilice nesne” degil
yalnizca “6znel ylice durum”lardir. Kant, yine “gtizel”’den farkli olarak ytice’de varolan bir
ikilikten s6z eder: Aci ve hazzin birlikteligi. Yice, akilla kavranmasi imkansiz olan mutlak
blyukligu ile onu izleyene acziyetten dogan bir aci verir. Lyotard ise sanat ve edebiyatta
“modern yiice” ile “postmodern yiice” arasinda bir ayrim yapar. Ona gére modern sanat,
teknik uzmanlgini sunulamaz olanin varoldugu olgusuna adayan bir girisimdir. Modern
edebiyat, bu baglamda, ylceligin estetigidir. Sunulamaz olani, “kayip icerikler” olarak 6ne
surer ve artik varolmayana ydnelik nostaljik bir bakisi icerir. Ama tutarh bicimiyle okura
teselli ve haz vermeyi stirdiiriir. Tam da bu nokta, Tanpinar romani lizerine diisiinmek igin
elverisli bir artalan saglar. Tlrk edebiyatinda ilk modernist yazar olarak kabul géren
Tanpinar’in, Huzur basta olmak Gzere ¢cogu roman ve hikayelerinde, felsefenin “ylice”
kavramsallastirmasi temelinde diisiiniilebilecek tslup 6zellikleri ve ierikler dikkat ¢eker.
Kant’in ve Burke’iin haz-aci, haz-korku ikiliklerini iceren betimlemelere sik¢a rastlanir.
Cimlelerin s6zdizimi ve uzunlugu, sézcik secimleri, duygusal yogunluk acisindan derece
derece yiikselen anlatim tonu, okurda bu yticelik hissini olusturma potansiyeli tasir.
Lyotard’in modern yiice tanimlamasinda vurguladig “artik varolmayana yénelik nostaljik
bakis” da “kayip icerikler” de Tanpinar romaninin yaprtaglaridir.

Ote yandan, giiniimiiz yazarlarindan Ayhan Ge¢gin’in romanlari da, Tanpinar’in
romanlarindakine benzer ylice deneyimleri sunmasina ragmen, bazi agilardan onlardan
farklidir. Temel fark “sunulamaz olan”1 sunus biciminde ortaya cikar. Lyotard’in
“postmodern yiice” tanimlamasina yakin bir kavrayistan s6z edilebilir burada. Lyotard,
postmodernin, modernin aksine, giizel bicimlerin tesellisini ve elde edilemez olanin
kolektif nostaljisini paylagsmayr mimkdin kilan bir zevk uzlagimini inkar edecegini soyler.
Ayhan Ge¢gin’n romanlarinda bu yiice deneyimi anlatimlariyla birlikte ytiriiyen 6teki anlati
diizeyleri, sorgulama ve siiphe odakli felsefi baglamlar, bu zevk uzlagmasini devre disi
birakir. Tanpinar’in ylicesinin aksine Geg¢gin’in ylcesi, varligini stirekli sorguladigi hayal
glciuinden ve coskudan yoksun, daha soguk bir deneyim olarak sunulur.
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Bu bildiride, iki yazarin ylice deneyimine yaklasimlarindaki bu benzerlik ve farklara
felsefi/edebi zeminde odaklanilacak ve icinde yasadiklart dénemin edebiyat kavrayisi
tartisilacaktir. iki yazarin metinlerindeki ortaklik ve farklar, icerik analiziyle karsilagtirmals

bir a¢idan ele alinacaktir.

Anahtar Soézciikler: Yiice, Modernizm, Postmodernizm, roman, Tanpinar, Ge¢gin
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Komik Epik Roman Kurami

Hiiseyin Deniz OZCAN
Ege Universitesi; huseyindenizz@hotmail.com

Bugiin nesnel estetik degeri savunmayi géze almis birinin yok sayamayacagi fenomen,
esyanin tarihsel niteligidir. Sanat eseri, bizim konumuz baglaminda edebi bir tiir olarak
roman, diger her sey gibi tarihseldir. O halde eger romana iliskin estetik bir degerden s6z
etmekte direteceksek, dncelikle, bu degerin ancak s6z konusu sanatin tarihi baglaminda
mumkiin oldugunu kaydetmemiz gerekir. Bu baglam, Goethe’nin sdziini ettigi
Weltliteratur’un biiyiik baglami, yani romanin uluslar tisti tarihidir. Blyik yapitlar yalnizca
bu tarihin icinde ve bu tarihe katilarak dogabilirler. Bu tarih, aslinda Gadamer’in icerisinde
disiindlen ve yaratilan ortam olarak tarif ettigi “gelenek”in ta kendisidir. Romanin estetik
degeri ancak biyiik roman gelenegi icerisinde miimkiinddiir. Hendiz tiiriin olugum
asamasinda, Rabelais ve Cervantes’in yapitlarinda, romanin estetik degerini belirlemeye
yarayacak 6lcutlerin varligi sezilebilir. Fakat edebi bir tiir olarak romana bir standart
koyma edimini 6z-bilingli olarak gerceklestiren ilk yazar Fielding’tir. Fielding tnli eseri Tom
Jones’ta, kendisini fazlasiyla rahatsiz eden edebi degerler anarsisine karsi durmak adina,
“Cervantes’ten yarim yamalak bir halde devraldig yeni bu yazi tirtine” kurallar koyma ve
bir roman kurami ortaya atma hususunda 6zgtir hisseder kendini. Bu sunumun amaci
Fielding’in “Komik Epik Roman Kurami”ni analiz etmek ve bu kuramin, mutlak bir 6l¢tit
getirmesi s6z konusu dahi olmasa da, bugiin hala romana iligskin s6yleyecek birkag seyi
oldugunu gostermektir.

Anahtar Sozciikler: Komik, Epik, Lirik, Estetik Deger, Tarih
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Theory of the Comic Epic Novel

Hiiseyin Deniz OZCAN
Ege Universitesi; huseyindenizz@hotmail.com

The historical attribute of objects is a phenomenon that is difficult to disregard for one
who has ventured to defend aesthetic value. Artwork, or more accurately novel within
the context of our topic, is also historical as is everything else. Thus, if we are to insist on
an aesthetic value related to the novel, we have to put forth that it is possible only within
the historical context of the art in question. This is the great context of Weltliteratur
mentioned by Goethe, which is the supra-national history of the novel. Great works can
emerge only within this history and by taking part in it. This history is actually “tradition”
defined by Gadamer as the medium in which we think and create. The aesthetic value of
the novel is possible only within the tradition of the great novel. The presence of criteria
that will enable us to determine the aesthetic value of the novel can be perceived in
works by Rabelais and Cervantes while the art form was still at its infancy. However,
Fielding is the first author that has self-consciously strived to set a standard to the novel
as a literary form. In his famous work Tom Jones, Fielding feels free to make rules for “this
literary form loosely taken over from Cervantes” and to put forth a theory for the novel.
The aim of this presentation is to analyze Fielding’s “Theory of the Comic Epic Novel” and
to indicate that it still has something to say on the novel today even though it is not
possible for the theory to bring forth an absolute criterion.

Keywords: Comic, Epic, Lyrical, Aesthetic Value, History




3. TURKIYE ESTETIK KONGRESI 3. TURKISH CONGRESS OF AESTHETICS

Ziya Tanali, Zen Sanatlari ve Kendi Olmanin Estetigi

ibrahim Soner OZDEMIR
Diizce Universitesi Sanat, Tasarim ve Mimarlik Fakiiltesi, ibrahimozdemir@duzce.edu.tr

Mimar Ziya Tanali (1943-2018) basta Sadelestirmeler (2000) ve Sevgili Diistinceler (2002)
baglikli kitaplarinda olmak tizere, ¢esitli dergilerde yayinlanmig makale ve denemelerinde,
seminer, konferans, sdylesi ve derslerinde sanat ve estetik lizerine 6zenli, acik bir dille
ifade edilmis ve tutarh bir bitiin olusturan disiinceler gelistirmistir. Cogunlukla mimarhk
ve tasarimla ilgili degerlendirmelerinin bir parc¢asi olarak, ama zaman zaman da onlardan
bagimsiz bir sekilde bu diistinceleri gelistirirken degindigi pek cok érnek arasinda Japon
sanatlari da yer almaktadir. Cagdaslariyla paylastigi Japon kdltiriine duyulan genel bir
ilginin 6tesinde Tanal’nin sanatin tanimlayici niteliklerini tartisirken birbirleriyle iliski icinde
kullandig1 “kendi olmak”, “bosluk”, “sadelik”, “siradanlk” ve “hiziin” gibi kavramlar
Ozellikle Zen Budizm’den etkilenen Japon sanatlarinin temel 6zelliklerini inceleyen
arastirmalarda basvurulan kavramlarla dikkat cekici benzerlikler tagimaktadir. Bu sunum
s6z konusu benzerliklere yakindan bakarak sanatta “kendi olmanin’ anlamini
¢6ziimlemeyi amaglamaktadir. Bu amacla 6ncelikle Japon sanatlari ve Zen sanatlari
ifadelerinin anlamlari ve Tanal’’nin Japon sanatlarina duydugu ilginin kaynaklar
belirlenecektir. Daha sonra, Tanal’’nin sanat taniminin ve Zen sanatlarinin ayirt edici
dzellikleriyle ilgili agiklamalarin ana unsurunu olusturan “kendi olmak” disuincesi
karsilastirmali olarak ele alinacaktir. Byle bir ¢6ziimleme bir yandan Tanal’’nin sanatsal
yaratiyla ilgili distincelerinin icerdigi estetik-etik iligkisinin anlamini kavramaya yardim
ederken, bir yandan da Zen sanatlarindaki 6znelligin dogasiyla ilgili yeni bir yorum ortaya
koymayi saglamaktadir.

Anahtar Kelimeler: Ziya Tanali, Zen Sanatlari, Estetik, Kendi Olmak, Sahicilik
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Ziya Tanall, the Zen Arts, and the Aesthetics of Being
Oneself

ibrahim Soner OZDEMIR
Diizce University Faculty of Art Design and Architecture, ibrahimozdemir@duzce.edu.tr

In his two major books, entitled Sadelestirmeler (2000) and Sevgili Distinceler (2002), as
well as in several articles, essays and published lecture notes, the Turkish architect Ziya
Tanali (1943-2018) develops elaborate, clearly stated, and coherent ideas on art and
aesthetics. Among numerous examples that he cites in developing these ideas, which
generally constitute a part of his discussions on architecture and design, there are several
examples from Japanese arts. Beyond a general interest in Japanese culture that he
shares with his contemporaries, concepts such as “to be oneself”, “emptiness”,
“simplicity”’, “ordinariness”, and “suffering” which Tanali uses reciprocally in discussing
the defining characteristics of art have salient parallels with the concepts referred in
several studies investigating the distinguishing features of Japanese arts, especially those
influenced by Zen Buddhism. Through a close examination of these parallels, this study
aims to analyse the meaning of “to be oneself” in art. To this aim, first the meaning of the
expressions “Japanese arts” and “the Zen arts”, and the sources of Tanall’s interest in
Japanese arts will be presented. Then, the idea of “to be oneself”, which constitutes the
essential element of both Tanal’’s definition of art and the investigations on the
distinguishing characteristics of the Zen arts, will be examined comparatively. Such an
examination not only helps to clarify the relationship between ethics and aesthetics in
Tanall’s ideas on artistic creation but also offers a new interpretation on the nature of
subjectivity in the Zen arts.

Key Words: Ziya Tanali, The Zen Arts, Aesthetics, To Be Oneself, Authenticity
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Mimarlkta Giizellik Arayisi

Tugba OZER
tugbaozero1@gmail.com

Bir binanin giizelligi, Marcus Vitruvius Pollio’nun ig ilkesinden - saglamlik, islevsellik,
guzellik — bu yana mimarlar ve mimarlik teorisyenleri icin Snemli bir mesele olmaktadir.
Oldukga 6znel olan bu konu, o0 zamandan itibaren yiizyillar boyunca bitiintyle dile
getirilip tartisilir. Bazilart mimaride giizellige oranlarla ulasir, bazilari sis ekler, bazilari
evrensel olarak kabul edilebilecek kurallarla giizellige erisir, bazilariise islevi ve ekonomiyi
glzelligin baslca nedenleri olarak goriir. Marcus Vitruvius Pollio, Leon Battista Alberti,
Sebastiano Serlio, Andrea Palladio, Claude Perrault, Francois Blondel ve Jean-Nicolas-
Louis Durand'in argiimanlarina deginen bu metin, mimarlikta giizellik hakkindaki benzer
ve farkli arglimanlar incelemektedir.

Anahtar kelimeler: giizellik, Vitruvius, Alberti, Perrault, Durand.
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The Pursuit of Beauty in Architecture

Tugba OZER
tugbaozero1@gmail.com

Beauty of a building has been a significant concern for architects and architectural
theorists ever since the three principles - durability, convenience, beauty — of Marcus
Vitruvius Pollio. Since then, this very subjective matter has been articulated and discussed
in its entirety throughout the centuries. Some reach beauty in architecture through
proportions, some add ornaments, some achieve beauty through positive reasons and
rules that can be universally acknowledged, and some regard function and the economy
as the principal causes of beauty. Referring to the arguments of Marcus Vitruvius Pollio,
Leon Battista Alberti, Sebastiano Serlio, Andrea Palladio, Claude Perrault, Francois
Blondel, and Jean-Nicolas-Louis Durand, this paper investigates the similar and differing
arguments on beauty in architecture.

Keywords: beauty, Vitruvius, Alberti, Perrault, Durand.
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Giovanni Boccaccio ve Nathaniel Hawthrone’da
insan-Hayvan ikiligi

Z. Emir Ozer
Ankara Universitesi, Felsefe Boliimii, zeozer@ankara.edu.tr

insanlar diger canlilardan farkli, onlardan bagimsiz olarak tanimlanmis, kendi icinde kapali,
izole bir ada olarak disiinilmustir. Kendi bilmecesini kabul etmek ya da bu bilmecenin
¢6ziimlenemeyecegini olumlamak yerine, mevcut imtiyazl konumunu yeglemistir. Fakat,
insanlik gercekten de kendini diger hayvanlardan ayirabilecek ve onlarin daha asag bir
pozisyonda olmasini mesrulastirabilecek radikal bir stireksizlik “icat etmeye” muktedir
midir? Giovanni Boccaccio Decameron’da Cimone’nin hikayesiyle, Nathaniel Hawthrone
The Marble Faun (Mermer Pan) romaniyla bu soruyu konu edinmislerdir. Zengin bir
Aristokratin oglu olan Cimone, hayvansi bir aptallikla diinyaya gelmis ve ¢ok guzel bir
soylu kadina asik olana kadar da boyle devam etmistir. Efigenia’ya olan agki onu
entelektiel bir insana, bir filozofa dénustirdr. Fakat, Cimone bir bilgeye donistikten
sonra bile kisisel, bencil, diinyevi amaclari ugruna vahsi eylemlerine devam eder.
Boccoccio, bu hikdyede insanin filozof olsa bile bir sekilde hayvan olmaya devam
edecegine vurgu yaparak Aristotelesci ya da skolastik diisiinceye 6zgi olan bilge insan-
hayvan karsithginin ya da hiyerarsik iliskisinin mesruiyetini sorgular. Nathaniel Hawthrone,
The Marble Faun romaninda hayvansi bir yasamla dolu, yar1 kegi yari hayvan olan pana
benzeyen Donatello karakteriyle insan ve hayvan arasindaki sinira dayanan ontolojik
problemi tartisir. Donatello’nun karma yapisi, insanin insan-olmayan canlilarla olan bagina
vurgu yapar. Boccaccio’nun hikayesinde oldugu gibi Donatello da insanilesme denen bir
surecten gecer ve o da Cimone gibi birini 6ldirir. Hawthrone ve Boccacio, insanin pek ¢ok
degisim gecirse dahi hayvansi 6zelliklerini asip daha (st bir mertebeye ulagmasinin
mumkin olmadigini géstermeye ¢alismislardir. Bu sunumda, iki edebi eserin insan-hayvan
karsithgina getirdikleri elestiriler, ortak noktalara vurgu yapilarak ele alinacak ve yazarlarin
alternatif bakis agilari ortaya konacaktir.

Anahtar Kelimeler: insan-hayvan ikiligi, filozof hayvan, insanilesme.
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Human-Animal Dichotomy in Boccaccio and Nathaniel
Hawthrone

Z. Emir Ozer
Ankara University, Philosophy Department, zeozer@ankara.edu.tr

Human beings define themselves different from other living beings so that today they
regard themselves as a closed-in, isolated island distinguished from the rest of living
creatures. Rather than affirming the riddle or enigma of their own, they prefer their
seemingly privileged status in relation to other species. However, is it indeed possible for
human beings “to invent” such a radical discontinuity that distinguishes them from other
creatures and legitimizes their status in this hierarchical order? Giovanni Boccaccio with
Cimone’s story in Decameron, Nathaniel Hawthrone with his novel called The Marble Faun
struggle to provide answers to the aforementioned question. Cimone was born an
animalistic idiot and remain so until he falls in love with a beautiful noble woman called
Efigenia. Cimone’s love for Efigenia transforms him into an intellectual human being.
However, even after becoming a wise man, Cimone continues his cruel acts in order to
accomplish his earthly goals. Boccaccio with Cimone’s failure to become other than beast
questions the human-animal dichotomy and the legitimacy of human-animal hierarchy
peculiar to Aristotelian and/or Scholastic thinking. Nathaniel Hawthrone, in The Marble
Faun, introduces a pan-like character called Donatello in order to discuss the ontological
boundary between human beings and animals. As a hybrid character, Donatello
emphasizes human beings’ ties with nonhuman animals. As in the case of Cimone,
Donatello, too, undergoes a transformation called humanization, but continues his brutal
acts and kills someone. Both Hawthorne and Boccaccio claim that although human beings
undergo many changes, it is impossible for them to break their ties with animality and to
reach an upper status that is superior to animality. Therefore, this paper will introduce
both authors’ criticism against human-animal dichotomy, trace common points in their
criticism and investigate to what extent Hawthorne diverges from Boccaccio.

Key words: Human-animal dichotomy, philosopher animal, humanization.
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Sicrama ve Sapma:
Griffith-Eisenstein ve Vertov-Giiney

Bolkar OZKAN
bolkarozkan@hotmail.com

Sigrama ve sapma: olusun iki ihtimali... Deleuze gére; sicrama, ¢ok daha kudretli bir
sapmanin karsisinda yetersizdir. Devrim yanlisi sigrama diinyada bir degisim meydana
getiriyor gibidir, ama sicrama her zaman eski diizenin devamina yéneliktir ve bagnazdir.
Oysa sapma ne eski diizene karsi bir tepki ne de yeni bir diizenin yaratimidir, sapma saf
devrimci-oluslardir. Deleuze, bu temel ayrimi bir yandan dogrudan politik mesaj sunan
sinemacilardan D.W. Griffith ve Eisenstein’in hikaye ve film diizenindeki sicramalar bir
yandan ise Vertov ve Giiney sinemasindaki sapma iliskileri baglaminda calisir. ilk halde, her
zaman kesfetmek igin bir hakikat, kavramak igin bir mesaj, yargilamak igin bir yargi ve ajite
etmek i¢in bir propaganda vardir: Sigramak icin yeni bir diinya gelene kadar lizerinde
yasanilacak sadece bir diinya. Sapma ise bir 8yki anlaticiligidir, ylizeydeki glicleri bir araya
getirir ve kristallestirir. Farkli yasam 6ykiilerini ve dlinyalari birbirine baglar. Vertov ve
Giiney’in sinemasinda birbirine baglanmis farkli diinyalar goriiriiz; yalnizca yasamin
mekanik olarak iliskili oldugunu degil, daha 6nemlisi, yasamin nasil isledigini ve yasamda
makinesel ¢calismanin aktif oldugunu goéririz: Yasami oldugu gibi gérmek. Yasam zaten
bedenlerin bir araya gelmesiyle islemektedir. Bu dogrultuda Griffith ve Eisenstein’in
sinemasina karsi, Vertov ve Giiney’in belgesel-filmleri yasami bir saptirici olarak gésterir.
iste sicramanin teklestirici diinyasina karsi, sapma bizi bir ve bir daha diinyalarin sapan
iliskilerine inandirir.

Anahtar Kavramlar: Sicrama, sapma, makine, devrimci-olus, oldugu-gibi-yasam.
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Leaping and Deviation:
Griffith-Eisenstein and Vertov-Giiney

Bolkar OZKAN
bolkarozkan@hotmail.com

Leaping and deviation: Two possibilities for becoming. Yet for Deleuze, leaping is
insufficient compared to the far greater power of becoming that deviation has.
Revolutionary leaps may seem to bring change into the world, but in fact they merely
maintain an older order and are therefore bigoted by nature. Deviation, however, is
neither a reaction to an older order nor a creation of a new one; rather, it is simply pure
becoming-revolutionary. Deleuze elaborates this fundamental distinction through his
studies of certain filmmakers who convey political messages either by means of leaping in
the storytelling and film editing, as with D.W. Griffith and Eisenstein, or by means of
deviations, as in Vertov and Gliney. In the first case, there is always one truth to discover,
there is always one message to grasp, there is always one judgement to judge, and there
is always one propaganda to agitate: Only one world to live on, until the other world
comes which can be leaped upon. Deviation also is a story telling. It brings together and
crystallizes surface forces. It connects different life stories and worlds. In Vertov’s and
Gliney’s cinema, we see different worlds that are connected to each other, not merely to
show how everything is mechanistically related, but more importantly, to show how life
works and to show that there is a more vital sort of “machinic” operation at work: To see
lifeasitis. Life already works with gathering bodies together. Thus, against Griffith’s and
Eisenstein’s cinema, the “documentary’” movies of Vertov and Giiney show life as a
deviator. And against leaping’s one world, deviation makes us believe in a one-plus-one
world’s deviating relations.

Keywords: Leaping, deviation, machine, becoming-revolutionary, life-as-it-is.
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Marcuse’nin “Olumlayici” Sanat Elestirisi Ekseninde
Estetik Kurami

Arda Can OZSU
Doktora Ogrencisi, Hacettepe Universitesi, Sanat Tarihi Anabilim Dali, ardaozsu@yahoo.com.tr

Herbert Marcuse’ye (1898-1979) gore kiltir, tek boyutlu toplum yaratimi dolayisiyla
“olumlayici” bir ¢izgiye dogru yonelmektedir. Tek boyutluluk, tam olarak, “bitiin
insanlarin etkinliklerini ticari sisteme ve boyun egislerini verimlilige, verimlilik ilkesine
bagimli kilmay1” belirtmektedir. Sanat ve kiiltir, bu tek boyutlu toplumla birlikte sindirme
halinin yani sira topluma sunulan drnek kisilerle -biiylik patron, sanatci olarak tanitilan
magazinsel figiirler, siyasi liderler vd.- toplumu benzer yasamlarin ¢esitlemelerini
sergileyerek mesgul etmekte ve bu cesitlemeleri de olumlamak icin daha da goriinir
kilmaktadir. Ayni zamanda topluma idol olarak secebilecegi kisileri gostererek hayalleri de
mekaniklestiriimektedir. Boylelikle toplumsal gelisim potansiyeli tasiyan yapici elestiri bir
kenara konulmakla birlikte degisim ve doniisiim gibi yeniliklerden iraksilasma baslar ve var
olanla yetinme yoluna gidilmektedir. Marcuse, anlama, belleme ve tanima olgularini
duyarhlikla, dayanismayla ve tartisma kiiltiiriiyle bagdastirmadan yasanilan bir hayatin
sanat pratigi Gizerinden kurdugu diyalektikte de sorunlari beraberinde getireceginden
dem vurur. Bu duyumsamalardan ve farkindaliklardan yoksun bireylerin estetik
kaygilardan da uzaklagsmasiyla estetigin ortadan kalkma olasiligiyla karsi karsiya
kalabileceginden s6z eder. Ote yandan Marcuse, bu sorunlarin ¢6ziimiini sanatta arama
yoluna gitmez. Zira sanatin, sanatsal olarak zihinde tasarlanilanlar agisindan, pratikte
etkisiz oldugu fikrindedir. Bununla birlikte, giizelligin “gerici” oldugu, mizelerin ya da
diger sanatsal ve kiiltiirel kurumlari yikmanin gerekli oldugu goértisiinde de degildir. Ayrica
Marcuse, kapitalizmin sistemlestirdigi hizlilik ve verimlilik esaslarinin boyun egmeye,
kabullenmeye yol actigini belirterek bunlarin karsihiginda verilen maddi rahathigin zevk
ilkesinin ve estetik bakis agisinin kéreltilmesiyle sonuglandigini ifade eder ve asil problemi
isaret eder. Biitiin bunlara karsin, sistemin degisebilecegini umar. Endistri toplumlarinda
sanati ve kuiltiiri bekleyen gelecege karsi kuskulu olsa da nihilizmi reddeder. Marcuse’nin
teorisinden hareketle hazirlanan bu ¢alismanin amaci, giiniimiiz sanatina olumlayici
perspektifken bakilarak indirgeyici bir yaklasimla hapsedilme gercekligini irdelemektedir.
Ferdinand de Saussure’iin (1857-1913) ortaya koydugu bicimiyle de gosterenin yayilimi
ancak tek boyutta dlciilebilerek ilerler. Tikanilan taraf ise tam da bu noktadadir. Tek
boyutluluk ekseninde sikisan sanat gibi estetik de duyarlliklardan, sezgilerden, zevklerden
cok simgesel bir alana donutstirilir. Bu da elestiriden, estetikten, sanattan ve kiltirden
yoksun yalnizca onay bekleyen bir mekanizmayla yoluna devam ederek belirli zimrelerin
yonlendirmesine agik bir hale birtinir. Estetik degerler (istdil tarafindan islevsellestirilir,
gunimiizde disiplinler arasi ¢alismalardan beslenen sanat da kendi gercekligiyle celiserek
rizgarin estigi yere dogru savrulur. Arastirma, estetik ve sanat gibi ayri alanlarin ortak
sorunu olan tek boyutluluk durumuna ve elestiri kurumunun sesinin kisiimasina pratik
kavramiyla yanitlar arayarak dneriler getirmektedir.

Anahtar Sozciikler: Herbert Marcuse, Tek Boyutluluk, Olumlama, Sanat Elestirisi, Toplum
Bilimi.




3. TURKIYE ESTETIK KONGRESI 3. TURKISH CONGRESS OF AESTHETICS

Aesthetic Theory According to Marcuse’s “Affirmative”
Art Criticism

Arda Can OZSU
Doctorate Candidate, Hacettepe University, Department of History of Art, ardaozsu@yahoo.com.tr

According to Herbert Marcuse, due to the creation of one dimensional society, culture
tends to an “affirmative” direction. One dimensionality, literally, refers to “subjecting all
people’s activities to commercial system and their submission to the productivity
principle”. Art and culture, along with the consumption through the one-dimensional
society, keep the society busy with the exemplary personalities’ — big bosses, figures that
are introduced as celebrities, political figures and so on - lives and endorse these lives by
making them more visible. Moreover, society’s imaginations are also mechanized by
showing them the people whom can be idolized by the society. Hence, constructive
criticism which has potential to improve the society is abandoned; change and
transformation become distant and to be content with the existing ones is preferred.
Marcuse emphasizes that a life lived without harmonizing comprehension, understanding
and recognition phenomena with a culture of sensitivity, collaboration and discussion will
cause problems with its dialectic approach towards art. He mentions that individuals who
lack these sensations and awareness may face the possibility of disappearance of
aesthetics by individuals’ becoming distant from aesthetic concerns. Marcuse, on the other
hand, does not seek to solve these problems in art. He thinks that art is ineffectual in
practice with regard to the artistic designs in mind. On the other hand, he doesn’t think
that beauty is obscurant or other artistic and cultural institutions should be removed. In
addition to these, Marcuse points out that the principles of speediness and the productivity
that has been systematized by capitalism causes submission and acceptance and the real
problem lies under the principle of pleasure resulted from material comfort’s blunting
aesthetic perception. Despite all, he hopes that the system can change. He rejects nihilism,
although he is suspicious of the awaiting future of the art and culture in the industrial
societies. The aim of this study, which is based on the theory of Marcuse, examines the
reality of imprisonment of art with a reductive approach by looking at the contemporary
art as an affirmative perspective. As Ferdinand de Saussure (1857-1913) put it, the
propagation of the sign can only be measured in one dimension. The blocked side is exactly
at this point. Like the art trapped in the axis of one-dimensionality, aesthetics are
transformed into a symbolic space rather than sensibilities, intuitions, pleasures. This is
open to the guidance of certain groups by continuing with a mechanism that lacks criticism,
aesthetics, art and culture and is only awaiting approval. The aesthetic values are
functionalized by the master, and the art that feeds from the interdisciplinary works is
thrown towards the place where the wind blows. Research offers suggestions to the
concept of one-dimensionality which is a common problem of aesthetics and art, and the
reduced voice of criticism.

Keywords: Herbert Marcuse, One-dimensionality, Affirmation, Art Criticism, Sociology.
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G. Deleuze ve F. Guattari Felsefesinde
Kavramsal Sanatin Yersizligi

Haydar OZTURK
hayfesul@yahoo.com

Adina ister giincel sanat ister cagdas sanat diyelim, glinimiiz sanati formsal, malzemesel
vb. degisimlerden ayri diistinilemez. Bu sunumda odak noktasi olacak kavramsal sanat da
1960’larda ortaya ¢ikisindan itibaren, bu degisimin ve tiretim bigiminin 6nemli bir parcasi
olagelmistir. Artik tim sanatsal tretimlerin, “cagdas” olarak degerlendirilebilmesi icin
asgari bir kavramsal etki (bkz. “is” aciklamalarr) icermesi gerektigi neredeyse bir
zorunluluk haline gelmistir. Oyleyse, kendileri de “cagdas” birer distinir olarak
degerlendirilen, kavram yaratmayi felsefelerinin tanimi olarak géren ve kavramlarinin
(gocebe, rizom, kacis cizgileri vb.) glincel sanatta sik sik kullanildigina sahit oldugumuz G.
Deleuze ve F. Guattari’nin cagdas sanat eserlerine neredeyse hi¢ deginmemelerini ve
kavramsal sanati reddiyelerini nasil anlamaliyiz? Bu reddedis son elli yilin bir¢ok “cagdas”
sanat stratejilerini de iceriyor goriinliyor. Dahasi, politik olarak kiiltiirel kapitalizme
saldiran bu stratejiler bugtin hala kullanilmaktadir ve faydali olarak degerlendirilmektedir.

Sunumumda Deleuze ve Guattari’nin ortak calismalari olan Felsefe Nedir? kitabinda sanati
ve felsefeyi malzemeleri, diizlemleri farkl ama biri digerinden daha Gstiin olmayan (ya da
birbirinin i¢inde ¢6zlilmeyen) diisiinme giicleri olarak ayirmalari ekseninde, kavramsal
sanata dair elestirilerini agimlayacagim. Onlarin elestirilerinin kilit noktasi, kavramin felsefi
ve duyumun ise sanatsal Gretim oldugu iddiasidir: Kavramsal sanat kavrami duyuma
ekleyemez. Fakat, bu iddia kavram ve duyum arasindaki iliskiyi reddetmemekte, hatta bu
iliskinin elzem oldugunu da icermektedir: Kavramin duyumu ve duyumun kavrami elbette
mimkindir. Bu zeminde asagidaki sorular gesitli drnekler yardimiyla ele alinacaktir;

-Kavramla duyum arasindaki iligki nedir?

-Kavramsal sanatta kavram malzeme midir yoksa Giretim midir?

-Duyumun maddesizlestirilmesi ve dilsel ifadelerin malzemelesmesinin kavramsal sanatta
yeri nedir?

-izleyicinin doxasi kavramsal sanatta belirleyici midir?

-Kavramsal sanatta enformasyon duyumun yerini aldigini sdyleyebilir miyiz?

Politik olarak da glindelik yasamin sanatsallastirilmasi ve anti-estetik bir strateji olarak
sanatin giindelik yasamla iliskilendirilmesi tartismanin iki ana vektori olacaktir. Diger bir
deyisle, kavramsal sanatin (giindelik) yasami icermesi ve dénistirebilmesi imkani
serimlenecektir.

Anahtar Kelimeler: Kavram, Duyum, Malzeme, Doxa, (Giindelik) Yasam
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No-Where of Conceptual Art
in G. Deleuze and F. Guattari’s Philosophy

Haydar OZTURK
hayfesul@yahoo.com

Contemporary art (or, let's say, art today) cannot be thought independently from art-
works' formal, material, etc. transformations. The conceptual art, which will be the focal
point in this presentation, has been an important part of this transformation and
production form since its emergence in the 1960s. It has become almost imperative for all
art-works to contain a minimal conceptual effect (work-explanations) to be considered
"contemporary." Then, although G. Deleuze and F. Guattari are contemporary
philosophers, state the creation of concept as a definition of their philosophies, and
whose concepts (nomadic, rhizome, escape lines, etc.) are frequently used in
contemporary art, how to understand them and their refusal to conceptual art? This
rejection seems to involve many “contemporary” art strategies of the past fifty years.
Moreover, these strategies, which politically attack to the cultural capitalism, are still
used today and are considered useful.

In my presentation, | will focus on the arguments in What is Philosophy?, which is the
collaborative work of Deleuze and Guattari. They ague that art and philosophy are
different thought powers in the sense that their materials, planes and productions are
different but one that is not superior to the other. The key point of their criticism is the
notion that the concept is philosophical and sensation is artistic creation: The concept
cannot added to the sensation in conceptual art. However, this claim does not deny the
relationship between the concept and the sensation, and even includes the necessity of
this relationship: the sensation of the concept and the concept of the sensation are of
course possible. The following questions will be discussed with the help of various
examples;

- What is the relationship between sensation and concept?

- Is concept material or is it creation in the conceptual art?

- What is the role of dematerialization of sensation and the materialization of language
expressions in the conceptual art?

-Is the doxa of the viewer determinant in the conceptual art?

-Can we say that the information has replaced the sensation in the conceptual art?

The articulation of daily life as art and the anti-aesthetic strategies will be the two main
vectors of the political discussion. In other words, the power of the conceptual art for
incorporating and transforming the (everyday) life will be investigated.

Key Words: Concept, Sensation, Material, Doxa, (Everyday) Life
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Kentte Kompleks Bir Deneyim: Kirikkale

Melodi PAK KARAOZ
Orta Dogu Teknik Universitesi, melodi.pak@gmail.com

insan bilissel yeteneklerini kullandikca cosku yasar. Karmasik problemlerle ugrastiginda,
yeni seyler 6grenmeye ¢alistiginda, mizik yaptiginda veya bir alanda kendine meydan
okudugunda duygulari buna neseyle karsilik verir. Bu nesenin nedeni ugrasilan seylerin
cok katmanli ve karmasik olmasidir. Problemler zorlastik¢a katmanlar da artar ve cosku
deneyimi ortaya ¢ikar.

Benzer sekilde denilebilir ki, insan, icinde bulundugu yapili cevrede de nese ve cosku
duygulari yasayabilir. Bu duygularin sebeplerinden biri de mekanin ¢ok katmanliligy ile ilgili
olabilir ve bu katmanlar tarih, mimari, mekanin i¢cindeki insanlar, arkasindaki tretici gticler
ve cografyadir. Yani kompleks deneyim, kenti olusturdugu 6ne surtilebilecek birkac
bilesenin bir arada olusu ile meydana gelmektedir.

Bu calismaya gore, devlet eliyle askeri fabrikalarla beraber kurulan Kirikkale; isci, kent
toprag), fabrikalar, devlet politikasi ve isci yerlesimleri gibi bes bilesenden olusmaktadir.
Dolayisiyla bu sanayi kentindeki karmasik olma durumu yalnizca mimari ve kentlesmeden
kaynaklanmamaktadir. Bu durum, altyapisal mimarlik pratiklerinin sonucudur. Fabrikada
calismak icin kente go¢ eden iscilerin kent topragina yerlesmeleri ve tim bu edimlerin
devlet politikasindan etkileniyor olmasi, bu mimarlik bi¢imini olusturmaktadir.

Kirikkale’de karmasik bir deneyimi mimkiin kilan sey, erken cumhuriyet déneminde insa
edilen modernist binalar ve fabrikalar, ikinci Diinya Savasindan sonra yapilan apartmanlar,
glinimuzde yapimi devam eden binalar, arka planda devletin modernlesme tahayydilleri
ve iscilerin bu kenti kurdugu bilgisidir. Tipki kurallarini 6grenince ugrasmanin haz verdigi
felsefe ve tarih benzeri sembolik alanlar gibi, s6zii gecen bilesenleri arastirinca
Kirikkale’de bulunmak karmasik bir deneyim sunmaktadir.

Bu calismanin temel problemi; devletin toplu konut projeleri, kendi haline birakilan sehir
merkezleri ve sik¢a kullanilan ulasilabilir/ucuz/popliler yapi malzemeleri gibi nedenlerle
gin gectikce birbirine benzeyen Tiirkiye sehirlerinin durumunun benzersiz nitelikler
tasiyip tasimadig diistincesidir. Bir sanayi kenti olan Kirikkale’de de benzer bir durum
vardir; 1960’lardan sonra gelisen bolgeler herhangi bir yer gibidir ve agir sanayinin izine
rastlanmaz. Fakat is¢i emegini merkeze alir ve is¢i yerlesimlerini kentlesme tarihi iginde
degerlendirirsek Kirikkale ve Tiirk sanayi kentlerinin essiz kisiliklerini kesfedebiliriz.

Bu ¢alismada, Kirikkale’nin hava fotograflari ve giiniimiizde ¢ekilmis fotograflar
incelenerek kentin tarihsel tabakalarinin incelenmesi amac¢lanmaktadir. Bunu yaparken
ortak bellek kavrami, bahsi gecen beg bilesenin —isci, is¢i yerlesimi, devlet politikasi, kent
toprag ve fabrikalar - tanimlamak ve aralarindaki dengeyi gézlemlemek i¢in anahtar
olarak kullanilmaktadir. Buna ek olarak, devletin modernlesme tasavvurunun degismesi
kenti de dogrudan etkilemekte ve mekansal baglamda yeni katmanlar olarak ortaya
ctkarmaktadir. Ortak bellek tim bu degisimler karsisinda denge bulmak icin
cabalamaktadir.

Galismanin sonucunda yapili cevrede gozlemlenebilen veya belgelerden incelenebilen
durumlarin, kentin tarihi katmanlarindan ileri geldigi gériilmektedir. Ayrica, kentte




3. TURKIYE ESTETIK KONGRESI 3. TURKISH CONGRESS OF AESTHETICS

bulunmakla olusacak cosku ve haz duygusunun ancak bu katmanlari bilerek veya
6grenerek yasanabilecegi anlasiimistir. Bu inceleme, Orta Dogu Teknik Universitesi
Mimarlik Fakiltesinde Prof. Dr. Giiven Arif Sargin yuriticuliginde devam eden doktora
calismalarinin bir parcasidir.

Anahtar Kelimeler: Sanayi kenti, Kirikkale, isci yerlesimi, kompleks deneyim, devlet
politikasi
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A Complex Experience in City: Kirikkale

Melodi PAK KARAOZ
Orta Dogu Teknik Universitesi, melodi.pak@gmail.com

Humans get excited during the time that they use their cognitive abilities. While dealing
with complex problems, trying to learn something new, making music or challenging
oneself in a field; a sense of delight occurs. The origin of this joy is the multi-layered and
complicated occupations. As the problems get harder, the layers increase, and the
experience of enthusiasm arises.

Likewise, humans would experience the same feelings in the built environment. The reason
would be the history, architecture, people, productive forces behind, and geography that
make a multi-layered space. Thus, a sophisticated experience is a combination of several
components that can be claimed to form the city.

According to this study, Kirikkale takes its form from five components that are workers,
urban land, factories, state policy, and workers' settlements. Since state-owned military
factories have founded Kirikkale, the complexity of this industrial town is not solely due to
architecture and urbanization. The complexity is the result of infrastructural architecture
practices. The five components form this form of architecture: The workers migrate to the
city to workin the factories, and they settle in the city land with the influence of state policy
that also has a significant impact on the industrial production of the plants.

What makes a sophisticated experience possible in Kirikkale is the modernist buildings and
factories built during the early republican period, the apartment blocks built after World
War I, the sites that are still under construction, the vision of modernization in the
background and the fact that the workers have established the city. Similar to the joy of
dealing with the symbolic fields such as philosophy and history after learning their rules,
studying these components creates an opportunity for a complicated experience in
Kirikkale.

The main problem of this study is to search for the unique characteristics of Turkish cities
that increasingly resemble each other due to public mass housing projects, adrift city
centers, and frequently used accessible/affordable/popular building materials. As an
industrial town, there is a similar situation in Kirikkale that except the first city center, the
regions that developed after the 1960s do not have the traces of heavy industry and they
are like just any place. However, if we bring labor to the center and evaluate the workers'
settlements within the history of urbanization, we may discover the unique features of
Kirikkale and Turkish industrial cities.

In this study, it is aimed to examine Kirikkale's historical layers through aerial photographs
and images from the city. In doing so, the concept of collective memory is the key to define
the five components - workers, workers' settlements, state policy, land, and industrial
plants — and the balance between them. Besides, any change of the state's modernization
vision directly affects the city as a new layer in the spatial context. Here, the collective
memory strives to find balance across all these changes.
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As a result of the study, it is seen that the observable facts in the built environment or
examined from the documents originate from the historical layers of the city. Moreover,
the feelings of joy and pleasure derive from being in the town can only be experienced by
knowing or learning these layers. This study is a part of the ongoing doctoral studies
conducted by Prof. Dr. Gliven Arif Sargin in Middle East Technical University, Faculty of
Architecture.

Keywords: Industrial town, Kirikkale, workers’ settlements, complex experience, state
policy.
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Berkeley and Hutcheson
on Disinterestedness and the Nature of Beauty

Ville PAUKKONEN
University of Helsinki ville.paukkonen@helsinki.fi

| will offer an interpretation of a philosophical debate concerning the nature of beauty
and its relevance for moral virtue which took place in Britain at the beginning of 18"
century at the time when modern aesthetics was emerging for the first time, and when
moral philosophy started to be generally reconceived in broadly non-aristotelian manner.
The debate in focus was initiated by Berkeley in the third dialogue of Alciphron (1732) and
involved two other principal participants, Shaftesbury and Hutcheson, although
Shaftesbury himself did not have a chance to reply to Berkeley’s critique which was
published after his death and, ironically, Hutcheson’s, reply to Berkeley in his ‘Additions
and Corrections’ to Inquiry into Beauty and Virtue (1738), which was meant to be a
defence of Shaftesbury, was not noted by Berkeley. My topic will be Berkeley’s and
Hutcheson’s disagreement regarding the nature of beauty and of moral motivation, but |
will also mention their, perhaps surprising, agreement regarding the nature of beauty as
harmony.

Discussion of Berkeley’s critique of the so-called moral sense theory in Alciphron IIl does
exist, but the discussion of beauty and in particular its relevance for moral virtue has been
scarce, (see, however, Kivy 1976/2003 and Urmson 1985). | will argue that the analogy
Berkeley makes between beauty and virtue in Alciphron 11l is not merely meant as a
negative point within moral epistemology, to demerit the faculty of moral sense as a
merely relative and subjective matter of opinion, but rather the aim is to draw our
attention to a more fundamental feature of morality in general, emphasized by the so-
called “free thinkers”, and highly suspected by Berkeley; namely, that moral claims seem
to be inherently motivating independent of any non-moral justification such as
punishment or promise of future rewards. Perception of beauty seems to share a similar
feature, called disinterestedness. As Alciphron, Berkeley’s literary character, acting as
Shaftesbury’s spokesperson, puts it, “we condemn the virtue of that man who computes
and deliberates, and must have a reason for being virtuous. The refined moralists of our
sect are ravished and transported with the abstract beauty of virtue. They disdain all
forensic motives to it; and love virtue only for virtue’s sake.” (Alciphron I1l, Works pp. 121-
2). Berkeley had his doubts regarding the plausibility of non-forensic moral motivation
and aimed to show that just as there holds a necessary connection between the aesthetic
value and the use of an object in question, equally the moral motivation and non-moral
interests are inseparable.

Hutchison took it to himself to reply to Berkeley’s comments on beauty in a long footnote
to first Inquiry, the book which was intended as a whole to “recommend lord
Shaftesbury’s ideas to the world”. The central point of disagreement, between Berkeley
and Shaftesbury, and later Hutcheson, concerns disinterestedness as a necessary feature
of genuinely moral acts and reactions. Disinterestedness also happens to be the central
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concept of eighteenth century British aesthetics which has its beginnings in Addison’s
series of papers in Spectator titled On the Pleasures of the Imagination in 1712. Both
Berkeley and Hutcheson were well acquainted with Addison’s writings. Moreover, the
Dublin Journal, to some degree an Irish equivalent of Spectator and Guardian, in which
Hutcheson published his Reflections upon Laughter, published a series of papers by
Thomas Arbuckle defending a beauty of a natural landscape, independent of our wants
and desires. | will argue that true understanding of the disagreement between Berkeley
and Shaftesbury (and later with Hutcheson) regarding morality presupposes
understanding their different takes on the concept of beauty.

Keywords: Berkeley, Hutcheson, beauty, disinterestedness, aesthetics and ethics
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Yakin Plandan Miize: Yirmi Birinci Yiizyil Sinemasinda
Miize Kurumu

Ekin PINAR
Ortadogu Teknik Universitesi, epinar@sas.upenn.edu

Bu bildiri son otuz yildir sanat, mimarlik ve mizecilik disiplinleri icin 6nemi giderek artan
miize mekani ve sinema iligkisini, fazla irdelenmemis bir agidan, miize mekaninin yirmi
birinci ylizyilda iretilen cesitli filmlerdeki temsili cer¢evesinden incelemektedir. Sanat
Uretiminde ve sanatin izlendigi mekanlarda, gitgide daha da acik ve net bir sekilde
gozlemleyebildigimiz sinemasal egilim, sanayi sonrasi ekonominin kdiltiir anlayisi ve
kentsel alanlar tzerindeki etkilerinin oldugu kadar, dijital teknolojilerin yaygin olarak miize
mekanlarinin bir pargasi haline gelisinin de bir Girtind. Yetmisli yillarda sanatgilarin artik
kullanilmayan endistriyel mekanlari stiidyo olarak kullanmaya baslamalari sanat
eserlerinin 6lceklerinin blytimesine yol acti. Seksenlerin sonlarinda biytik 6lcekli ve
yuksek ¢6zunurlukli sinemasal gosterimi mumkin kilan dijital projeksiyon sistemlerinin
ortaya ¢ikmasi ise, en azindan kismen buyik 6lcekli cagdas sanat eserlerini
barindirabilmek icin biiyliyen miizelere yeni firsatlar kazandirdi. Sanayi sonrasi
ekonomilerinin somut Gretimden hizmet odakl tiretime gecisi ve gosteri ve eglence
sektorlerine verdigi 6nem, mizelerin izleyicilerde husu ve heyecan uyandirma
potansiyeline sahip sinemasal eserlere artan ilgisinde 6nemli bir rol oynadi. Glinimuzde
miizeler, kitlesel cekiciligi ve gosterisel potansiyelleri sebebiyle sinema ¢alismalarini yaygin
bir sekilde kullanirken, ayni zamanda bu popiilist séylemle celisen bir misyon olan filmi
korumak ve yliksek sanat stattistine ylkseltmek gorevini tstleniyorlar. Bu ¢eliski, degisen
mizecilik anlayisinin, bir yandan kaltirin koruyucusu konumunu korumaya calisirken, bir
yandan da popliler cazibe i¢in caba gdsterdigine isaret ediyor. Mize kurumlari ve
sinemasal temsil bi¢imleri arasinda dogmus olan bu yakin iliski, miize mekanlarinda
gosterim icin tasarlanan filmler ve bunlarin mekanla kurduklart iliskiler bakimindan
irdelenmis olsa da, miize kurumu ve mekanlarinin 6nemli sayida kurgusal ve belgesel
filmlerin ana konusu haline gelmesi cercevesinden incelenmemis durumda. Bu eksikligi bir
miktar giderebilmek amacini tasiyan bu bildiri, Miize Saatleri (Jem Cohen, 2012, ABD ve
Avusturya), Kare (Ruben Ostlund, 2017, isvec) ve Ulusal Galeri (Frederick Wiseman, 2014,
ABD) isimli ti¢ filmi analiz etmektedir. Miize mekanina yaptiklari direk vurgu ve sunduklari
elestirel bakis acilari bakimindan birbirine benzeyen bu filmler, ayni zamanda, sirasiyla
deneysel, kurgusal ve belgesel tisluplari, farkli tip mizeleri ele alislari ve elestirel
yaklasimlarinin cesitliligi acilarindan konuya daha genis bir yelpazeden bakabilmemizi
saglamaktadirlar. Miize mekanlarinin son dénemlerde nasil algilandigina dair dnemli
ipuclart veren bu filmler, miize kurumunun son otuz yildir giderek bir gésteri mekanina
doniisimi ve buna bagli olarak miizesel bakis bi¢imlerinin gegirdigi degisikleri
orneklemekle kalmayip, biitiin popiilist cabalara ragmen miize mekaninin gercek
yasamdan kopuklugunun devamini g6z 6niine sererler. Bu baglamda, bildiri, zaten giderek
sinemasal olarak algilanmaya baslayan miize mekanlarinin sinemasal temsiline ve bu
temsilin elestirel potansiyeline odaklanmaktadir.

Anahtar Kelimeler: Miize, Sinema, Miizesel Bakis, Gosteri, Kurumsal Elestiri
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Museum in Close-Up:
Museum Institution in Twenty-First Century Cinema

Ekin PINAR
Middle East Technical University, epinar@sas.upenn.edu

This paper examines the relationship between museum space and cinema, whose
significance for the disciplines of art, architecture, and museum studies has exponentially
increased within the last thirty years, from a hitherto underexamined perspective: the
representation of museum space in a variety of films made in the twenty-first century.
The last thirty years or so have witnessed an ever-expanding artistic use of moving
images concomitant with the transformation of contemporary art, curatorial practices,
and exhibition spaces. This cinematic turn has a great deal to do with the expanding size
of contemporary artworks as well as the museum spaces following especially the use of
defunct large-scale industrial lofts as artists’ studios since the seventies. The emergence
of digital projection systems in the late eighties that made possible large scale and high
definition moving image installations imparted new opportunities to the museums that
grew in size at least partially to be able to accommodate large scale contemporary
artworks. The shift in emphasis from the material to the imagistic and service-oriented
production in post-industrial economies simultaneously played a role in the increasing
interest of the museums in cinematic modes that seemed fit to provide audiences with
exhilarating experiences. The museums widely incorporate cinematic works for their
mass appeal and spectacular potential while at the same time holding the contradictory
promise to preserve film and elevate it to high art status. It goes without saying that this
contradiction points to the changing status of the art museum itself striving for popular
allure while maintaining its position as an emblem of cultural sophistication. Although
these close ties between the museum space and the cinematic modes of representation
have been analyzed in relation to the production of films intended for these spaces and
the relationships they establish with their immediate surroundings, the fact that the
museum institution and its spaces have become the subject matter as well as the setting
of a good variety of recent fictional and documentary films remains to be investigated. In
order to bridge this gap in scholarship, this paper analyzes three films made within this
decade: Museum Hours (Jem Cohen, 2012, USA and Austria), The Square (Ruben Ostlund,
2017, Sweden), and National Gallery (Frederick Wiseman, 2014, USA). While sharing a
thematic emphasis and a critical outlook on the museum institution, these films, at the
same time, allow us to focus on the subject matter from a wider framework in their
respective experimental, fictional, and documentary modes, their focus on different
types of museums, and the differences between their critical approaches. Providing us
with important clues as to how we perceive the museum space in the twenty-first
century, the films not only demonstrate the contemporary transformation of the
museum into a spectacular space along with the ensuing changes in the museal gaze but
also its detachment from everyday life despite the ever-pervasive populist attempts for
mass appeal. Accordingly, the paper focuses on the cinematic portrayals of the museum
space that is becoming increasingly cinematic itself and the critical potential of these
representations.

Keywords: Museum, Cinema, Museal Gaze, Spectacle, Institutional Critique
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Dijital Arsivler ve Alman Medya Kurami

Mert Bahadir REISOGLU
Kog Universitesi mreisoglu@ku.edu.tr

Bu ¢alismanin amaci Alman medya kuramcilari Friedrich Kittler ile Wolfgang Ernst’in
‘arsivleri’ yeniden diistinme bicimlerini incelemektir. Cogunlukla Berlin Ekolii olarak
adlandirilan bir akimin temsilcisi olan bu disiintrler Foucault’un arkeolojik yéntemini
gorsel ve isitsel arsivleri kapsayacak bir bicimde genisletmeyi hedeflemekte ve
teknolojinin kiltirel pratikleri nasil belirledigini, Wolfgang Ernst’in deyimiyle ‘tekniklerin
insani ve insani olmayan sdyleyisleri nasil yonlendirdigini’ incelemeyi amaglamaktadirlar.
Foucault’nun erken dénem eserlerinden ve Lacanci psikanalizden esinlenen bu medya
kuramcilarinin arsive dair incelemeleri metin yorumlamanin 6tesine gecerek medya
tarihindeki siireksizlikleri anlamayr amag edinmekte, boylelikle arsivleri kiltiirel bir bakis
acisindan ele alan yaklasimlardan ayrismaktadir. Dijital arsivlerde bilgini depolanmasinin
ayni zamanda daima transfer oldugundan s6z eden Wolfgang Ernst, yeni medyanin
arsivlerin stirecsel isleyisini agiga ¢ikardigini ne siirmektedir. Medya arkeolojisinin tiim
insani araytizlerle bagini kopardigl, insan algisinin dar cercevesinden uzaklasan bu
yaklasim bize 6zellikle arsivler ve video sanati arasindaki baglantilari tekrar incelemek igin
bir olanak saglamaktadir. Ernst’e gére arsivlenmeye karsi direnen video sanati ayni
zamanda bizi dijital arsivlerin dinamik dogasina dair de bilgilendirmektedir. Ernst’in
arsivlere dair yazilarinda kullandigy, Fluxus’tan Bill Viola’ya uzanan 6rnekleri bizleri kiltirel
arsivleri medya 6zgilliikleri icerisinde ele almaya davet etmektedir.

Anahtar Sozciikler: Kittler Ernst arsiv arkeoloji video
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Digital Archives and German Media Theory

Mert Bahadir REISOGLU
Kog University mreisoglu@ku.edu.tr

The purpose of my paper is to analyze the ways in which German media theorists
Friedrich Kittler and Wolfgang Ernst aim to reconceptualize ‘archives’. Commonly
referred to as ‘the Berlin School of Media Theory’, this approach broadens Foucault’s
archaeology to audiovisual archives in order to rethink how technology conditions
cultural practices and how, in Wolfgang Ernst’s words, “techniques direct human or
nonhuman utterances.” Influenced by Foucault’s early writings and Lacanian
psychoanalysis, these media theorists’ analyses of the archive aims to go beyond textual
interpretation in order to understand the discontinuities in media history. As such, their
writings depart from studies that investigate archives from a cultural perspective.
Claiming that in digital archives storage of data is always already transfer, Wolfgang Ernst
argues that new media reveal the processual operation of archives. It is especially in his
work that media archaeology severs the links with any type of human interface. This
radical departure from the narrow frameworks of human perception invites us to
reconsider the relationship between archives and video art, which, as Ernst writes, resists
archivization while at the same time informing us about the dynamic nature of digital
archives. Ernst’s uses of examples ranging from Fluxus to the video art of Bill Viola, |
suggest, offer us a way to rethink cultural archives in their medium specificity.

Key Words: Kittler Ernst archive archaeology video
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Sanatta Bosluk Yoklugu ve Asalakhk

Ceren SELMANPAKOGLU
Hacettepe Universitesi Giizel Sanatlar Fakiiltesi Seramik ve Cam Balimi, ceren.s@hacettepe.edu.tr

Son ¢ yilda, Tirkiye’de sergilenmis veya bir sekilde Tiirkiye ile iliskili olan glincel sanat eserleri
incelendiginde, farkli nedenlerle ¢ok tartisilan veya 6ne ¢ikarilan bazi popiiler érnekler
gorulir. Bu calismada, bunlar arasindan siyasi ve toplumsal haber niteligi tasiyan insani bir
durumu gostererek izleyicinin vicdan azabi duygusunu hedef alan (i¢ eser secilerek
incelenmistir: Birincisi, Hindistan Sanat Fuari’nda sergilenen Ai Weiwei’in Bodrum’da kiyiya
vuran Aylan Kurdi’nin bedeninin goriintlsiind taklit eden fotografi; ikincisi, Adel
Abdessemed’in 15. istanbul Bienali’nde “Feryat” ismiyle sergilenen, Nick Ut’'un 1972’de
Vietnam’da napalm bombasindan kagan kiz fotografinin fildisi heykeli ve tiglinciisi, ayni
bienalde ve Tate Modern’de sergilenen Erkan Ozgen’in “Harikalar Diyari” isimli, Kobani’den
kacan sagir ve dilsiz cocuk Muhammed’in videosu. Bu ti¢ 6rnegin se¢ilmesinin temel nedeni,
bu eserlerde, gdsteren-gosterilen iliskisinin, bu iliskiyi miimkiin kilan bosluk baglaminda nasil
bir islem yaptiginin agiklanmasina duyulan ihtiyactir. Bu inceleme iki alanda
gerceklestirilmistir: Birincisi, sanat¢inin bu ¢calismalarda ne yaptig, ikincisi ise bu yapilanin
izleyici tarafindan nasil alimlandig1. Sanatgilarinin bu eserlerde ne yaptigi, 6ncelikle, sanatta
gosteren ve gosterilen baglaminda ele alinmis, buna gore de ikisinin esdegerlesmesiile
gosterilenin kavramsal baglaminin kaybolmasi tartisilmistir. Bir eserde gésteren ve
gosterilenin esdegerlesmesiyle kavramsal baglamin kalmayisi, burada, eserin hazir sindirilmis
bir bilgiyi aktarmasi olarak degerlendirilmistir. Diger bir deyisle, zaten bildigimiz bir bilgiyi,
gercekligin icindeki haliyle yeniden Giretmek s6z konusudur. Eserin gdstereni ile kavramsal
gosterileninin esdegerlesmesi; sanat eserinde olmasi beklenen ve izleyicinin anlamlandirma
iliskisi ve siireci icin gerekli hareket edebildigi bir boslugun yoklugunu isaret eder. izleyicinin,
gorinenin, yani gosterenin dtesindeki gériinmeyeni tahayyil etmesini saglayan bosluk bu
eserlerde yoktur. izleyicinin bu eserleri alimlama islemine bakildiginda, izleyicinin daha bastan
zaten bildigi bilgi ile karsilasmasi s6z konusudur. izleyicinin gériinenden gériinmeyene dogru
gidebilmesi, yani sanat eserindeki kavramsal anlamlandirma agina girebilmesi i¢in gerekli olan
bosluk olmadigindan, dogrudan, hizla ve hazir sindirilmis olanla karsilagir. Fakat bununla
birlikte, bu l¢ calismada da onu etkileyen bir taraf s6z konusudur. Savasin sagma
oldurtciliginden kagan ¢ocuklarin gerceklesmis 6limi ya da yasadiklari gercek 6lim dehseti
karsisinda izleyicinin vicdan azabr hissetmesi hedef alinmistir. Bu ¢calismalarin bu anlamda bir
etki fakt6rii oldugu belirgindir ama bu etkiyi yaratan eser degil, olaylarin kendisidir. izleyici, bu
duyguyu, olaylarin kendisiyle baska bir diizlemde karsilastiginda da hissedebilmektedir.
Goralir ki so6z konusu eserler, géstereninin dtesindeki bir gériinmeyeniisaret etmeyen, zaten
olmus ve 6lmus olani yeniden Ureten bir alan bulur kendine ve bu olmus olan anla tekrar
karsilasan izleyici vicdan azabi duygusu disinda bir gériinmeyene hareket edebilme imkani
bulamaz. Bu nedenle, bu inceleme sonucunda, bu eserlerin yaptigi islem, asalagin —parazitin-
baska bir canlinin bedenini kendisine bir besin ve barinak olarak edinmesiyle benzes
degerlendirilmistir: Asalaklarin baska bir canlida varlik alani bulmasi gibi, baskasinin yasadigi
bir durumu, oldugundan baska bir seyi géstermeden kendi eserinin alani olarak sunmak ve
bunu izleyicinin yasadigi vicdan azabi ile mesrulastirmaya ¢alismak s6z konusudur. Bu yaklasim
da asalaklik estetigi olarak tanimlanabilir.

Anahtar Kelimeler: Giincel Sanat, Gosteren-Gosterilen, Bosluk, Asalakhk
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The Absence of Space in Art and The Parasitism

Ceren SELMANPAKOGLU
Hacettepe University Faculty of Fine Arts Department of Ceramics and Glass, ceren.s@hacettepe.edu.tr

Among popular contemporary artworks, which are either exhibited in Turkey or associated
with Turkey within the last three years, some are intensely debated or highlighted for various
reasons. Within these examples, three artworks are selected, which target the conscience of
the viewer by showing human conditions that have political and social news attention. The
first one is, Ai Weiwei’s self-photo, exhibited at the Indian Art Fair, which imitates the image
of Aylan Kurdi, whose body was washed ashore in Bodrum, Turkey; the second one, Adel
Abdessemed’s “Cri”’, exhibited at the 15th Istanbul Biennale, which is the ivory sculpture of
Nick Ut's photo of a girl who is trying to flee from the napalm bomb in Vietnam in 1972; and
the third one is, Erkan Ozgen's “Wonderland”, exhibited in the same biennial and Tate
Modern, which is the video of a deaf and mute boy, Mohammed, who escaped from Kobane,
Syria. The main reason for choosing these three examples is the need for explaining how the
relationship between signifier and signified operates in these artworks in the context of
space, which enables this relationship possible. This study is carried out in two extents: One is
based on what the artists do in these artworks, and the other is on how this is perceived by
the viewer. What the artists do in these artworks is initially discussed in the context of the
signifier-signified relationship in art, and accordingly, when two becomes equivalent, the
disappearance of the conceptual context of the signified is examined. The disappearance of
the conceptual context when the signifier and the signified become equivalent indicates that
the work of art conveys already digested information. In other words, the information we
already know as it is in reality is reproduced. The equivalence of the signifier and the
conceptual signified in the work of art indicates the absence of space. Space, which is
expected to exist in any artwork, enables the viewer to act to construct an interpretation and
imagine the invisible that is beyond what is shown. However, in these selected artworks
space is absent. When the viewers’ perception of these works is examined, it is seen that they
encounter with the information that they already know. Since there is no space for the
viewers to act from visible to invisible, which enables them to enter into the conceptual
connotation network of the artwork, they encounter with what is directly, rapidly and already
digested. However, in all three artworks, there is an aspect that influences the viewers. Their
conscience is being targeted through children’s actual death or their terror while trying to
escape from the nonsense of war. It is apparent that these artworks have an impact factor,
however, it is not the artworks that create this effect, but the actual events: The viewers may
feel the same when they encounter with these events in another medium. Such artworks,
find a ground where they reproduce what has already happened and died, and do not
indicate something invisible beyond the signifier. Hence, the viewer who reencounters with
the event that has already happened cannot find the opportunity to act towards an invisible,
and only experiences guilt conscience. Therefore, in this paper, the operation of these
artworks is considered similar to the parasite's acquisition of another body as a nutrient and
shelter: Like parasites locate their existence in another organism, these artworks present
someone else’s experience as their own domain without signifying anything other than it
already is, and legitimize themselves with the guilty conscience of the viewer. This
exploitation can be defined as the aesthetics of parasitism.

Key Words: Contemporary Art, Signifier-Signified, Space, Parasitism
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Mimarlikta Pratik Parodisi ya da Yaratici Aklin Kis Uykusu

Mehtap SERIM
Bagimsiz Arastirmaci, mehtapserim@gmail.com

Oncelikli nesnesi bina olarak gériilen mimarlik pratigi, imgenin bitimsizce yeniden
uretildigi cagimizda, bocalamaya devam ediyor. Clinki somutlar ve soyutlar, gerceklik ve
kurgu ve daha nice ikilik arasindaki sinir her zamankinden daha da ayirt edilemez
durumda. insaat enddistrisi, dergiler, mimarlik okullari ve reklam sektérii, zannedilmesi
gereken mimarligin ne oldugunun uretildigi tesisler. Bu tesislerde bilhassa imgenin estetik
yeniden Uretilebilirligine odaklanilmasi, insai sireg icindeki teknolojik, ekonomik ve
planlamaya dair yenilikler gibi imge degeri disiik olan meselelerin ihmal edilmesine sebep
olmaktadir. Ote yandan da dar bir cesitlilik sunan bi¢imsel bir mimarlik dilinin sergi, yayin
ve okul Gretimi gorsellerde siirekli tekrar etmesi mimari 6zerkligin 6z-imgesini
dokunulmaz kilmaktadir. Bu iki tarafli sorun mimarlik meslegi ve egitimini imge lretme
sorunu baglaminda ortaklastiran bir paydaya dénusdr. Tirkiye’de mimarlik egitimi 80’lerle
baslayip 90’larda yogunlasarak, temsil bilgisinin uygulama alantile olan iliskisinin
sorgusunu, biiyiik él¢iide temsil alanini déniistiirmek icin kullandi. Bu sorgulamanin somut
karsiligi bir cok dersin, calismanin ve yontemin egitimde gerekliliginin tartisiimasi, kimi
zaman bitiiniyle kaldinlmasi ya da nadiren yenilerinin eklenmesi olarak kendini gésterdi.
Ancak son on yilda uygulama alanini temelliik etmek icin Gniversitelerde kurulan ve pratik
laboratuvarlarinda gerceklestirilen uygulama parodileri ilk kez mimarlik egitiminin piyasa
mimarligina negatif radikallesme formunda yonelttigi bir saldiriya dénisti. En kaba
ifadesiyle hem iletisim hem de insai teknoloji Giretmekte kisiti bulunan bir lilkede bu
laboratuvarlar indirgeme isine (mimarlik pratisyenlerini aratacak kadar) pozitivist bir
cerceve kazandirdilar. Basit somutlarin imge degerini artirma ilgisinin son izleri 6nceki iki
on yilda zaten ortamdan tamamiyle kovulmustu. Dolayisiyla ¢coklugun deger iretmede
6nkosul oldugu bir ortamda, iliskileri tartismayi tali sayan bir azlikla bagsbasa kalmis olduk.
Bu azlik, gercekligin temsil alanina asirt genislemesi ile mimarlik pratiginin imge degeri
ylksek tretimler yapmasini engelledigi gibi Baudrillard’in deyisi ile mimarhg bir
‘simulacrum’a dénistiirdii. Tam da bu yiizden mimarlik egitimi veren bir ¢ok okul ¢izimi
kendi icinde bir son olarak géren bir akademizme dogru cekildi. imgenin kitlesel yeniden
tretimini artiran bu saklanma hali bu kez alternatif mimari bigimler ve pratikler
tanimlamanin yoluna déniisse de estetik alanda politik bir pozisyon almaktan uzaklastikca
glcuniin en fazla olabilecegi ddnemde aksine etkisizlesti. Bauhaus bir ylizyll dnce benzer
bir krizin icinden parlamisti. ikinci Diinya Savas’'nin esiginde imgelerin gercekligin
kurulusundaki etkinliginin sorun ve olanaklarint 6ngérmiuis, yeni kitlesel iletisim araglarimni
bu soruna yaklasirken agikca sahiplenen ilk okul olmustur. Bu agidan ¢agdas mimarlik
egitimine bugiin de sdyleyecek ¢ok s6zii bulunmakta. Buraya kadar tartismasinin zeminini
tanimlamaya ¢alisan bu bildirinin amaci, stiphesiz gerceklik ve temsil arasindaki ayriminin
yukarida bahsedilen bicimde kavramsallastiriimasinin, mimarlik egitimine ya da fiziksel
cevre niteligine verdigi zararlari tartismak degil. Daha ¢ok giinliik hayat ve bilgi alanlar
tzerindeki muhtelif basinglari ireten mekanizmalarin, yaratici aklin isleyisini
duraksatmak/sasirtmak icin hedef aldigi noktalari agiga ¢ikarmaktir. Bu mekanizmalarin
hala imgenin tekrar dretilebilirliginin sagladig olanaklarla asilabilecegi inanci bu bildirinin
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dayanak noktasini olusturmaktadir. imgenin yeniden iiretim alanindan gerceklik lehine
terkedilen her dolayim aslinda yaratici diistinceden daha bastan vazge¢mek demek

olacaktir.

Anahtar sozciikler: imge, yeniden-iretim, mimarlik egitimi, mimarlik meslegi, Bauhaus
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The Parody of Practice in Architecture or the Hibernation
of the Creative Mind

Mehtap SERIM
Independent Researcher, mehtapserim@gmail.com

The practice of architecture, whose primary object is seen as building, keeps faltering in
the age of reproduction of images. The construction industry, journals, schools of
architecture and the advertisement industry collective produce what architecture is
supposed to mean. Because these platforms rather focus on the aesthetic reproducability
of the image, other questions with low image value such as technological and economic
inovations in building process are neglected. Moreover, the constant repetition of an
architectural discourse that offers a very limited variety in exhibitions, publications or
visual productions at schools renders the self-image of architectural autonomy
untouchable. This two-dimensional problem brings together the profession of
architecture and the architecture education around the problem of image
production.Architecture education in Turkey has started in the 80s and intensified in the
90s, using the investigation of the relationship between the knowledge of representation
and the field of practice mostly as a means of transforming the field of representtaion
itself. The concrete consequence of this investigation was the questioning of the
necessity of many courses, activities, and methods in architecture education, often
resulting in their complete removal, and rarely the addition of new ones in the currucilum.
However, the parodies of practice that have been taking place over the last decade in the
laboratories of practice that were established at universities in order to appropriate the
field of practice turned into an attack that was waged by architecture education against
market-focused architecture in the form of negative radicalization. Because of the
overflowing of the reality into the field of representation, this rarity not only prevented
the practice of architecture from producing works that have high image value but also
turned architecture into what Baudrillard calls a simulacrum. This is exactly why many
schools of architecture have withdrawn into an academism that considers drawing as an
end in itself. While this act of self-hiding, which increased the mass reprodution of image,
has in turn transformed into a way of specifying alternative architectural forms and
practices, it lost its effectiveness as it moved away from taking a political stance in the
field of asthetics. A century ago, Bauhaus made its appearance within a similar crisis. It
became the first school of architecture that identified the problems and potentials of the
activity of images in the construction of reality in the verge of Word War Il.Having defined
the general ground of the discussion as such, this presentation will certainly not aim to
discuss the harms done to the architecture education or to the general quality of the
physical environment by the conceptualization of the distinction between reality and
representation in the way described above; it will rather seek to reveal the areas targeted
by the mechanisms that exert pressure on daily life or various fields of knowledge with
the purpose of obstructing/disorienting the functioning of the creative mind. The
conviction that these mechanisms can be overcome through the potential effectuated by
the reproduciblity of image is the main foundation of this presentation.

Keywords: image, reproduction, architecture education, profession of architecture,
Bauhaus
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20. Yiizyil Ortasinda Konut ic Mekaninda
Kalanlar, Gidenler ve Eklenenler

PINAR SEZGINALP
Ozyegin Universitesi, pinar.sezginalp@ozyegin.edu.tr

Tirkiye'de konut i¢ mekan organizasyonu ve mobilyanin 20. ytizyll mimarligr baglamindaki
yerine dair anlati ve bilgi eksikligi evsellik ve mimarlik Gizerine arastiran mimarlik tarihgileri
icin bir hayal kirikhigidir diyebiliriz. Ge¢ kalinmig bu ¢alisma alaninda arastirma ve tretim
yapmak, eve dair yasantinin, giinliik hayat anlatimlarinin, konut i¢ mekani ve bélimlerinin,
mobilyanin, aksesuarlarin ve evde barinan kadinin tarih yaziminda gokga harig birakilmasi
ile daha zordur. Bu nedenle, sézli tarih calismalariyla kurtarilmaya ve canlandirmaya
calisilan ¢esitli veriler, Turkiye modern mimarlik ve i¢ mekan tasarimi tarihi yazimina biyik
katkida bulunmaktadir. Béyle bir tarih yazimini hedefleyen bu ¢alisma, Osmanli baskenti
istanbul'un 19. ylizyilin ikinci yarisindan itibaren déniisiim yasamaya baslayan ve 6zellikle
Cumhuriyet yonetimine gecilmesiyle hizla degisen ve déniisen konut i¢ mekanlarini
incelemektedir. Bu dénemde, tek bir ailenin barinmasi i¢in mimarlarca tasarlanan mistakil
konutlar veya miiteahhitlerin de aktorligiini yaptigi arsa sahiplerine kar ettiren apartman
konutlari "yeni'"nin ve "modern"in destekgisiydi. "Eski" ve "geleneksel"in terk edilmeye
baslandigi bu siirecte konut i¢ mekanlarinda bicim, kullanim ve anlam degisimleri
gorulmustd. Yeni konutlarda stirddrilen ginlik yasamlarin da béylece farkl ic mekan
organizasyonlarinda deneyimlendigi 6ngoriilse de yeni konutlar eskiden kalan bircok
bélimdi, esyayi ve 6riintiiyl icinde barindirmaya devam ediyordu. Buna karsilik yeni
konuttan zaman i¢inde ayrilan ve bicim degistiren bircok bélim ve esya da vardi. Bu
calismada, erken Cumhuriyet déneminde konut i¢ mekaninda yasanan bu déntisiim
sonucunda istanbul Moda Bélgesi'nde 1950'lerde insa edilmis érneklere odaklanilarak,
konak ve kdsklerdeki genis aile ile yasamdan tek ailelik miistakil veya apartman
konutlarindaki yasama gecis siireci incelenecektir. Amac, yalnizca geleneksel olan eski ile
modern olan yeniyi karsilastirmak degil, ayni zamanda yeni konutlarin da kronolojik olarak
déniistiigiini sunarak bu tiretimler arasinda da karsilastirmalar yapmaktir. incelemeler
sofa, koridor, giris holleri, salle-a-manger'ler; ev emekgisi/hizmetci odalar, servis kapilari,
mutfaklar, yemek hazirlama mekanlari gibi evsel ydnetim elemanlari; mobilyalar ve
aksesuarlar ile ev emekgileri/hizmetciler tizerinde yapilacaktir. Yeni konutta eskiden
kalan/hala bir yeri olan ve artik kullanimina ihtiya¢ olmayan esya veya barinma bigimleriile
yerlerini alan yenilerini inceleyecek olan bu calisma, Muhlis Tirkmen, Leyla Baydar ve Zeki
Sayar gibi donemin énemli mimarlarinin Grettikleri konutlarin i¢ mimarilerindeki
mahremiyet ve kullanim bigimlerini degerlendirecektir.
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The Remaining, the Subtracted and the Added within the
Residential Interiors of the Mid-20th Century

PINAR SEZGINALP
Ozyegin Universitesi, pinar.sezginalp@ozyegin.edu.tr

The lack of narratives and information on the spatial organization of residential interiors
and the place of furniture in the context of 20" century architecture can be considered as
a disappointment for architectural historians who research on the topics of domesticity
and architecture. Daily life praxis and its oral histories, residential interiors and their
segments, furniture, accessories and women as occupants of residences remain as
exclusions from historiography: Therefore, to research and produce in this lately-achieved
field becomes even harder. At this point, the data that is being tried to be saved and
revived via studies of oral histories make a significant contribution to the historiography
of modern architecture and interior design in Turkey. Aiming to undertake this type of
historiography, this study investigates the residential interiors that started to transform
as of the second half of 19" century in the Ottoman capital istanbul, and later Republican
Istanbul, where these spaces were in an obvious and accelerated change. Architect-
designed stand-alone residences for single families or apartment flats constructed by
contractors to be financially beneficial for their landowners were the supporters of “the
new” and “the modern”. These were the times when the “old” and the “traditional”
were being left gradually: Therefore, there were legible changes within residential
interiors in terms of form, function and context. Despite daily life praxis was experienced
in the new spatial organizations, the new residences continued to contain many
segments, belongings and patterns remaining from the old. Correspondingly, there were
segments and furniture pieces that had been substracted and/or transformed. The
transitional time span between the lives of the extended families who were occupying in
kdésks, konaks and traditional houses, and those who were occupying in either the stand-
alone single family residences or the apartment-flats will be investigated via focusing on
the case studies that were built after 1950 in the district of Moda in istanbul. The aim here
is not only to compare the old and the new, but also to present and compare the
transformations during the productions of the new residences. The investigations will be
done on sofas, corridors, entrance halls, salle-a-mangers, domestic management spaces
like rooms of maids and domestic labourers, service doors, kitchens and food preparation
spaces, furniture and accessories and, lastly on household maids and labourers. The items
and forms of sheltering that had remained, been subtracted and added to the new
residences will be the main core of the study, which will evaluate the forms of privacy and
use in their interior spaces that were produced by notable architects of the period such as
Muhlis Tirkmen, Leyla Baydar and Zeki Sayar
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Revolutionary Cinema: Deviance in Motion

Corry SHORES
Middle East Technical University, corryshores@gmail.com

Cinemain its early stages of development in the laboratories of Muybridge and Marey
was a tool for the graphic recording of motion. Yet, in what sense can cinema serve as
more than a simple record of motion and as well act as a potent mechanism for bringing
about new movements and change, especially political ones? And what can philosophical
studies of cinema tell us about revolutionary change itself, both on a metaphysical and
political level? This panel will explore these questions by taking two philosophical
perspectives on cinema, Walter Benjamin’s and Gilles Deleuze’s. We first examine
Benjamin’s notion of mechanically reproduced artworks, like films, and their potential for
being appropriated critically by the masses for the sake of emancipation. We next turn to
Deleuze’s notion of revolutionary movement, first with a focused study of how for him
“decentered” motion can create not only newness in the world but also a free people,
which are themes that have been explored cinematographically by Gaspar Noé

in Climax (2018). And lastly we compare such decentered and deviant motions, as seen
also in the films of Dziga Vertov and Yilmaz Giiney, to the dialectical leaps of D.W. Griffith
and Sergei Eisenstein, to show how revolutionary movements have a greater potential
when they involve unforeseeable deviations rather than predictable jumps to
predeterminable opposites. And so, we might find ourselves wondering at the end, might
not all realmovement be revolutionary?




3. TURKIYE ESTETIK KONGRESI 3. TURKISH CONGRESS OF AESTHETICS

Karsilasma: Mimarlik ve Medya-iletisim Baglanti Noktasi

Duygu Simser
Orta Dogu Teknik Universitesi, duygusimser@gmail.com

Mimarlik dogasi geregi teknolojik gelismelerin yeniligi ile diyalektik iligki i¢erisinde var olan
bir disiplindir. Bu calisma mimarlik ve teknoloji karsilasmasina medya ve iletisim baglanti
noktasi tizerinden yaklasarak karsilasmanin disiplinin icinde ve disindaki etkilerini
belirlemeyi amaclar. Zira mimarligin medya-iletisimdeki gelismeleri sogurma yollari aradigl
kadar, medya-iletisim de goriinmeyenin fiziksel ile etkilesiminden beslenerek yarattigi etki
ve degisimleri ¢c6ziimlerken yapili cevre lizerinden mimarliga isaret eder. Bu noktadan
hareketle ¢alisma temel olarak mimarhigin medya ile olan iliskisini, bu iliskinin dogurdugu
farklilasan acilari ¢6ziimlemeyi, bu iliskideki sinirlari ve pozisyonlari belirlemeyi hedefler.
Bu baglamda, konu 6ncelikli olarak ilgili s6ylemin mimarlikta ortaya ¢ikma ytizeyi
icerisinden ele alinir. Bahsedilen karsilikll durumun hangi kavramlarla ve bu kavramlarin ne
tar yankilarla var oldugunu arastirarak medya-iletisim ve mimarhigin kesisimlerini ¢ok
katmanli bir perspektiften haritalar.

Anahtar kelimeler: mimarlik, dijital devrim, medya-iletisim, teknoloji, sibermekan
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Encounter: Architecture
And The Nexus Of Media-Communication

Duygu Simser
Orta Dogu Teknik Universitesi, duygusimser@gmail.com

By nature, architecture is a discipline that exist in a dialectical relationship with the
novelty of technological developments. This study approaches to the encounter of
architecture and technology through the nexus of media and communication and aims to
define the effects of the encounter both from inside and outside of the discipline.
Because as much architecture strives to find ways to absorb developments in media and
communication as the latter is fueled from the intangible’s encounter with the physical;
thus, refers to architecture and built environment. Based on this, the study principally
aims to analyze the relationship between architecture and media through the diversifying
angles that this relationship brings about, and secondly attempts to define the positions
and boundaries in this relationship. In line with that, the issue is approached within the
emergence surface of the related discourse in architecture. For this aim, the issue is
primarily embraced within the emergence surface of the related discourse in architecture
by marking the new concepts developed out of the interaction. Delving deep into these
concepts and the echoes that they produce, this study maps the intersections between
media-communication and architecture from a multi-layered perspective.

Keywords: architecture, digital turn, media-communication, technology, cyberspace
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Bicim Karsiti Sanat icin Bir Kuram:
Jack Burnham’in Sistem Estetigi

Giilce SORGUC
Adiyaman Universitesi gcetiner@hotmail.com

Bilindigi lizere formalizme gore, sanatta 6nemli ve elestiriye deger olan sey bicimdir.
Renkler, 6gelerin kompozisyonu, gélge-isik, firca darbeleri, hatlar formalist bir sanat
kuramcisinin estetik deger olarak gérdugi unsurlardir. Eserin verdigi estetik hazda,
icerigin hicbir katkisi yoktur, sadece duyum tatmini yeterlidir. Fakat avangard sanatin
etkisiyle 20. yiizyildan itibaren; estetik olanin, organikligin, parca-bitin iliskisinin yok
edilmesi icin duyulan biyik istekle, cagdas eserlerin (ya da islerin) cogu icin formalist
kuramcinin sézi tikenmistir. Artik dyle islerle karsilasiyoruz ki, icerik agisindan bile ilk
bakista bir fikre sahip olmak, gérsel olani kavramlastirabilmek; sanatginin séziini
dinlemeden, onu tanimadan oldukga zor olabiliyor. Ben bu ¢alismada; 6zellikle 1960-70’li
yillart kapsayan, sibernetikten etkilenmis bicim karsiti, “sistem sanati” olarak adlandirilan
isleri agiklama iddiasinda bulunan Jack Burnham’in “sistem estetigi’”’ kuramini irdelemeye
ve bu kuramin genelde cagdas sanata ne derecede uygulanabilir oldugunu incelemeye
calisacagim.

Anahtar Kelimeler: formalizm, sibernetik, cagdas sanat, sistem sanati, post-avangard
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A Theory For Anti-Formalist Art:
Jack Burnham’s Systems Aesthetics

Giilce SORGUC

Adiyaman Universitesi gcetiner@hotmail.com

As is known, according to formalism, form is the most valuable and worth to critics thing
in art. Colors, composition, chiaroscuro, brushstrokes and lines are aesthetical values for
a formalist art theorist. Content do not contribute to aesthetic pleasure given by art
work, sensory satisfaction only is sufficient. However beginning from the 20th century,
formalist art theorist has been at a loss for words about contemporary works which have
a great desire to destroy aesthetic, organical unity and meronymy by the influence of
Avantgarde. Now, we are confronted with such works that can be pretty hard to
understand, conceptualize or conceive without knowing the artist. In this study | would
like to scrutinise Jack Burnham’s systems aesthetics which has a claim to unfold anti-
formalist art as known as systems art which is influenced by cybernetics in 1960-70’s and
to inquiry in what aspects it is applicable to contemporary art.

Keywords: formalism, cybernetics, contemporary art, systems art, post avantgarde
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Nimfa’nin izinde - Sanatta Bellegin Déniisiimii
Onay SOZER

Anadolu ya da Giliney Akdeniz mitoslarindan ¢ikip Avrupa Sanat Tarihinin icine kosar adim
ya da danseder gibi giren, Nimfa adli geng kiz figlirti burada sanat tarihgisi Aby
Warburg’un (1866 - 1929) kiiltlr kurami acisindan ele alinacaktir. Warburg’un yorumuna
gore o yalnizca gecmis sanat yapitlarindan kalan bir bellek izi degildir; sanata kendi ic
enerjisini, tutku ve istegini getirir, toplumsal bellegi donusttiriir, yeniden simdiye ve
gelecege cevirir. Bu konu, goriilecegi gibi, formel sanat tarihini asarak, ayni zamanda
kadltar felsefesini, néropsikolojiyi, psikanalizi, biyoloji ve fizyolojiyi ilgilendirmektedir. Biz
burada sanattaki bellek déniisiimi olayini, kriz iginde 6lgiin ve etkisiz hale gelen
kdltarlerin, ge¢misle belli bir hesaplasmaya girerek hayata dénmesindeki roli yoniinden
ele alacagiz. Basvurulan 6nemli kavramlar: tarih ve kiiltiir sarsintilari, aykiri-zamanlilik,
sonradan-yasamak, “tutku-formili”, sanat ve ruh hastaliklari, kéken ve kaynagin yitimi,
ozgurlak.
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Duvarlari Olmayan Miize:
Geleneksel Miizelerin iyilestirilmesi

Asli SAHIN

internetin ortaya ¢ikmasi ve ¢evrimici teknolojilerin yayginlasmasiyla, geleneksel
miizelerin karakteristik 6zellikleri degismeye baslamistir. Buna bagli olaraktan, miize
ziyaretgilerinin aliskanliklari da ¢evrimigi mizelerin sundugu dijital olanaklar ve 6zellikler
nedeniyle yeniden sekillenmektedir. Bu sebeplen, bu makale geleneksel miizelerin
cevrimici mizelere nasil donistirildigiind arastirmayr amaglamaktadir. Bu dontisim,
Bolters ve Grusin'in ‘iyilestirme’ kavramuyla birlikte, Marshall McLuhan’in meshur ‘medya
mesajdir’ ve Walter Benjamin’nin ‘aura’ fikirlerini de baz alarak, lic temel medya yaklasimi
harmanlanarak incelenmistir. Bu teoriler, 6zgiin medya aracinin 6nemini ve fizikselden
sanal/gevrimici miizelere doniisiim siireglerini kavramak adina kritik pozisyonlara sahiptir.

Bu nedenle, bu makale cevrimici miizelerin kendine 6zgii medya 6zelliklerini ele
almaktadir. Bu nitelikleri detayli olarak géstermek adina, bu ¢alisma British Council’in Tirk
sanat ekibi tarafindan yaratilan, cevrimici bir sergi platformu olan Duvarlari Olmayan Miize
adli calismayi vaka analizi olarak inceleyecektir. 2017'den beri her yil, British Council ve
calistiklar kiiratorler sectikleri sanat eserlerini ve onlar yaratan sanatgilar hakkinda gerekli
arastirmayi bu cevrimici web sayfalarinda gésteriyorlar. Onceki sergiler sirasiyla; Gegen
Gece Bir Rilya Gérdiim (2017), Tanisiyor Muyuz? (2018), Cadilarla Dans Etmek (2019). Bu
yazida, yukarida belirtilen (¢ sergiyi ve web sitelerini incelemek icin karsilastirmali igerik
analizi metodolojisini kullanacagim. Yapitlar ve sanatgilar hakkinda saglanan bilgilerin
icerigini, web sitesinin tasarimini ve yapisini, sesli ve gorsel-isitsel materyalleri, etkilesimli
Ozellikler ve sosyal aglar gibi ¢cevrimici kullanicilara saglanan 6zellikleri kodlayacak, nicel ve
nitel olarak analiz edip karsilastiracagim.

Dahasi, bu sanal alanda sanat eserlerinin nasil sunulduguna dikkat ¢ekecegim. Bu yapilan
cevrimici sergiler ve web siteleri, fiziksel bir sergi duygusu olusturmak icin tasarlanmistir,
bu nedenle icerik ve medya araci arasindaki iligki arastirilacak bir diger konudur. Bu
calisma ayrica, fiziksel bir ortamdan sanal/gevrimici miizeye gegisin ziyaretginin
konumlarini ve deneyimlerini nasil sekillendirdigini ortaya ¢ikaracaktir. Bu arastirma,
bilgisayar teknolojilerinin sanat eserlerini ¢evrimici bir platformda sergilemek i¢in nasil
kullanildigina iliskin miize ¢calismalari literatiiriine, miize ve medya iliskisine ve bir web
sitesinin sanatsal bir deneyim olusturmak icin etkili bir ara¢ olup olmadigina katkida
bulunacaktir. Ek olarak, sanal ve dijital miizeler {izerinde bir vaka ¢alismasi sunmak, yeni
miizecilik Gzerine literatiirii ilerletmek icin degerli bilgiler saglayacaktir.

Anahtar sozciikler: Geleneksel miizeler; cevrimici muizeler; sanallik; dijitallesme; medya
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Museum Without Walls:
Remediating The Traditional Museum

Asli SAHIN

Since the establisment of the Internet and widespead use of online technologies, the
traditional museums’ characteristics have been changing. Consequently, museums
visitors’ habits have also been reshaped because of digital opportunities and features
provided by online museums. This paper aims to investigate how traditional museums are
transformed into online museums. This transformation is examined using three major
media ideas, which are Bolters and Grusin’s ‘remediation’, Marshall McLuhan’s renowned
‘medium is the message’, and Walter Benjamin’s ‘aura’ ideas. These theories are critical to
comprehend the significance of medium specificity and transformation processes from
physical to virtual/online museums.

Thus, this paper elaborates online museums’ unique medium traits. In order to depict this
in detail, this study will analyze British Council's case study called Museum Without Walls,
which is an online exhibition platform created by the Turkish art team of the British
Council. Since 2017, every year they design an online exhibition which features a number
of selected artworks, curatorial information about those artworks and the artists who
created them. Previous exhibitions were titled, respectively; | Dreamed A Dream The Other
Night (2017), You Look Familiar (2018), Dancing With Witches (2019). In this paper, | will use
comparative content analysis methodology to examine the aforementioned three
exhibitions and their websites. | will code, quantitatively and qualitatively analyze and
compare the content of the information provided about the artworks and the artists, the
design and structure of the website, features provided to online users such as audio and
audiovisual materials, interactive features, and existence of social media links.

Moreover, | will pay particular attention to the presentation of artworks in this virtual
space. These selected online exhibitions and their websites are designed to create the
sense of a physical exhibition, so the relation between content and medium will be
further explored. This study also aims to reveal how the change of medium from physical
to online museum reshapes the visitor’s positions and their experience. This research will
contribute to museum studies literature about the relationship between media and
museum, and how computer technologies are utilized to exhibit artworks in an online
platform, and investigate whether a website is an effective medium to create an artistic
experience. In addition, providing a case study on virtual and digital museums will provide
valuable insights to advance literature on new museology.

Key terms: Traditional museums; online museums; virtuality; digitalization; media
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Tamla Yarim Arasinda:
Eurovision Estetigine Dair Bir Performans Analizi

Nevin SAHIN
Orient-Institut Istanbul, sahin@oiist.org

Popiler mizigin estetik degeriyle ilgili tartismalar ¢cok yakin bir ge¢cmise tarihlenirken;
onci tartismalarin, klasik mizigin popiler miizige Gstiinligiine odaklanmis olmasi,
popiiler miizikle ilgili yeni tartisma alanlarinin agiimasinin gecikmesinde rol oynamistir.
1956’dan bu yana her yil dizenlenmekte olan ve sadece Avrupa’nin degil diinyanin en
biytik capli populer miizik etkinliklerinden biri haline gelen Eurovision Sarki Yarismasi,
popiler miizik baglaminda kapladigi 6nemli yere ragmen akademik incelemelerde estetik
merkezli olarak nadiren ele alinmistir. Bu ¢alisma, golgede kalmis bir alanin golgede kalmis
bir konusuna karanliktan bakinca gériinenlerin tartisilmasi kaygisiyla ortaya ¢ikmistir.
Eurovision Sarki Yarismasi’nin en eski katiimcilarindan olup ilk kez 2018’de yarismaya ev
sahipligi yapabilmis olmasiyla ilging bir yarisma anlatisina sahip olan Portekiz, Karanfil
Devrimi’nin yarismayla iliskisi disiniildigiinde de Eurovision tarihinde diger ilkelerden
farkll konumlanmaktadir. 2017’de Amar Pelos Dois isimli sarkisiyla yarismayi kazanan
Salvador Sobral’in popiiler miizik estetigine dair bir manifesto niteligindeki zafer
konusmasi da Portekiz’i yarisma baglaminda farkli bir noktaya tagimistir. Ulkenin
yarismaya gonderecegi sarkiyr sectigi ulusal finalde bu konusmanin savundugu degerleri
tasiyan bir sarkinin gerek jiri gerekse halk oylariyla secilmesi, bireysel bir kaygidan ziyade
kdltdrel bir yaklasima isaret ediyor olabilir. Ancak Salvador Sobral’la ayni yil ayni kentte
diinyaya gelmis, yani benzer bir kiiltiirel havayr solumus olan Conan Osiris’in Telemdveis
isimli sarkisinda ve sarkisinin sahne performansinda 6n plana ¢ikardigi unsurlar, popiiler
muizik estetigine dair baska sorular sormamizi gerekli kilar. Richard Shusterman’in
vurguladigr mevcut estetik geleneklere meydan okuma kapasitesi diistiniildiginde iki
sarkinin da barindirdig sarsicilik dikkat cekicidir. Bu sarsiciigin icinde ses skalasina kadar
birbirinden farkl miizikal anlayislarin yer almasi ise ortak ¢ikarimlara ulagmanin éniind
almaktadir. Bu ¢alismada, birbirinden ¢ok farkli tarzlarda bestelenmis olan bu iki sarki,
muizik ve icerik analizlerinin yani sira performans analizine de tabi tutulmustur. Sadece
muizikal yapit olarak degil ayni zamanda birer performans olarak da iki sarkinin ele alindigi
bu calisma, popiiler mizigin estetik imgeleminin-tipki mikrotonal seslerin tam seslerle
yarim sesler arasinda bir frekansta bulunmasi gibi-zitliklarla ortakliklar arasinda
sekillendigini tartismaktadir.

Anahtar sézciikler: Eurovision, popiiler mizik, estetik imgelem, Portekiz, performans
analizi
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Between Whole and Half:
A Performance Analysis Towards Eurovisional Aesthetics

Nevin SAHIN
Orient-Insitut Istanbul, sahin@oiist.org

While discussions on the aesthetic value of popular music date back to a rather recent
history, the pioneering discussions focused mainly on the superiority of classical music
over popular music, resulting in a delay of discussions broadening the field. Eurovision
Song Contest, which inaugurated in 1956 and which became one of the biggest annual
popular music events not only in Europe but also on global scale, has barely beeninto a
scholarly discussion on aesthetics despite its significance in the realm of popular music.
This study emerged upon the will to discuss a topic in the shade within a field in the
shade. Portugal as one of the earliest contestants in ESC could only host the event in
2018, which makes the country interesting in the Eurovision context. Besides, the
relationship between Carnation Revolution and the contest puts Portugal in a different
place from other contesting countries. Furthermore, the 2017 ESC winner with his song
Amar Pelos Dois, Salvador Sobral delivered a victory speech which could be regarded
better as a manifesto on aesthetics of popular music, making Portugal stand out. The
Portuguese national final witnessing the victory of a song abiding by this manifesto both
through jury vote and public vote might signal a cultural approach rather than a personal
concern. However, born in the same year and in the same city with Salvador Sobral,
hence experiencing a similar cultural aura, Conan Osiris brings in the necessity of asking
different questions with the elements of his performance and the song Telemdveis. The
capacity of challenging existing aesthetic traditions as emphasized by Richard
Shusterman in both songs is on the other hand striking. This challenge, though, rests on
differing musical understandings even to the level of music scales, hindering common
inferences. In this study, these songs in different styles are taken into account in musical
analysis, content analysis, and performance analysis. Regarding these songs not only as
musical artwork but also as performance, this study argues that the aesthetic imagination
of popular music is shaped in between commonness and contrariness-just as in the case
of microtones sounding in between whole tones and half tones.

Keywords: Eurovision, popular music, aesthetic imagination, Portugal, performance
analysis
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Etkilesim Estetiginin Boyutlari:
Kullanici-Uriin Etkilesiminde ‘Nasil’t ¢éziimlemek

Guizin SEN
Orta Dogu Teknik Universitesi, guzinnsenn@gmail.com

Bahar SENER
Orta Dogu Teknik Universitesi, bsener@metu.edu.tr

Etkilesim estetigi Griinlerin nasil gériindiklerinin 6tesinde onlarin sunduklari tim duyusal
etkilesimin kullanicilar tarafindan nasil takdir edildigini agiklamak icin ortaya ¢ikmis bir
kavramdir. Bagka bir ifadeyle, bu kavram sadece gorsel olarak deneyimlenerek degil,
kullanildik¢a begenilen triinleri tanimlamak ve tasarlamak icin kullanilmaktadir. Uriin
tasarimi literatiirti etkilesim estetigi kavramini Griinlerin duyusal 6zellikleri Gizerinden
tartismaktadir. Bununla birlikte, bilisim teknolojilerinin fiziksel Griinlerle gittikce daha fazla
bitiinlesmesi bu urinlerin sundugu etkilesimi daha karmasik ve cesitli hale getirmistir. Bu
durum s6z konusu drinlerle olan etkilesimimizi agiklayabilmek icin daha genis bir kelime
dagarcig) gerektirmektedir. Urtin 6zelliklerinin pek cogu duyusal sistemimizle algilansa da
geribildirim siiresi, etkilesim adimlarinin sirasi, etkilesim tasariminin kullaniciya énerdigi
hareket alani ve bilginin ne kadar hassas sunuldugu gibi 6zelliklerin de tiriin dokusu, sesi
gibi 6zelliklere ek olarak ayrica irdelenmesi gerekmektedir. Bu bildiri, Girlinlerle ‘nasil’
etkilestigimizi ¢6zimlemek icin Griin deneyimi ve etkilesim tasarimi literatdirlerinin bir
sentezini sunmakta, triinlerin belli duyulara hitap eden etkilesim boyutlari ile herhangi bir
duyuya 6zgii olmayan etkilesim boyutlarini bir arada ele almaktadir. Bildiri ayni zamanda
derlemis oldugu ‘etkilesim estetigi’ kelime dagarcigini kategorize etmektedir. Bu
kategorilerin tasarimcilara kullanici-iiriin etkilesimi estetigini tanimlama ve tasarlama
konusunda bir rehber teskil etmesi amaclanmaktadir.

Etkilesim estetigi, Griin deneyimi, dijital Grinler, duyusal etkilesim, duyulara 6zgt olmayan
etkilesim boyutlar
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The Aspects of Aesthetics of Interaction:
Deconstructing The ‘How’ Level of User-Product
Interactions

Guizin SEN
Middle East Technical University, guzinnsenn@gmail.com

Bahar SENER
Middle East Technical University, bsener@metu.edu.tr

The term aesthetics of interaction emerged from the need to explain the appreciation of
our sensory experience of the products, which goes beyond the appreciation of the visual
appearance. In other words, it is used to define/design products which are not only
pleasant to look at, but also pleasant to use. The product design literature discusses the
aesthetics of interaction through the sensory aspects of the products. However, with the
increased embodiment of computing technologies, the interactivity of the products has
become more complex and varied. To describe the interaction aesthetics of the products
there now appears a need to widen the vocabulary. Even though we interact with most
of the product aspects through our sensory systems, we still need to acknowledge
certain characteristics of interaction (e.g. response time, sequence of interaction steps,
range of movement and precision in information presentation) separately than the
aspects like product texture or sound to deal with the complexity of such diverse
products/interactive systems. This paper presents a synthesis of product experience and
interaction design literature to deconstruct ‘how’ users interact with products with
reference to the sensory specific and non-sensory specific aspects of
interaction/interactivity. It also offers a categorization of the existing ‘aesthetics of
interaction’ vocabulary with an aim to guide the designers while they define and
formulate the aesthetics of user-product interactions.

Aesthetics of interaction, product experience, digital products, sensory interactions, non-
sensory specific aspects of interaction
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Plastik Sanatlarda Yeni Gercekcilik Arayislari Baglaminda
Mekansal Pratikler

ipek SENEL OZAYTEN
Marmara Universitesi Giizel Sanatlar Fakiiltesi Resim Bélimii, ipeksenell@gmail.com

Gundmuzde sanatin, degisim halinde siniflandirilamayan yapisindan ve sanatgi-izleyici-
yapritin etkilesim icinde oldugundan s6z etmek mimkdindir. Ayrica bu yapi, sanat yapitinin
hangi kavramla, hangi malzemeyle, nasil konumlandigina; sergileme mekaninin secimine-
tasarimina, islevlerini degistirmeye varincaya kadar pek ¢ok pratigi de i¢inde
barindirmaktadir. Sergi diizenleyen kisinin kurdugu yénlendirme sistemiyle izleyicinin,
birebir isle birlikte etkin olmasi amaclanmaktadir. Wittgenstein’in “diinya nesnelerin
butlint degil, olgularin biitinddir” s6ziinden yola ¢ikarak diistinildigiinde; sanat,
yasamin temsilinden ziyade ta kendisi olmaktadir. Bir proje gibi sunulan pratikler icinde
sanat, bulundugu cevrede tek basina sanat nesnesi olmaktan 6te bir mecradadir.
Enstalasyon veya kamusal alanda sanat gibi daha kapsamli, diistinsel ve kavramsal bir
mekanin icinde yer almaktadir. Gerek sunum / sergileme mekanlarinin degismesi; gerek
resim, heykel, yerlestirme..vb pratiklerin igice /etkilesim halinde sunulabildigi bir ortamda
sanat, cevre [ mekan algisina dogru evrimini siirdiirmektedir. Sanatin mekansal bir sey
olarak algilanmasini saglayan sanat¢i ¢alismalarindan érneklere bu calismada yer
verilecektir. Mekandaki goriiniim ile sanatginin ele aldig1 tema; bicimsel amacglari, renk
uygulamalari ve malzeme tercihleri arasindaki diyalogla birlikte incelenecektir.

Anahtar Kelimeler: Mekan, mekansal deneyim, mekana 6zgi, yeni-gercekgilik
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Spatial Practices in the Context of Neo-realism in
Contemporary Art

ipek SENEL OZAYTEN
Marmara Universitesi Giizel Sanatlar Fakiiltesi Resim Bélimdi, ipeksenell@gmail.com

Nowadays, it is possible to talk about the structure of art that cannot be classified as
change and the interaction of artist-viewer-work. In addition, this structure, the concept
of the artwork, with which materials, how it is positioned; The exhibition also includes a
wide range of practices from selection to design, to changing its functions. It is aimed to
enable the audience to be effective with one-to-one work with the orientation system
established by the organizer. Considering Wittgenstein's statement that a the world is
not the whole of objects, but the whole of phenomena; art is more than the
representation of life itself. In the practices presented like a project, art is more than an
object of art itself. It is located in a more comprehensive, intellectual and conceptual
space such as installation or art in the public sphere. Change of presentation / exhibition
spaces; In an environment where art, sculpture, installation, etc. practices can be
presented as intertwined, the art continues its evolution towards the perception of
environment / space. Examples of the artist's works, which enable art to be perceived as
spatial, will be included in this study. The theme in the space and the theme handled by
the artist; The formal aims will be examined with the dialogue between color applications
and material preferences.

Key Words: Space, spatial experience, site-specific, neorealism
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Yeni Bir Dinleme Stratejisi Olarak Negatif Diyalektik

Elis SIMSON
Kog Universitesi, esimson@ku.edu.tr

Bu ¢alismanin odagindaki iddia, Adorno’nun tiim felsefi cabasinin yeni bir dinleme
stratejisi gelistirme amaci olarak okunabilecegini ileri siirer. Bu yeni dinleme stratejisi,
modelini, Adorno’nun “yeni miizik” olarak adlandirdigi, Schoenberg’in ifadesiyle
“disonansin 6zgirlesimi”’ne dayanan miizik tirtinde bulur. Dinleyicisini bir anlatim kriziyle,
tahammiil edilemez bir sok etkisiyle ylizlestirerek ¢6ziilmeyen, uzlastiriimayan,
uysallastiriimayan toplumsal ¢eliskileri duyulur kilar ve bunlarin tizerini 6rtmek icin her an
seferber olan rahatlatici ve regresif dinleme stratejilerini stirekli kesintiye ugratir.
Adorno’nun miizik yazilarinda detaylandirdigl bu yeni duyma ve dinleme stratejisinin,
yalnizca miizikle sinirl kalmadigini, bu stratejiyi felsefi diistincesinin de temeline
yerlestirdigini, onun ana itkisini olusturdugunu gérmek mimkindir. Kavram-disi olan her
seyin, dzellikle de deneyimin tekilliginin, kavramsallastirma mekanizmasi tarafindan yok
sayildigy, eritildigi, saf disi birakildigi ve hatta katledildigi 6zdeslik disiincesi belirli bir
felsefe yapma bicimine isaret eder; ¢eliskilerin uzlastinldig bir diyalektiktir bu.
Adorno’nun “negatif diyalektik” olarak tabir ettigi sey, esasen, felsefenin kendi kendini
son nefesine kadar sorgulayan, kendinden hunharca hesap soran ve kavram-disi olanin
kavramin en 6nemli meselesi haline gelmesi itibariyla “yeni” bir felsefe yapma bicimidir.
Burada “yeni” olan, felsefenin yeni bir dinleme stratejisi benimsemesidir. Bu dinleme
bicimi bizi 6zdesligin vaat ettigi uzlasmaya karsi elestirel bir mesafede tutacak olan seydir;
dolayisiyla bu dinleme bi¢imi sayesinde kulagimiz bittinliik ve nesnellik icinde sakatlanan,
kavram-disi diye yaftalanip sessizlige gémiilen, dilsizlestirilen tekilligin istirabini ve aci
cighiklarint duymaya yatkinlasacaktir. Diisiinmenin, yeni bir dinleme stratejisi haline
gelmesi fikri, ahlak felsefesini de yeniden sorgulamaya agar ve bunu “Auschwitz’den
sonra nasil yasamaliyiz?”’ sorusuyla hesaplasarak yapar. Auschwitz’in dayattigi yeni bir
kategorik buyruk vardir ve bunun temelinde de negatif diyalektigin temelinde yatan,
acinin Gzerinin 6rtildigu mekanizmalari desifre edebilen ve aciyr duyabilmeye gore akort
edilmis bir duyma ve duyumsama bicimi yatar. Adorno’nun disiincesindeki duyma,
dinleme ve duyumsama izleklerini takip ettigimizde diistiniriin mizige dair séyledigi her
seyin, felsefi diistincesinde de karsiligini buldugunu ve “negatif diyalektigin” bir “disonans
felsefesi” oldugunu net bir bicimde gortiriz.

Anahtar Sozciikler: Adorno, negatif diyalektik, disonans, mizik, 6zdeslik diistincesi.
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Negative Dialectics as a New Strategy of Listening

Elis SIMSON
Kog University, esimson@ku.edu.tr

This presentation is centered on the claim that the entire philosophical enterprise of
Adorno could be construed as an effort to develop and employ a new strategy of
listening, which is modeled on what Adorno calls “new music” that heavily inspired by
Schoenberg’s celebration of the “emancipation of dissonance.” Shocking the listener
with an unbearable crisis of expression, new music allows the unresolved, unreconciled
and untamed social antagonisms to be heard by constantly interrupting the comforting
and regressive listening strategies which seek a natural harmony that aims to soothe and
resolve these antagonisms. This new strategy of hearing and listening, presented in detail
by Adorno in his essays on music, is not restricted with music. It is possible to see that this
new strategy of listening lies at the very foundation of his thinking as the motor of his
philosophy. Governed by the mechanisms of conceptualization, in which everything that
is non-conceptual, including the singularity of the experience, is discarded, absorbed,
eliminated or destructed, identity thinking represents a certain way of doing philosophy;
it is the embodiment of a dialectics which strives for the reconciliation of the
contradictions. However, what Adorno calls “negative dialectics,” reveals itself to be a
never-ending self-interrogation of philosophy. It is an endless self-critique which
relentlessly calls itself to give an account of itself, making the non-conceptual the main
issue of the concept itself, thus signaling at a “new’”” way of doing philosophy. What is
new is precisely this new strategy of listening adopted by non-identity thinking, which
allows us to remain at a critical distance towards the possibility reconciliation promised
by identity thinking. By this new strategy of listening, our ears become accustomed to
hearing the repressed and muted cries of pain and suffering of the singular, of the non-
conceptual within totality and objectivity. The idea of thinking as a way of lending voice
to pain and as a way of hearing the silenced suffering, poses a challenge to moral
philosophy as well. It does so by emphasizing the question of how to live after Auschwitz
precisely because Auschwitz, as Adorno argues, imposes a new categorical imperative.
The foundation of this categorical imperative rests on the exact same roots of negative
dialectics; that is the unique way of perceiving that is attuned to hearing the suffering and
exposing the repressive mechanisms that silence the suffering. Tracing the themes of
hearing, listening and being attuned shows us that everything Adorno problematizes in
and through music has a direct reflection in his philosophical thinking, thus making the
negative dialectics a philosophy of dissonance.

Keywords: Adorno, negative dialectics, dissonance, music, identity thinking.
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Estetik ve Politikanin Ozgiirlesme Vaadinin imkani: Beden

Miige TEPEYURT
Mimar Sinan Giizel Sanatlar Universitesi-Felsefe Yiiksek Lisans Programi, mugekocabozdogan@gmail.com

Jacques Ranciere estetik ve politikayi iki sabit ve ayri gerceklik olarak gérmez. Politika,
verili bir deneyim alaninda 6nceden kimliklendirilebilir olmayan ve kimliklendirilmesi de
ancak o deneyim alaninin yeniden sekillendirilmesinin bir pargasi olan bir bedenin ve bir
s6z sdyleme yeterliliginin bir dizi eylem araciligiyla tiretimi olarak diistintldigiinde;
estetikle bulusma noktasini yakalar. Estetik politikaya angaje edilmeden (tersi de s6z
konusu) kendi 6zerk alanint korudugu 6&lctide kendi icinde politik imkanini sakli tutar.
Duyulur olma tarzlari olarak estetik ve politika, yeni duyulur mecralar aracihigiyla
tahakkiimden uzak bir 6zgtirlesme vaadi sunar. Bu vaadin nasil ve hangi mecrada
gerceklesme imkani bulacagi tizerine diisiinmeye gelir sira. Bir beden olarak 6zne,
eylemleri, hareketleri ve icinde bulundugu ortami yeniden kurar. Ciinki; beden, diinyada
olmanin araci olarak, mekansal, kisisel 6ncesi bir anonim varolusu imler. Bedenli 6zne,
Descartesci Cogito ile ilgili degildir, o 6znenin diinyada bedenli varolusunu gézler éniine
serer. Bu anlamda duyumsama ve alginin diinyaya acilmasi beden ile miimkiindiir. Beden,
gorunird algilar, bakisin dokunusuyla tensellestirir, diisiince, gériinmez olan bedenden
dolayimlanarak tene katilir. Ten ontolojisi 6zne-nesnenin, géren- goriinenin, aktif-pasifin
es zamanli olarak var olmalari anlamina gelir. Bu birlikte varolus, tersine cevrilebilir bir iligki
temelinde mimkdin olur der Maurice Merlau- Ponty. Bu iligki bir yandan 6zneyi seylere
diger bir yandan baskalarina baglar. Ten ontolojisi bedenlerarasi yani 6zneler-arasi bir
zemini ortaya ¢ikarmis olur. Algilayan ve algilanan arasindaki tersine cevrilebilirlik ilkesinin
actigl ten boyutu ayni zamanda bir farklilasma ilkesi sunar. Bu fark, gériinmez olanin
temsil edilmeyeni ifade ettigi gibi, kendi bedeninde bir bulunmayis olarak ortaya ¢ikar.
Ben ile baskasi arasindaki fark, temsile donistirtlebilir olandir. Politik ve estetik
dinamiklerin yeniden disiinilmesi gérinir ile gériinmez, konusulabilir ile konusulamaz
arasindaki iliskinin yeniden ele alinmasini gerekli kilar. Bedenin teni kadar toplumsalin teni
ve dilin teni de ontolojik bir karakter paylasir. Goriinen daima gortinir olanin icindedir ya
da onundur. Dolayisiyla bu “gériinmez olanin” alanini da belirler. Ranciere bu baglamda
gorinmezi gorinir kilmanin yolunun adsiza ad vermek, bir s6zii dinletmek oldugunu
ifade eder. S6zln varolugsal imlemesi, konusan 6znelerarasinda ortak bir diinya kurar.
Ponty icin de agiktir ki; gériinmez olan, diisiinceden dolayimlanan algi ve s6z i¢inde
gorundr kiinir ve yeniden diinyaya katilir. Bu dogrultuda estetik ve politikanin 6zgiirlesme
vaadinin gerceklesecegi mecra “beden” dir. Daha acik bir ifadeyle; yeni duyulur mecra
6zneler-arasi, bedenlerarasi tam da bu diinyadaki varoluslarin ortak bir zeminde
bulusabilmesiyle ilgilidir. En nihayetinde, bir deneyim alaninin yeniden kurulmasi beden ile
soz ile mimkindir. Bu ¢alisma, Ranciere’in estetik ve politikaya dair gorisleri esliginde bu
iki alanin iliskilenme bi¢imlerine ve sunduklari 6zgiirlesme vaadinin gerceklesmesiicin
hangi kaynaga bakmamiz gerektigine isaret edecektir. Bu dogrultuda Merlau-Ponty’nin
Beden Fenomenolojisi ve Ten Ontolojisi estetik ve politikaya bakisimizin yénini
degistirmeye, yeni bir duyulur mecranin kékenini bulmamiza yardimci olacaktir.

Anahtar sézciikler: Beden, Fenomenoloji, Estetik, Politika, Oznelerarasilik
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The Promise of Liberation of Aesthetics and Politics: Body

Miige TEPEYURT
Mimar Sinan Giizel Sanatlar Universitesi-Felsefe Yiiksek Lisans Programi, mugekocabozdogan@gmail.com

Jacques Ranciere does not view aesthetics and politics as two fixed and separate realities.
Politics is the aesthetic meeting point when a body, which is not previously identifiable in the
field of a given experience, and whose identity is only part of the reshaping of that field of
experience. The process of production which might be contemplatively assumed, in this
regard, implies the existence of a series of actions. Aesthetics has its political possibilities
without being engaged in politics. By revealing alternative ways of being sensible, the
relation between aesthetics and politics reminds the promise of freedom -as non-dominance-
to prosper through the new sensible areas (sensorium). He comes to think about how and to
what extent this promise can be realized. As a body, the subject restates its actions,
movements. Because; body, as a means of being in the world, pre-spatial, pre-personal
anonymous existence. The body is not related to Cogito, but it reveals being of the body in
the world. In this sense, sensation and perception are possible with the body. The body
perceives the visible, senses the touch with the touch of the eye, the thought participates in
the flesh, mediated by the invisible body. The Ontology of the Flesh means that the subject-
object, the sight-seeing, the active-passive exist simultaneously. This coexistence is possible
on the basis of a reversible relationship, says Maurice Merlau - Ponty. Perception is the flesh’s
reversibility, the flesh touching, seing, perceiving itself, one fold provisionally catching the
other in its own self-embrace. The Ontology of the Flesh creates an inter-subjectivity. The
matter of the flesh that is reversed by the principle of reversibility between perceived and
perceived also offers a differentiation principle. This difference emerges as a lack of one's
own body, as the invisible means the unrepresentable. The difference between self and other
is the one that can be transformed into representation. The rethinking of political and
aesthetic dynamics makes it necessary to reconsider the relationship between the visible and
the invisible. The flesh of the language and of the social as well as the flesh of the body has an
ontological character, share with together the ontological characters. The visible is always
inside the visible, or it is it's own. Therefore, it also determines areas of the invisible. In this
context, Ranciere states that the way to make the invisible into visible, which is to name an
unnamed, listen to a word. The existential implication of the word establishes a common
world between the speaking subjects. It is clear to Ponty that the invisible rejoin the common
world by thought-related perception. In this direction; the medium in which the promise of
aesthetics and politics to be liberated is the body. Moreover, the new sensible medium is
about inter-subject, inter-body presence, which can be found in common space in this world.
Ultimately, the re-establishment of the experience area "Unstable equilibrium" is possible
with words and living bodies. This study follows the ways in which these two areas are
related to the ways in which these two areas are related to aesthetics and politics, and what
resources we need to look at for the realization of the promise of liberation. In this direction,
The Phenomenology of the Body and The Ontology of the Flesh, Merlau-Ponty's terms will
help us to change the direction of our approach to aesthetics and politics and help us find the
origin of a new sensible medium.

Key Words: Body, Phenomenology, Aesthetic, Politic, Inter-subjectivity
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lliskisel Estetik Baglaminda Triyalektik Mekan Okumasi:
Sarkis Zabunyan Ornegi

Aynur TIKIROGLU

Sanatta Yeterlik Ogrencisi, Hacettepe Universitesi Giizel Sanatlar Enstitiisii, Resim Anasanat Dali,
tikiroglu.aynur@gmail.com

Bu calismada mekan ve iliskisel estetik, triyalektik baglam icerisinde Sarkis Zabunyan isimli
sanatg¢inin erken dénem ¢alismalariyla incelenecektir. Nicolas Bourriaud modern
calismalarin belirli mekanlarda belirli zamanlarda ulasilan ¢alismalar oldugunu bunlarin
glinimuz teknolojisindeki tiretime uygun olmadigini diisinmektedir. Modern dénemde
izole ve steril olan sergileme mekanlarinin degisip dontiserek sanat yapiti ya da izleyici ile
iletisime gectiginden bahseden Bourriaud 1998 yilinda iligkisel estetik kuramini ortaya
atmistir. Sanat formu olarak da gegen iliskisel estetik kurami sanat nesnesinin karsilikli
eylem, biraradalik ve iliskisellik yonlerini ele alarak giicla bir ticayak olusturur. Olusan bu
licayaga daha sistemli bakabilmek adina Henri Lefebvre’nin algilanan-tasarlanan-yasanan
diye kurguladigi mekan tretim pratikleri de konuya dahil edilmistir. Mekansal
uygulamalardaki imkanlar ve tiretim evreninin sinirsizli§i beraberinde ge¢misi, bugiini ve
yarini da tastyabilecek anlamlari beraberinde getirmektedir. Algilanan, tasarlanan ve
yasanan mekanlar sanatcilarin perspektifinde kisisellestirilerek izleyiciye sunulmaktadir.
Sanatgilarin kisisel ikonografisini, nostaljisini, bellegi ve otobiyografisiyle birlesen mekan
temsilleri onun icin anlamsal baglamini diissel bir seklide ayiklarken bir yandan da temsiller
alani yaratarak kendi imgeleminde yasayan mekanlari izleyici ile bulusturmaktadir. Bu
ylizden de estetigi kendi basina degil, iletisim kurdugu diger alanlar ya da anlamlar ile
birlikte irdelemek ve gérsel kiiltlriin bir parcasi olarak degerlendirmek gerekmektedir.

Anahtar Kelimeler: iliskisel estetik, triyalektik, enstalasyon, mekan, gorsel kiiltir, Sarkis
Zabunyan.




3. TURKIYE ESTETIK KONGRESI 3. TURKISH CONGRESS OF AESTHETICS

The Reading Of The Trielectic Space In The Context Of
Relative Aesthetics: Sarkis Zabunyan Example

Aynur TIKIROGLU
Doctor of Fine Arts Candidate, Hacettepe University Institute of Fine Arts, Painting Department,
tikiroglu.aynur@gmail.com

In this study, space and relational aesthetics will be studied in the early period of the artist
called Sarkis Zabunyan in the trialectic context.

Nicolas Bourriaud thinks that modern studies are the works that have been reached in
certain places at certain times and that they are not suitable for production in today's
technology. In 1998, Bourriaud introduced the theory of relational aesthetics. The
relational aesthetic theory, also known as the art form, forms a strong tripod by addressing
the aspects of mutual action, coexistence and relationality of the art object. The space
production practices that Henri Lefebvre created as percieved, concieved and lived were
included in the subject in order to be able to look more systematically.

The possibilities in spatial applications and the infinity of the production universe bring
along the meanings that can carry the past, present and the future. The spaces perceived,
concieved and lived are presented to the audience by personalizing them in the perspective
of the artists. The space representations combined with the personal iconography,
nostalgia, memory and autobiography of the artists make a fantasy for him, while creating
a space of representations while bringing the spaces living in his imagination to the
audience. Therefore, it is necessary to examine aesthetics not by itself, along with other
fields or meanings in which it communicates and to be considered as a part of visual culture.

Keywords: relational aesthetics, trialectic, installation, space, visual culture, Sarkis
Zabunyan.
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Bronte Kardesler Uzerinden
Marksist Bir Yorumbilgisinin ilkeleri

Onur Tiras
Ankara Universitesi Sosyal Bilimler Enstitisii Felsefe Anabilim Dali Yiiksek Lisans Ogrencisi otiras@hotmail.com

insanlar, kendi kavram ve fikirlerinin etkin tireticileri olmalarina ragmen; icinde
bulunduklari yerin zaman ve mekan algisindan bagimsiz degillerdir. Baska bir deyisle,
ortaya koyulan irtiin, ne sekilde oldugu fark etmeksizin, maddi iligkilerin etkisi altinda
kosullanir. Bu anlamda Marx’in yaklasimina paralel olarak denebilir ki bilinci belirleyen sey
yasamin bizatihi kendisidir. S6z konusu bu ¢alisma da bir biling Griind olarak sanati,
spesifik olarak ise romani ortaya ¢ikartan maddi etkenleri; yani yasamsal dinamikleri ele
almaktadir. Eser, yazar, ideoloji, sinif ve tretim iligkileri temelinde; bi¢im, tslup ve
anlamificerigi tarihsel bir biitlinliikte edebiyat elestirisinin konusu yaparak, sanatin
ideolojik alanlarla girdigi olduk¢a dolayli ve anlasiimasi zor problematigin belirli 6rnekler
lzerinden ¢6ziimlenmesi amacglanmaktadir. Kendi disina kapali, 6zerk gibi goriinen bu
iliskiyi kapsamli bir yapida incelemek ise, eser lizerine dipnotlar belirlemenin 6tesine
gecmeyi gerektirmektedir ki, bu bitiinlige elverisli olan da interdisipliner yapisiyla
felsefedir. Buradaki esas mesele, Marx’in yazarin sahiplendigi ideolojik goriise ragmen
agiga cikarilabilir olan gergeklik dedigi ve Balzac romaninda kesfettigi seyin izlerini Bronte
kardeslerde aramaktir. Kapitalist Gretim iliskilerine ilk gecisin en sarsici 6rneklerini
barindirmasi bakimindan Britanya toplumu ve Bronte kardesler bu anlamda ideal
konumdadir. Sonug olarak; irlandali elestirmen Terry Eagleton’in Bronte Kardesler {izerine
yaptigl degerlendirmeler, marksist edebiyat elestirisi dogrultusunda sunularak, teorik arka
planile pratik gostergeler iliskilendirilmis olacaktir. Kardeslerin ortaya koydugu eserler,
kendine has bir tarihin Grinleri olarak ele alindiginda, yapit ile iliskide oldugu ideolojik
alanlar arasindaki mesafede ortadan kalkacaktir. Bylece yazari salt sinifsal konumu
lizerinden sematize etmek yerine, onun yasam akisini da meseleye dahil etmis oluruz.
Klasik elestirinin 6tesine gegmek; bu anlamiyla biiyiik sanatsal gelismelerin, tiretici
glgclerin en yiiksek gelisimine bagli olmadigini ve bu giicler ile sanat arasindaki esit
olmayan iligkinin kavranma ¢abasidir.
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Principles of a Marxist Hermeneutics
Through Bronte Sisters

Onur Tiras
Ankara University Social Sciences Institute Philosophy Department Graduate Student, otiras@hotmail.com

Although individuals are the actual “generator” of their own ideas, they are not
independent of time and space perception of the place in which they exist. In other
words, their products, regardless of how it can be appeared, conditioned under influence
of materialistic relations. In this sense, it can be said that, in the manner of Marx's
approach, it is life which determines the consciousness itself. This study deals with the
materialistic factors, namely, the dynamics of life that reveal art, specifically the novel, as
a product of consciousness. On the basis of the relation between composition writers,
ideology, class and production; this study aims to analyze form, style, meaning and
content as the subject of literary criticism in a historical perspective and solve the highly
indirect and difficult-to-understand problematic of art through ideology, by analyzing
similar examples. Analyzing this relation, which appears to be impenetrable and
autonomous, requires more than choosing footnotes for the text; and what is needed
here is philosophy, with its interdisciplinary structure. The main issue here is to search in
what Marx named as the reality that can be revealed despite the ideological view owned
by the author and discovered in the Balzac novels. Because the most traumatic examples
of the first transition to capitalist relations of production that happened in which British
society and the Bronte sisters are ideally positioned for this research. As a result, The
Irisch critic Terry Eagleton's evaluations on the Bronte sisters will be presented in line
with the Marxist literary criticism and will be linked to the theoretical background and
practical indicators. As the composition of the sisters are considered as the products of a
characteristic part of history, the distance between the ideological fields and relating
compoitions will disappear. Thus, instead of categorizing the author by mere him/her
class position, we also include his/her flow of life. Going beyond classical criticism; in this
sense, the great artistic developments are not tied to the highest development of the
productive forces and an effort to comprehend the unequal relationship between these
powers and art.
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Gaston Bachelard’in Yapitinda Estetik ve Etik

M. Taha TUNC
istanbul 29 Mayis Universitesi, mhmmdthtnc@gmail.com

Gaston Bachelard (1884-1962) cagdas Fransiz felsefesinin kurucu isimlerinden biri olarak
kabul edilir. Bachelard’in felsefesi, siklikla vurguladig gibi, iki vecheye sahiptir: (a) modern
bilimin felsefi yorumu olarak epistemoloji; (b) yeni bir hayal gilicti (imagination)
fenomenolojisi olarak poetika. Bachelard’in yapitinda etik, 6ncelikle zaman anlayisina
baglanir. Bachelard bir yandan Einstein’nin gorelilik kuramindan esinlenirken, 6te yandan
cesitli deneyimleri bir ydntem olarak fenomenolojinin yardimiyla analiz etmeyi
Onerecektir; boylelikle bir yandan zaman kavrami 6te yandan zaman deneyimi farkl
anlarda devreye girerek bir zaman felsefesinin anlayisini olusturacaktir. Bachelard farkl
kitaplarinda gelistirilen “stirenin diyalektigi ve “anin sezgisi’’ kavramlarini kullanarak
Bergson’un siire kavramini elestirir. Bachelard’in yapitinda Bergson elestirisi nemli bir yer
edinir; bu sadece onun polemik felsefesinden dolayi degil, ayni zamanda Fransiz
felsefesinde hakim iki farkli gelenekten olmalari bakimindan 6nem tasir. Bachelard,
Bergson’a yonelik elestirileriyle ontoloji fikrini gelistirir. Fakat bu ontoloji verili bir ontoloji
olamaz, aksine gidimli (discursif) bir ontoloji kurmak gerekecektir. Varlik bilgiyle ilgili
(gnoséologique) olusa atif yapilmadan distndlecek bir sey degildir. Var olan psikolojik
olarak olusmalidir (devenir). Peki, zamanin bu géreli ve diyalektik yéni distinaldigiinde,
bagkalariyla ve kendimizle iliskimizin degerlendirilmesi olarak etik ve degerler nasil
konumlanacaktir? Bachelard yasaminin son yillarinda hiilyanin ierigini ortaya ¢ikarmak
icin fenomenolojiyi bir ydntem olarak benimser ve bunu “hayal giicii fenomenolojisi”
olarak adlandirir. Bdylece hayal glictinlin yaratici tiretkenliginden beslenir. Bu baglamda,
Yunanca ifade poiesis hem “yaratici Gretim’” hem de “siir’” anlami tasir. Kendisi de
maddenin hiilyasina dair kitaplar yazar ve bunlari “poetika” olarak adlandirir. Bachelard,
fenomenolojiyi de kullanarak hayal giliclini sanat yapitlarina yénlendirip yapitlarin
icerikleriyle farkll degerler Uretir. Yukaridaki soruya Bachelard’in felsefesinin poetik
ve/veya estetik yoniini 6ne cikararak cevap verecegiz.

Anahtar Sozciikler: sirenin diyalektigi, anin sezgisi, hayal giici fenomenolojisi, estetik ve
etik, poetika
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Aesthetics and Ethics in The Work of Gaston Bachelard

M. Taha TUNC
istanbul 29 Mayis Universitesi, mhmmdthtnc@gmail.com

Gaston Bachelard (1884-1962) is accepted as one of the founders of contemporary French
philosophy. Bachelard’s philosophy has two different aspect as he always mentioned: (a)
epistemology as a philosophical interpretation of modern science, (b) poetics as a new
phenomenology of imagination. Ethics, for Bachelard, links with a conception of time.
And in relation to the time, on the one hand, Bachelard is inspired by Einstein’s theory of
relativity, on the other hand, he proposes analyzing experiences by means of
phenomenology as a method. Thus the concept of time and the experience of time come
into play and constitutes his philosophy of time. Using concepts of “the dialectic of
duration” and “intuition of instant” which are developed in his two different books,
Bachelard criticizes Bergson’s concept of duration. In Bachelard's work, Bergson's
critique has an important place; this is not only due to Bachelard’s polemical philosophy,
but also to be of two different traditions dominated by French philosophy. Bachelard
develops the idea of ontology with his criticism of Bergson. However, this ontology
cannot be a given ontology, but it will be necessary to establish a discursive ontology.
One cannot think Being without linking to it a gnoseological becoming (devenir). What is
exist must psychologically become. So, considering this relative and dialectical aspect of
time, how will ethics and values be positioned as an evaluation of our relationship with
others and ourselves? In the last decades of his life, Bachelard embarks on
phenomenology as a method in order to disclose the content of reveries and calls this
attempt as “phenomenology of imagination.” Doing this, Bachelard benefits from the
creative productivity of the imagination. In this context, the Greek word poiesis means
both “creative production” and “poem”. And he writes books on the imaginations of
matter and named them “poetics.” Bachelard, using phenomenology, canalizes
imagination to works of art and produces different values through their content. We will
try to show how this problem with constructive value occurs. We will answer the
question above-mentioned by highlighting the poetic and/or aesthetic aspect of
Bachelard's philosophy.

Keywords: the dialectic of duration, intuition of instant, the phenomenology of
imagination, aesthetics and ethics, poetics
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Sanat Zaman ve Ozgiirliik

Ertugrul Rufayi Turan

Cizgisel zamanin givenli saglhkl ve kagmnilmaz akisina karsi, disiincenin, sanatin ve
dzgirlagin olanakhlastigr hastalikli bir zamana iliskin s6zclkleri dillendirmek isterim. Her
seyi acgiklama koleliginin 6zgirlik olarak aniimasindan huzursuzluk duydugumu aciga
vurayim. Koékende bu bir giz-yok-ediciliktir. Ne yapalim? Once sirekli kendi 6znelligine
kestirmeden dénen ben’ i ele alalim: kendi istencinin siirekli istemesine asik “fanatik ben.”
Sonra giz ile kundaklanmis gegis anina yogunlasalim: olan ve heniiz olmayan aralig.”
Hastalikli aralik: paranoya, diigsel zaman, giindiiz disleri, sanrlar, kopuslar.....Burasi
gozlemlenen diinyanin doyuramadigi bir alan. Agiklayamama ancak 6zgirlesme alani.
Bitmis gériinen ancak hep baslangi¢ olanin alan.
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M. M. Bahtin Estetiginin Etik ve Siyasal Cagrisimlari

Halil Turan

Yirminci ylizyll edebiyat kuramcisi M. M. Bahtin’in, 6zellikle F. M. Dostoyevski’nin yapitini
¢6ziimlemek basvurdugu diyalojik imgelem kavrami, siyaset felsefesinin sorunlarina
yaklagmak icin de oldukga verimli bir gere¢ olarak 6ne ¢ikmaktadir. Bahtin’in edebiyatta
roman tirtndn gelisimini ele alirken gelistirdigi diyalojik imgelem, heteroglossia, polifoni
ve iliskili diger kavramlarla belirlenen kuramsal cerceve, cagdas etik ve siyaset
disiincesinin yakici sorunlarini tanimlamak ve ¢6ziimlemekte de yol gostericidir. Bahtin’in
yapitt dogrudan bir siyaset kurami icermiyor olsa da, yirminci ylzyilda kiiltir ve ideoloji
karsilasmalarina bagl olarak ortaya ¢ikan ve genel olarak “&teki” kavramuyla iliskili olarak
ele alinan sorunlar, onun estetik arastirmasinin yéntem ve sonuclarina basvuruldugunda
agikliga kavusmakta, edimsel alandaki deger arastirmalari Bahtin’in 6gretisinin
temelindeki 6zgiirlik ve buna dayanan sanatsal deger anlayisiyla zenginlesmektedir. Bu
seminerde, Bahtin’in, Dostoyevski Poetikasinin Sorunlari, Diyalojik imgelem, Sanat ve
Sorumluluk bashkli yapitlarina deginilecek, onun sanatsal yaratinin estetik degerini
incelerken 6ne ¢ikardigi 6zgiirliik kavraminin etik ve siyaset diistincesinin temelindeki
deger anlayisiyla ilgisi kurulacak, etik ve siyaset arastirmalarinin baslica sorunu sayilan ben
ile 6teki arasindaki iligkilerin tasarlanmasi ve ¢oziimlenmesi igin diyalojik imgelemin nasil
bir esin kaynagi oldugu tartisilacaktir.
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Gii¢ istenci Olarak Sanat:
Nietzsche’nin Romantizm ve Wagner Elestirisi

Orkun TUFENK
tufenkorkun@hotmail.com

Nietzsche, erken yazilarindan biri olan Richard Wagner Bayreuth’ta(1876) eserinde,
Wagner’in yeni sanat’ini sanatin kendisini kesfetmesi olarak nitelendirirken, ge¢ dénem
metinlerinden birinde, Wagner Olayi1(1888)’nda, Wagner’i bir decadence sanatgisi,
Wagner’in muzigini de hastalikl olarak tarif etmektedir. Nietzsche’nin Wagner’e y6nelik
tutumunun degismesi, siireg icerisinde idealizm ve romantizme karsi aldigi tavirla ilgilidir.
Nietzsche, ge¢ dénem yazilarinda, bir yanda ahlakla kurdugu yakin iligki diger bir yanda da
duygularin safligi ve sonsuzluguna y6nelik inanci nedeniyle, romantizmin, aldatici bir
neseye sahip oldugunu 6ne siirer. Romantizmin elde ettigi bu zeminsiz nese kisa siirede
kendi karsitina doniismiistiir. Son etapta, felsefi anlamda Schopenhauer
kétimserliginden etkilenen Wagner (6zellikle son donemi) ile birlikte, romantizm nesesini
yitirmis ve pasif bir nihilizm haline gelmistir. Nietzsche’ye gore, kendisi de tiikkenmigligin
bir ifadesi olan Wagner, fiziksel ve ruhsal olarak tiikenmis bir caga kurtarici olarak
seslenmekte; hatta tam da bu yiizden kitlesellesmektedir; fakat o kurtarici olamadig gibi,
bu tiikenmisligi de yaymaktadir. Beden, yasamsallik veya enerji bakimindan zayif olan
sanat¢i ve dinleyiciler ancak Wagnerci bir tiikenmigligin mizigiyle var olabilir ve
cosabilirler. Nietzsche’ye gore, sanat yapitinin degeri, bu yapitin yasamsallikta (beden
giiclinde) bir artisa mi, yoksa azalisa mi isaret ettigine gore degerlendirilmelidir. Sanatin
fizyolojisi, tam da, bunu degerlendirmenin &l¢itidir. Sanatin fizyolojisi’/nden yola cikarsak,
ahlaksal bir kétiimserligin coskusu olarak nitelendirilebilecek olan Wagner’in sanati
yasamsalliktaki azalisin veya fizyolojik dejenerasyonun ifadesidir. Nietzsche, Wagner’in
Uslubuna (Uslup eksikligine) karsi, sanatta bliyiik tslup’u, baska bir deyisle, romantik zevke
(zevk eksikligine) karsi Eski Yunan ve Roma’nin klasik zevk’ini &nerir. Biiytik Gslup kitleleri
pesinden siriklemeyi arzulamaz. Blyuklik kitleye alinan mesafeden kaynaklanir; kitlelere
veya kaos’a sekil verebilmekten gelir. Klasik zevk veya bliytik lslup, romantizmin aksine,
yasamsalliktaki artisin disavurumudur. Bunlarin kaynaginda ise sonsuzluktan, safliktan
veya erdemden, baska bir deyisle, kitlelerin parcasi olmaktan degil; farktan ve farkl olmayi
duyumsamaktan alinan zevk vardir. Bu bildiride, Nietzsche’nin gli¢ istenci olarak sanat
gorusinin, sanatin fizyolojisi kavrami altinda sanat yapitini, sanatgiyi ve bir sanat yapit
olarak yasami nasil degerlendirdigi ele alinacak; bu baglamda onun, romantizmi ve
Wagner’i ne sekilde elestirdigi ve bunlara alternatif olarak klasik zevk ve bliylik tislup’u ne
bakimdan 6nerdigi tartisilacaktir.

Anahtar Sézciikler: Sanatin Fizyoloijisi, Klasik Zevk, Biiyiik Uslup, Romantizm, Richard
Wagner
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Art as Will to Power:
Nietzsche's Criticism of Romanticism and Wagner

Orkun TUFENK
tufenkorkun@hotmail.com

Nietzsche, in the one of his early writings, named Richard Wagner in Bayreuth (1876),
described Wagner's new art as self-discovery of the art; but, in one of his later texts,
named the Case of Wagner (1888), depicted Wagner as a decadence and also his music as
sickly. The change in Nietzsche's attitude towards Wagner was related to the position he
was taking against idealism and romanticism in the process. In his late writings, Nietzsche
argued that romanticism had deceptive joy because of its close relationship with morality
and its belief in the purity and eternity of emotions. This unfounded joy, which had gained
by romanticism, quickly has transformed itself into its own opposite. In the philosophical
sense, along with Wagner (especially in his last period) who was influenced by the
pessimism of Schopenhauer, romanticism lost its joy and became passive nihilism.
According to Nietzsche, Wagner, who himself was an expression of being exhausted,
called out to an age that was physically and spiritually exhausted; this was precisely the
cause leading to his becoming massive; so that he could not be a savior; rather, he
disseminated being exhausted. Artists and listeners who are weak in body, vitality or
energy can only exist and be enthusiastic with the Wagnerian music of exhaustion. For
Nietzsche, the value of the work of art should be evaluated for whether this work refers
to an increase or decrease in the vitality (or body power). The physiology of art is precisely
the criterion to evaluate it. From the physiology of art, Wagner's art, which can be
described as an enthusiasm of the moral pessimism, was the expression of the decrease
in vitality or of the physiological degeneration. Nietzsche, against Wagner's style (actually
lack of style), in other words, the romantic taste (actually lack of taste), proposes the
classical taste and grand style of Ancient Greek and Rome. The grand style does not desire
to affect the masses. The Grandness is caused by the distance taken from the masses; it
comes from being able to shape masses or chaos. Classical taste or grand style, unlike
romanticism, is the expression of the increase in vitality. The source of these is the
pleasure of the difference and feeling of the being different; but not the pleasure of
eternity, of purity or of virtue, in other word, of being part of masses. In this
presentation, it will be discussed how under the guidance of the concept of physiology of
art, Nietzsche's view of art as the will to power evaluates the work of art, the artist and
the life as a work of art; in this context, how he criticizes romanticism and Wagner; why
he suggests the classical taste and the grand style.

Key Words: Physiology of Art, classical taste, Grand Style, Romanticism, Richard Wagner
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Kitsch ve Estetik Begeni: Kant'tan Bilissel Estetik
Kuramlarina Tanidiklik ve Yenilik Karsithgini Yeniden
Degerlendirmek

Zeynep Gigdem UYSAL UREY
Mimarlik B&liimii, Cankaya Universitesi, Ankara, Tiirkiye, zeynepuysal@cankaya.edu.tr

Bu calisma, kitsch'in estetik begenisini bilissel tanidiklik (cognitive familiarity) perspektifi
araciligiyla incelemeye ve estetik begeni kosullarint hem Kant'in “Estetik Yarg) Elestirisi”’ adl
eserinde hem de ampirik estetik konusundaki son bilissel ¢alismalarda karsilastirmali olarak
okumaya galismakta, ve boylelikle, kitsch'in estetik begenisinde tanidikigin biligsel roliini
izleyebilmeyi ama¢lamaktadir. 19. ylizylldan sonra modern bir estetik terimi olarak tanimlanan
kitsch, karsiti olarak anilan avangard sanat ile birlikte tartismali bir ikilik icinde barinmaktadir.
“Kéti begeni” olarak nitelendirilerek hor goriilen kitsch, tekrarlayicilik, tanidiklik ve
duygusallik gibi avangard tarafindan reddedilen nitelikleri benimsemektedir. Kitsch ve
avangard sanat arasindaki bu ikilemi yaratan ise aslinda tanidiklik ile yenilik arasindaki ickin
karsitliktir. 18. ylizylldan sonra estetik begeninin temel kriterlerinin belirlenmesinde 6nemli bir
rol oynayan Immanuel Kant, “Estetik Yarg Elestirisi” adli eserinde “saf begeni yargisi”’nin
kosullarini tanimlar ve “6zgir giizellik” ile “bagimh glzellik” olarak nitelendirdigi iki kavrami
birbirinden ayirir. Begeni kosullarina iliskin distinceleri, “k6ti begeni”’nin degerlendirilmesine
1sik tutmakta ve duygusallik ve tanidiklik kavramlari ile daha sonra “kitsch” olarak adlandirilan
kavram arasindaki iliskinin izlerini sunmaktadir. Bilissel literatiirde, ampirik estetik
konusundaki son ¢alismalar, begeni kavramina deginmekte ve estetik begenide tanidiklik ve
yenilik karsithgini yeniden ele almaktadirlar. Kitsch ve avangard sanat arasindaki karsithgi da
bu kapsamda yeniden degerlendirmekte ve bu kavramlarin estetik begenimizin iki
tamamlayici tarafi olarak gériilebileceklerini belitmektedirler. Bu calismalar, estetik
begenimizin, kitsch'in tanidikliginin sagladigi ontolojik glivenlik duygusu veya avangard
sanatin yenilikciliginin sundugu uyarilma ve 6zerklik duygusu arasinda se¢im yapan sosyal
motivasyonumuz tarafindan yonlendirilmekte olduguna isaret etmektedirler. Bu tartismalar
1s18Inda, bu calisma kitsch'in estetik begenisine iliskin ¢ok disiplinli bir analiz yiiriitmekte ve
estetik degerlendirmede tanidiklik ve yenilik karsithgini bilissel bir yaklagimla yeniden gbzden
gecirmektedir. Bu ¢ercevede, calisma sirasiyla kitsch kavraminin gelisimi ve estetik
degerlendirmemizdeki konumunu; Kant’in “Estetik Yarg) Elestirisi”’ adli eserindeki estetik
begeni tanimini; ve tanidiklik ile yenilik arasindaki karsitlik ile ilgili olarak kitsch'in estetik
begenisinin bilissel 6zelliklerini incelemektedir. Bu ¢alisma, s6zii edilen konularin
karsilastirmali olarak incelenmesiyle, kitsch'in estetik begenisinde tanidikigin bilissel roliiniin
saptanmasini amaglayan biitiinleyici bir bakis agisi gelistirmeye ¢alismaktadir.

Anahtar Kelimeler: Kitsch, tanidiklik, estetik begeni, Kant, bilis.
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Kitsch and Aesthetic Appreciation: Revisiting the Opposition
between Familiarity and Novelty from Kant to Cognitive
Theories of Aesthetic Appreciation

Zeynep Gigdem UYSAL UREY
Department of Architecture, Cankaya University, Ankara, Turkey, zeynepuysal@cankaya.edu.tr

This study attempts to scrutinize the aesthetic appreciation of kitsch through the lens of
cognitive familiarity and to comparatively examine the modalities of aesthetic appreciation
both in Kant’s “Critique of Aesthetic Judgement” and in recent cognitive studies on empirical
aesthetics, so as to trace the cognitive role of familiarity in the aesthetic appreciation of
kitsch. Kitsch, coined as a modern term of aesthetics after 19™ century, is housed within a
debatable dichotomy along with its counterpart, the avant-garde art. Used derogatively as
the “bad taste”, kitsch embraces the qualities that are rejected by avant-garde, such as
repetitiveness, familiarity and sentimentality. What creates this dichotomy between kitsch
and avant-garde art rests in point of fact in the innate opposition between familiarity and
novelty. Marking the primary benchmarks of aesthetic appreciation after 18" century,
Immanuel Kant defines the conditions of pure judgement of taste in his “Critique of Aesthetic
Judgement” and distinguishes between what he terms as “free beauty” and “dependent
beauty”. His thoughts regarding the conditions of taste shed light on the evaluation of “bad
taste” and deliver the traces of the link between sentimentality and familiarity with what is
later called as “kitsch”. In cognitive literature, recent studies on empirical aesthetics touch
upon this notion of taste and reassess the opposition of familiarity and novelty in aesthetic
appreciation. They reevaluate the opposition between kitsch and avant-garde art also on this
basis, stating that they can be seen as the two complementary sides of our aesthetic
appreciation, which is guided by our social motivation either for the ontological security,
housed by the familiarity of kitsch, or for the arousal and autonomy, offered by the novelty of
avant-garde art. In the light of these discussions, this study conducts a multi-disciplinary
analysis on the aesthetic appreciation of kitsch and revisits the opposition of familiarity and
novelty in aesthetic appreciation via a cognitive approach. On this basis, the study
respectively examines the development of the notion of kitsch and its position in our
aesthetic appreciation; the portrayal of aesthetic appreciation in Kant’s “Critique of Aesthetic
Judgement”’; and the cognitive characteristics of the aesthetic appreciation of kitsch with
regard to the opposition between familiarity and novelty. Examining these topics
comparatively, this study attempts to develop an integrative perspective for the detection of
the cognitive role of familiarity and its relationship with the aesthetic appreciation of kitsch.

Keywords: Kitsch, familiarity, aesthetic appreciation, Kant, cognition.




3. TURKIYE ESTETIK KONGRESI 3. TURKISH CONGRESS OF AESTHETICS

Bedenin Hazlar::
Retinal Olandan Dokunsal Olana Estetik Haz ve ifade

Engin UMER
Ordu Universitesi Giizel Sanatlar Fakiiltesi Resim BSliimii, umerengin@gmail.com

Estetik konusunda gérmenin énceligi kabul edilmistir. Bunun nedenini estetigi bati odakli
okumak ve batinin bilme tarihiyle gérme arasinda bir kosutluk oldugu seklinde diistinmek
muimkin gériinmektedir. Estetik, disiplin olarak varligini, géziin ve diger duyularin bilme
konusunda statiilerinin akil benzeri hale getirilmesiyle kazanmistir. Buna gére gérme, bir
agmazin ¢6ziimui ile duyular ve zihin arasinda iligki kurma istegini gerceklestirme araci
halini almistir. Boylelikle duyulur diinya bilinebilir hale gelmesini gérmenin hakimiyetiyle
saglamistir. Aydinlanma elestirilerinin tekniklestirme ve aragsallastirma disiincelerinin
buna bir itiraz ve elestiri olarak okunmasi mimkiinddr.

Modern sanattan glinimize ise gérmeye karsi bir dizi strateji gelistirilmistir. Eser
disiincesi gorme alaninda izleyici 6znenin hakimiyetine kendisini kaptirmayan 6zellik
kazanmistir. Sanatgilar goz ve gérmenin elestirisini gerceklestirmislerdir. Bu elestiride
odaklananin ise beden oldugu séylenebilir. Beden ve dokunma duyusuyla katihmda
bulunmak, esere ulasmak, mesafeyi daraltmak, bedeni farkli gésterme ile gérmenin
terbiyesini bozmak, beden ve hareket ile hissetme ve duyumsama ile farklilasma meydana
getirmek... Beden ile diisinme, karnaval ve hayati kabul etme, onu sakatlama sanatgilar
ve dusinirlerin estetik deneyim ve ifade konusunda farkli bir deneyim ve diisiinme
meydana getirme Onerileri olmustur.

Modern diisinmenin merkezindeki 6zne gérme alanini ele geciren kusatici bir bakisin faili
olmustur. Modernist sanat ile birlikte bu elestiri altina alinmis, gérme alaninin diizeni
Uzerine disUnilmustir. Bu diistinceler ve sanatsal tiretimler gérme alaninda izleyiciyi icine
alan, katki yapmasini saglayan bir deneyim 6nerisinde olmustur. Ger¢ekdistici
nesnelerden performans sanatina izleyici gorme alaninda kendi giivenli varligin yitirmek
zorunda olmustur. disiince diinyasinda ise Nietzsche, Ponty, Bergson gibi diisiinirler
beden ile ilgili 6nerilerde bulunmus, Spinoza gibi isimler yeniden giincellik kazanmistir. Bu
disiince perspektifinin yirminci ylizyil sanatinda kendisini gdstermesi, gérme ve bilme,
gorme ve iktidar iligkisinin zedelenmesidir. Dokunma duygusu da bu agidan farkl bir
deneyim imkani olarak karsimiza ¢ikmaktadir. Dokunma bedenin deneyime girmesi,
bedensel duyumun asil olmasi demektir.

Bedensel duyumun deneyim agisindan 6nemi ise kiiltiirel 6n kabullerin denenmesi,
yikilmasi yeniden distinilmesidir. G6rme alaninda 6zne mesafenin gilivencesiyle bu
kabullere ihtiyag oldugu izlenimine sahiptir. Ancak dokunma yakinlagsma, dteki ve baska
olanile bir olma ve hatta baskalasma imkani sunmaktadir.

Bu agidan yirminci ylizyll sanati ve dislincesinde kiiresel bir kiiltiirde uzaklik ve meydana
gelen alanin gérme ile kusatiimasi karsisinda yakinlik ve dokunmanin sundugu bu imkanin
dzel bir deneyim alani olarak estetigin sinirlarini genislettigi seklinde diisiinmek
mumkindir. Bu yiizden bedensel olan ve dokunma duygusu izleyici ve sanatgi icin hazzin
gorme odakli taniminin disina ¢ikilmasidir.
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Calismamiz dokunma ve bilme halinin hazzin diizenleri a¢isindan bir dizi 6n belirlemenin
diizeninin bozulmasini 8n gorerek ve sanat tarihi agisindan bu yone egilim gosteren
yapritlari vurgulayarak yirminci ylizyil estetiginin gérme alanini yeniden diizenlemeye
giristigi sonucuna varmistir. Bu durumun etik bir mesafelendirme, ideolojik bir yabanciligi
asma imkani oldugu distinilmektedir.

Anahtar Kelimeler: Beden, Haz, Estetik, Dokunma, Deneyim, Duyum, Sanat Tarihi, Sanat
Felsefesi.
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Pleasures of the Body: Aesthetic Pleasure and Expression
from the Retinal to the Tactile

Engin UMER
Ordu Universitesi Giizel Sanatlar Fakiiltesi Resim BSliimii, umerengin@gmail.com

In the field of aesthetics, the priority of sight is widely accepted, and this can be
attributed to the adoption of a Western-oriented approach to aesthetics and the drawing
of parallels between sight and the history of knowing in the West. Aesthetics emerged as
a discipline only after the statuses of sight and the other senses were raised to that of
reason when it comes to knowing. From this perspective, sight becomes an instrument
for the realization of the desire to make a connection between the senses and the mind
through the resolving of a dilemma. In this way, the audible world became knowable with
the rise in dominance of sight. The notions of technicization and instrumentalization in
criticisms of the Enlightenment can be seen as an objection to and critique of this state of
affairs.

Both in the field of modern art and our contemporary age, a series of strategies have
been developed that are related to sight. The idea of a work has acquired a character that
resists the dominance of the viewing subject in the field of seeing. Artists have come up
with a critique of the eye and the act of seeing in which the focus can be said to be on the
body. Participating with the body and the sense of touch, accessing the work, reducing
the distance, destroying the decency of sight by misrepresenting the body, creating
differentiations with the body and movement, with feeling and sensing ... There were
suggestions for thinking with one’s body, carnival and acceptance of life, crippling life,
and the creation of a different experience and thinking about aesthetic experience and
expression by thinkers.

The subject at the center of modern thinking has been the subject of an encompassing
view that captures the field of sight. This has been criticized in modernist art, and ideas
have been put forward regarding the order of the field of sight. These ideas and artistic
creations have advocated for an experience in the field of sight that encompasses the
viewer and allows them to contribute. From surrealist objects to performance art, the
viewer must let go of their safe presence in the field of sight, while in the field of thought,
thinkers such as Nietzsche, Ponty and Bergson have made suggestions regarding the
body, and names such as Spinoza regained currency. The reflection of this way of thinking
in 21° century art weakens the connections between seeing and knowing, and between
seeing and power. From this perspective, the sense of touch emerges as a different kind
of experience. Touch means the participation of the body in the experience, with bodily
sensations taking precedence.

The significance of bodily sensation in terms of experience is that cultural prejudices are
tested, deconstructed and re-thought. In the field of seeing, with the safety of distance,
the subject gains the impression that these prejudices are needed. However, touch offers
the opportunity to get closer, to become one with the other, and even to transforminto
another.
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From this perspective, going against the encirclement of distances and spaces in a global
culture through sight, this opportunity offered by proximity and touch can be considered
to be an expansion of the boundaries of aesthetics as a special field of experience in 21*
century art and thought. In this regard, the bodily and the tactile mean, both for the
viewer and for the artist, go beyond the sight-oriented definition of pleasure.

The present study predicts the disruption of a series of predeterminations regarding the
order of pleasure in touching and knowing. To this end, it underlines works that have
shown this tendency in the history of art, and concludes that 21* century aesthetics have
sought to reorder the field of seeing. This is considered to be an ethical distancing, and an
ideological opportunity to overcome alienation.

Key Words: Body, Pleasure, Aesthetics, Touch, Experience, Sensation, History of Art,
Philosophy of Art.
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Yanhsin Bir Giicti Olarak Merkezsizlesmis Hareket:
Climax Ornegi

Melike Basak YALCIN
METU, Department of Philosophy melikebyalcin@gmail.com

Degisim, olus ve sanat filozofu olan Deleuze, hareketin tarih boyunca nasil
kavramsallastinldigini incelemis ve bu anlayislarin sanat eserlerine nasil yansidigini
arastirmistir. Ona goére Antik Yunan’da milkemmellik, seyin hayatinin sonunda ulasiliyordu
ve hareket, mikemmellige giden yoldaki duraklar olan pozlarin arasindaki gecisten
ibaretti. Deleuze bu anlara ayricalikli anlar der. Daha sonra bu ayricalikh anlar, pozlarin
UstinlGgiind gecersiz kilan ve yalnizca art arda siralanarak hareketi olusturan herhangi
anlarla yer degistirdi. Tipki Bergson gibi Deleuze de bu iki durumda da hareketin sonradan
olusturuldugunu ve bu nedenle onun yeniye olanak veren hayatinin yakalanamadigini
disiinidr. Hareketi empoze edilmis bir zorunluluk olmaktan kurtarmak ona hayatini geri
verir ve bu hayat tahmin edilemezdir; yeninin itici kuvveti olan yanligin giiciinii de icinde
barindirir. Yeni zorunlu bir anomaliden, bir teklemeden dogar. Merkezsizlesmis devinim
tam da bu teklemenin, ya da benim ‘bozukluk’ adini verdigim durumun bir 6rnegidir.
Makalemde, Bergson ve Nietzsche’den etkilenmis Deleuze’iin merkezsizlesmis devinimi
nasil anladigini ve bunun yerlesmis anlayislari yikarak 6zgiir insanlar yaratmasini saglayan
bir arag olarak nasil kullanilabilecegini arastiracagim ve Climax filminin mizansen,
sinemataografi ve hikaye bakimlarindan analiz edildiginde tam da bunu érnekleyen bir
eser olarak okunabilecegini gésterecegim.

Anahtar Kelimeler: Gilles Deleuze, sinema, yanlisin glicli, merkezsizlesmis hareket, Climax
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Decentred Motion As A Power Of The False:
The Case Of Climax

Melike Basak YALCIN
METU, Department of Philosophy melikebyalcin@gmail.com

Being a philosopher of change, becoming, and art, Deleuze tracks the conceptualisations
of movement throughout the history of ideas, and he investigates the effects of these
understandings in artworks. According to him, in Ancient Greece, perfection was thought
to be achieved at the end of the life of a thing; and movement was a mere transition
between poses on the way to this perfection. Deleuze refers to these poses as privileged
instants. Later, these privileged instants were superseded by what he calls any-instant-
whatevers, which take the supremacy of poses and constitute the movement themselves
by merely being juxtaposed. Following the footsteps of Bergson, he agrees that in both
cases movement is recomposed; the life of it that breeds the new is eluded. Freeing
movement from being an imposed necessity reveals that it is life itself which is
unpredictable, that which has the powers of false as its driving force for the new. The
new is born out of a stuttering, an anomaly that is necessary. Decentred motion is an
example of this stuttering, or what I call a ‘glitch’. In my paper | aim to show how
Deleuze, who was inspired by Bergson and Nietzsche, understands decentred motion and
how can it be used as a tool to challenge established understandings; thus it can help in
creating free people by means of force. The movie Climax when analysed in terms of mis-
en-scene, cinematography, and the story proves to be a perfect example for that.

Keywords: Gilles Deleuze, cinema, power of the false, decentered motion, Climax
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Schopenhauer Metafiziginde Estetik ve Sanat

Eyliil Deniz YASAR
Ankara Universitesi Sistematik Felsefe ve Mantik Tezli Yiiksek Lisans Ogrencisi, edeniz.yasar@gmail.com

Schopenhauer’in felsefe tarihi i¢cinde bdylesine ayriksi ve yabanci bir karakter olmasindaki
esas belirleyenlerden biri, belki de bilimsel sorgulama ve mantiga 6ncelik veren analitik
felsefecilerin aksine, bilimlere daha yiiksek bir biligsel deger atfetmek yerine sanati ve
estetigi insanligin ilerlemesinin ve felsefenin odak noktasi olarak ele almasidir. Bu
makalenin ilk bélimiinde Arthur Schopenhauer’in felsefi sisteminin temel yapi taslarini
aciklamaya calisarak diinyanin kurucu 6geleri olarak isteme/isteng (Wille) ve tasarima
(Vorstellung) bictigi rolii detaylar ile sunacagz. ikinci béliimde ise, felsefesinin 6zgiin bir
alt alani olarak Schopehauer’in estetik alanina girecek ve giizelin metafizigini agiklarken
Schopenhauer’in kendi felsefi sistemi agisindan sanatin bir alt bashk olmaktan ¢ok
felsefesinin zirvesini estetik baglamda nasil olusturdugunu géstermeye calisacagiz.
istencin zincirlerini sanat aracililyla kiran dehanin otonom estetik deneyimi ile
Schopenhauer’in insanliga sundugu 6zgtirlesme olanagini kavrama gayreti icinde bu
biyuk disintrin aci ve perisanlikla yikli karamsar diinyasi i¢inde sonu kesilmez istencin
boyunduruklarindan kurtularak 6zgiirlesmeye agilan kapiya giden yolun kdse taslarin,
belki yeniden dizmek degil ama daha da belirginlestirmek suretiyle bir yol haritasi
sunacagiz. Boylelikle, onun mantiksal pozitivistlerden de dogaci materyalistlerden de
radikal kopusunu gerceklestirdigi estetik felsefesi icinde mimariden siire, tragedyadan
muzige kadar genis bir yelpazede uzanan giizel sanatlarin, bilim karsisinda kavramsal
olarak ne ifade ettigine dair bakisinin ince detaylarini bu ¢alisma altinda bir biitiin olarak
serimleyecegiz. Sonug olarak, ancak sanatlarin sunabildigi bir bilgi tiirii sayesinde insanin
goriinen diinya tasarimlarini ve kendisini asarak istemenin gizine ve boylelikle hem
kendisinin hem de (zerinde var oldugu diinyanin hakikatine ulasabilme potansiyelini,
dehayi, estetik hazzi ve hep arayisinda oldugumuz ‘glizel’in metafizigini, Schopenhauer’in
akli ve gozii ile ¢céziimleyerek idea’dan isteme’ye uzanan yolun {izerindeki sisleri, yiiriimek
isteyenler icin dagitmis olacagz.

Anahtar Kelimeler: Schopenhauer, Estetik, Sanat, idea, isteme
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Aesthetics and Art in Schopenhauer’s Metaphysics

Eyliil Deniz YASAR
Ankara Universitesi Sistematik Felsefe ve Mantik Tezli Yiiksek Lisans Ogrencisi, edeniz.yasar@gmail.com

Perhaps it is the very reason which makes Schopenhauer such a strange and out of
ordinary character in the history of philosophy that contrary to analytical philosophers
who gives priority to scientific enquiry and logic, he doesn’t assign a higher cognitive
value to

sciences; rather he takes art and aesthetics into account as the subject matter of human
achievement and philosophy. In the first part of this article, we will try to present the
basics of Arthur Schopenhauer’s philosophical system as we summarize his opinions on
how will (Wille) and representation (Vorstellung) constitute the founder elements of the
world. In the second part, we will enter Schopenhauer’s aesthetic world as the unique
field of his philosophy. Explaining the metaphysics of beauty, we will try to point out the
fact that art means much more than being an ordinary sub-domain of Schopenhauer’s
philosophical system, but he reaches the pinnacle of his philosophy in aesthetical context.
With an effort to comprehend the possibility of liberation which Schopenhauer offers via
the autonomous artistic experience of the genius who breaks the chains of the will by the
intervention of art, we intend to present a road map to the reader by, maybe not calling
this as re-composing, but crystallizing the cornerstones of the path which heads to the
doors that Schopenhauer opens to liberation with the salvation from the tyranny of the
will in the unique aesthetic sphere rising like a gleam of hope among all the pain and
misery immanent to his pessimistic world. Introducing this great thinker’s basic opinions
on fine arts (from architecture to poetry, from tragedy to music) and what the concept of
art means comparing to sciences, genius, aesthetic attitude and the metaphysics of
beauty in his philosophy of aesthetics wherein his radical break from scientific naturalists
and logical positivists occurs, we will present the meaning of beauty in the context of
liberation. In conclusion, looking through Schopenhauer’s eyes and mind, we will have
the fog covering the path reaching out from Idea to Will cleared up for whom willing to
pursue that very path which leads to the potentiality of the individual to transcend
themselves along with the repsresentations of the world and obtain the authenticity of
Will as well as the meaning of the existence of their own selves and the world via the help
of a type of knowledge which could only be produced by art.

Keywords: Schopenhauer, Aesthetics, Art, Idea, Will
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Ozel Yasam Alaninda Sanat:
Tirkiye’de Il. Diinya Savasi Sonrasi Donemde Mimarhgin
Sanatla Kurdugu Diyalog

Ezgi YAVUZ
Uluslararasi Kibris Universitesi, eyavuz@ciu.edu.tr

Mimarlik ve diger sanatlar tarih boyunca farkl diizeylerde, gorsel veya kavramsal olarak,
yilizeysel veya biitiinsel sekilde birbirleriyle iliski icinde olmuslardir. Onceki ylizyillardaki
geleneksel mantigin 6tesinde 20. yuzyilda bu anlamda farkl bir donemece girilmistir. Farkl
disiplinler arasindaki sinirlar belirsizlesmis ve birbirlerinin alanlarina gecis yapmislardir.
Mimarlk yéninden bakildiginda ise bu tip bir iligki farkli bigimler sunabilir. Bir sanat eserinin
dekorasyon nesnesi olarak bulundugu atmosfere deger katabilecedi, mekan tasariminda
islevsel bir eleman olarak yer alabilecedi veya mekansal algida farklilik yaratarak kullaniciya
mekanda farkli deneyimler yagatabilecegi dusunulebilir. Il. Dinya Savasi sonrasi donemde
mimarlik ortaminda gorunen genel yaklagim, modern mimarhgin temel ilkeleri ve 6zellikleri
Uzerinden sorgulanmaya baglanmasidir. “Modern” kavraminin anlami ve kapsami
tartisiimaya baglanmis ve bir 6z elestiriye gidilmistir. Bu sorgulamada aslinda karmasik bir
rota icinde yeni bir mimari sdylem arayigina girildigi gorulur. Modernizmin yadsinamaz
ilkelerini yeniden degerlendirmenin yani sira modern mimarligi icine dustigu bu gikmazdan
kurtarmak igin mimarligin plastik sanatlarla iligkisi de yeni bir yaklagimla yeniden
degerlendiriimeye ve dusinilmeye baglanmigstir. Sanat ve mimarlik ¢evreleri bir diyalogun
gerekliligini desteklemis, ortaklasa yapilmasi 6n goérilen igleri gerekli kilan projeler ortaya
koymus ve bunlarin gerceklesmesi igin cabalamiglardir. Sonunda, bu yeniden degerlendirme
sureci bir anlamda plastik sanatlar ile yeniden bir bag kurma sureci haline gelmistir.

Bu yazinin amaci mimarligin diger sanatlarla olan diyalogunu Il. Dinya Savasi sonrasi
dénemdeki modernist yaklasim g¢ergevesi icinde konut tasarimina odaklanarak tartismaktir.
Bu noktada, s6z konusu diyalog distincesinin nasil ve neden bi¢cimlendigi sunulurken,
konuya 6zel yagsam alaninin mimari Gretimi perspektifinden yaklasiimaktadir. Diyalogun
tanimi, kavramsal ¢ercevesi ve igleyis bicimi ile ilgili sdylemlere yer verilirken érmekler
Uzerinden sanat eserlerinin yerlestiriimesinin mekansal bigimlenmeye katkilar
sorgulanmaktadir. Turkiye mimarlhk ortami ‘modern’in kendi baglamlarina uyumlu olacak yeni
bir formilasyonunu ararken sanat ile olan diyalog uygun bir regcete sunar hale gelmistir.
Donemin mimarliginin sanat eserlerini tasarima dahil etmek kanaliyla toplumsal bir anlam
olusturmay1 amacladigi gérilmektedir. Bu nedenle ¢alisma, modernizmi yeniden tanimlama
tavri ¢cercevesinde, sanat ve mimarlik iligkisini, savas sonrasi dénemde mimarlikta yer alan
kamusal anlam olugturma ¢abasi ve yerel-uluslararasi ikiligi Uzerinden yorumlamaktadir. Bu
dogrultuda, s6z konusu ikiligi de ‘konumlandiriimig modernizm’ (situated modernism)
zeminine yerlestirerek, konut yapilarindaki sanat ve mimarlik diyalogu konusunu anlamaya
calismaktadir.
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Art in the Private Sphere:
Architecture’s Dialogue with the Arts in Postwar Turkey

Ezgi YAVUZ
Cyprus International University, eyavuz@ciu.edu.tr

In a visual or a conceptual manner, as in a superficial way or a complete act of integration,
architecture and the arts have been connected in many ways throughout history. Apart
from traditional understanding of the previous centuries, a new approach appeared in
the 20" century that stimulated an interdisciplinary approach. The borders between
these fields blurred and each crossed the boundary to the other’s side. From the
architectural perspective this kind of a relationship might suggest different forms. An
artwork might act like a decorative object; enrich the atmosphere through its presence;
operate as one of the functional elements of design; or offer diverse types of experiences
to the beholders by providing different spatial perceptions. Within the postwar
architectural sphere, modern architecture began to be questioned with regard to its basic
principles and features. The meaning and the scope of the term ‘modern’ was re-
evaluated and modern architecture was faced an internal critique. This questioning
process followed an intricate path that sought a new architectural discourse. In addition
to these incontrovertible tenets of modernism, the alleged relation of architecture with
the plastic arts also began to be re-evaluated and rethought in order to go beyond the
impasse that modern architecture was encountering. The art and architecture circles
advocated the necessity of collaboration, put forward specific projects that required
collective works and tried to achieve these goals. Eventually, this reevaluation process
became, in a way, the process for reconstructing a bond for architecture with the plastic
arts. The aim of this article is to discuss architecture’s dialogue with the arts by focusing
on houses in the context of postwar modernism. At this point, while presenting how and
why the idea of this dialogue was formed, the issue is approached from the perspective
of the architectural production of private sphere. While embracing the intellectual basis
and the discourses related to modus operandi, the alignment of the artwork in terms of
contributing to spatial formations through various examples is also questioned. For the
Turkish architectural milieu, the dialogue with the arts was nothing less than an
acceptable recipe, which also suggested pragmatic solutions in the search for a new
formulation of the ‘modern’ that was adaptable to its own context. It seems that
contemporary architecture aimed to establish a public meaning through artworks
incorporated into its design. Regarding this attempt to redefine modernism, the study
will interpret the relationship between architecture and the arts through the dichotomy
between the international and the local in postwar architecture, and through the effort
to establish a connection with the public. Accordingly, it tries to understand the dialogue
between architecture and arts in the private sphere by formalizing this dichotomy around
the concept of “situated modernism”.
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Yapi ve Sokagin Arakesitinde “Ermenek Ortmeleri”

NiSA YILMAZ ERKOVAN

Alanya Alaaddin Keykubat Universitesi Sanat Tasarim ve Mimarlik Fakiiltesi Mimarlik Bélimdi,
nisa.erkovan@alanya.edu.tr

Bu bildiri 6zel ve kamusal alan arasinda bir arakesit olan “6rtme”” nin insan, kent ve yerelle
olan iliskisinin estetik bir alg Gizerinden degerlendirilmesini kapsamaktadir. Karaman ili
Ermenek ilcesinde bulunan értmeler tizerinden yapilacak olan bu mekansal okumalarla
ortmelerin kentle, bireyle, cevre, topografya ve kiiltiir tizerindeki etkileri tartisilacak ve
geleneksel sokak dokusu tizerindeki mekansal kurgu incelenecektir. insanlarin ‘yer’e olan
aidiyeti ile gliclii mekansal deneyimler elde edebilmeleri ancak cevrelerini iyi anlama ve
yorumlamalari ile miimkiin olmaktadir. Mimarlik ve sehircilik, 6zel ve kamusal alan
arasinda sikisip kalan kentsel bir arakesit olan értmeler, sahipsiz mekanlardir ve ayni
zamanda kentsel boslugun tanimlarindan biridir. Sokak tizerindeki ritmik devamlihgi
saglayan giindelik hayat mekanlari olan bu bosluklar, tist kotta da konutun devamliligini
saglamaktadir. Kentte lretilen bu bosluklar yalniz gelip gecilen mekanlar olmanin
otesinde daha giiclii mekansal anlamlar barindirmaktadirlar. Ozelin ve kamusalin kesistigi
bu mekanlarin kent icerisinde ¢izdigi ve olusturdugu algi her bireyde farkl olmaktadir.
Ortmeler, kent sirekliliginde topografya ve yapili cevrenin birbirine gectigi, kentsel bir
omurga ve digim noktalari olmustur. Kentsel bir kalip olarak tretilen bu yapilar ve/veya
bosluklar her defasinda farkl bir bedende viicut bulan bir 6riintiye déntsmistir. Ayni
amag icin kurgulanmis olmasina ragmen her bir 6rtme farkl tiirden kurgulanmistir. Bu da
bize ge¢misten gelen ve bireysel bellekten aktarilan bir striktiiriin ortak kiiltiir
baglaminda farkli mekansal diizenlemelerle kurgulandigini géstermekte; malzeme, yapim
teknigi ve form farkliliklari olarak karsimiza ¢ikmaktadir. Bu baglamda kentsel bir arakesit
ve kentsel bosluk mekanlari olarak ele alinan 6rtmeler degerlendirilecektir.

Anahtar Kelimeler: Ermenek, Ortme, Mimari, Mekan, Bosluk.
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“Ermenek Coverings”
In The Intersection of The Building and The Street

NiSA YILMAZ ERKOVAN

Alanya Alaaddin Keykubat University, Faculty of Art Design and Architecture, Department of Architecture,
nisa.erkovan@alanya.edu.tr

This paper contains an aesthetic perception of the “covering” in a relationship between
human, urban and venacular, which is the intersection between private and public space.
These spatial readings will be made over the coverings in Ermenek district of Karaman
province and the effects of coverings on the city, individual, environment, topography
and culture will be discussed and spatial fiction on traditional street texture will be
examined. It is only possible for the people to have strong spatial experiences with their
belonging to the ‘place’ and to understand and interpret their surroundings. “Coverings”
which is trapped between architecture and urbanism, private and public and being an
urban intersection, is unowned spaces and it is also one of the definitions of urban gap.
These gaps, which are the daily life spaces that provide rhythmic continuity on the street,
ensure the continuity of the residence in the upper elevation. These spaces produced in
the city have more powerful spatial meanings than being the only places to come and go.
The perception that these places, where the intersection of the private and the public,
draws and created in the city is different in every individual. Coverings have been an
urban spine and node points where topography and built environment intertwine in
urban continuity. These structures and / or gaps, which are produced as an urban mold,
have been transformed into a pattern that is formed in a different body each time. Each
covering was constructed in different types, although it was constructed for the same
purpose. This shows us that a structure from the past and transferred from individual
memory is constructed with different spatial arrangements in the context of common
culture; material, construction technique and form differences are confronted. In this
context, “coverings” considered as an urban intersections and an urban spaces will be
evaluated.

Key Words: Ermenek, Covering, Architecture, Space, Gap.
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Korku Paradoksu
veya Olumsuz Estetik Deneyimlerin Degeri

Eyliil YOCEL
ihsan Dogramaci Bilkent Universitesi eylul.yucel2@gmail.com

Bu makale estetik davranismizdaki bariz celiskiyi ele almaktadir: normal hayatta
ka¢inacagimiz korku sanati deneyimlerinin neden pesinde kosuyoruz? Bu makalede trajedi
paradoksuyla ayni estetik kaygiyi ortaya cikaran ve onun ¢agdas versiyonu olan korku
paradoksunu ele aliyorum. Korku paradoksunun giindeme getirdigi soru su sekildedir:
normal hayatta kaginacagimiz korku sanati deneyimlerini deneyimlemekten neden zevk
aliyoruz? Paradoksun dogasini acik¢a anlamak icin, paradoks asagidaki tutarsiz ticliyle
ifade edilebilir:

(A) Korkmaktan veya igrenmekten hoslanmayiz.
(B) Korku filmleri bizi korkutur ve/veya igrendirir.
(C) Korku filmlerinden hoslaniriz.

Paradoksun nedenini, korku hikayelerinin igreng ve korkutucu bir canavarin varligini
kanitlamak ya da eger insanlarin genel olarak olumsuz duygulardan hoslanmayacagi
anlayisi olursa baziinsanlarin olumsuz duygulardan hoslanabilecegi seklinde agiklayan bazi
cevaplar vardir. Ancak bu yazida farkl bir bakis agist 6neriyorum. Giiglii duygulan giivenli
bir ortamda deneyimlemekten zevk aldigimiz ve glicli duygulari deneyimlemek olumsuz
duygulara maruz kaldigimizda daha kolay oldugu i¢in korku sanatindan hoslaniyoruz.
Buna gore, korku sanatindan estetik olarak zevk almamizin zengin agiklamasinin, insanin
duygusal gelisimini hesaba katmasi gerektigini savunuyorum. Yani, ahlaki egitimimizin
6nemli bir parcasi olan ve baskalarina karsi sahip oldugumuz sempati kapasitesi korku
filmleri izleyerek ya da korku romanlari okuyarak sekillenebilir ve gelisebilir. Makalem, 18.
Yuzyil filozoflarinin- Sophie Grouchy, David Hume ve Adam Smith- trajedi paradoksuna
iliskin sempati kavramina odaklanmaktadir. Sempatinin, trajedi paradoksunu ¢6zmemize
yardimci olup olmadigini belirledikten sonra, Mary Shelley’nin Frankenstein’ini 6rnek
olarak kullanarak, sempati kavramini korku paradoksuna uygulayacagim.

Anahtar Sézciikler: Sempati, korku, trajedi, yaratik, Frankenstein
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The Paradox of Horror
or The Value of Negative Aesthetic Experiences

Eyliil YOCEL
ihsan Dogramaci Bilkent Universitesi eylul.yucel2@gmail.com

This paper focuses on the apparent conflict in our aesthetic behavior: why do we seek
through horror art experiences we would avoid in real life? | address the contemporary
version of the paradox of tragedy that raises the same aesthetic concern, that is, the
paradox of horror. The question raised by the paradox of horror as follows: why do we
like to experience horror art experiences we would normally avoid in real life? In order to
understand the nature of the paradox clearly, the paradox can be stated as the following
inconsitent triad:

(A)We do not enjoy being scared or disgusted.
(B) Horror movies scare or/and disgust us.
(C) We enjoy horror movies.

There are some replies to the paradox which explain the reason why in such a way that
horror stories are about proving an existence of a monster that is disgusting and
terrifiying or some people can enjoy negative emotions if there is an understanding that
people do not in general like negative emotions. In this paper, however, | offer a different
standpoint. We enjoy horror art because we enjoy experiencing strong emotions in a safe
environment and it is often easier to experience strong emotions when we are exposed
to negative emotions. Accordingly, | argue that a rich account of our aesthetic enjoyment
of horror art must take human emotional development into account. That is, the capacity
for sympathy, which is the important part of our moral education, we have for others can
be shaped and so developed by reading horror novels and watching horror movies. My
paper focuses on 18" century philosophers’-Sophie De Grouchy, David Hume, Adam
Smith- arguments on the notion of sympathy with regards to the paradox of tragedy.
After establishing whether sympathy helps us solve the paradox of tragedy, | apply the
notion of sympathy to the paradox of horror by using Mary Shelley’s Frankenstein as an
example.

Key Words: Sympathy, horror, tragedy, monster, Frankenstein
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Edebi Eserlerdeki Estetik Dersleri

Emre ZEYTINOGLU

Ozellikle Platon’un ve Aristoteles’in ilham verdigi bir bakis agisi, birtakim karsi ¢ikislari,
kabullenmeleri, diizeltmeleri vb. icererek 18. ylizyll Aydinlanmasina kadar stirmdis ve o
ylizyilin estetik anlayisinin temel taglarindan birini olusturmustur. Giiniimiize de uzanan bu
stireg icinde, her ne kadar blytiik felsefi kirlmalar yasanmissa da, Yunan felsefesinin actigl
kanalin disina ¢ikildigi ya da tiimiyle unutuldugu asla séylenemez. iste bu yiizden, modern
estetik kuramlar ile Yunan felsefesi arasinda bir bagin oldugunu diisiinmek ve bunlari
ortaya koymak, hic de yersiz bir davranis degildir.

Ozellikle modern estetigin ve sonrasinin, 6zne kavramiyla kurdugu baglar, bizi yine “nesne
ve idea” ya da “varlik ve metafizik” problematikleri ile karsi karsiya birakiyorsa, elbette
bunun baslangi¢ noktasini, yani Yunan felsefi yaklasimini unutmak diye bir secenek
olamaz.

Dolayisiyla bu konusma s6éz konusu iliskileri kisaca ortaya koyarken, bunlarin érneklerini
edebi eserler icinde yerlestirilmis bazi béliimlerden vermekte ve sanki bir “estetik dersi”
gibi diizenlenmis bu ilging metinleri glindeme tasimaktadir.
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“Muhafazakar” Kiultir Endistrisi

Melek ZORLU
melekx@gmail.com

Turkiye’de 2000’li yillarla birlikte daha dnce karsilasmadigimiz, kendilerini 6ncelikle dinine
bagli ve Osmanl hayrani muhafazakarlar olarak tanimlayip muhafaza ettiklerini
disiindigiimiiz hemen hicbir seyi muhafaza etmedigini gérdigtimiz bir kesimle
karsilastik. Siyasal iktidari elinde bulundurmanin da basinciyla 6zellikle st orta siniftan,
muhafazakar ve muitedeyyin bir kesim son derece satafatl yasam tarzlari ve kdiltirel
tercihleriyle “bildigimiz”” muhafazakar imgesini yerle bir ediyor gibi gériintyorlar.
Muhafazakarlik hangi zaman ve mekanla iliskili olduguna gére yeniden tanimlanmasi
gereken bir ideolojik pozisyondur. Muhafazakarhigin tarihine baktigimizda
“muhafazakarlikla ilgili algilarimizin daha ¢cok muhafazakarlikla iliskili kimi kaliplarin Griind
oldugunu fark edebiliriz.

Kdltir kavrami ise hemen her seyi kapsayacak anlamda iceriklendirilebilmektedir. Terry
Eagleton’in Kdiltlir Yorumlari kitabinda Raymond Williams referansiyla yaptigi ‘uygarlk
olarak kdltiir’, ‘yasam tarzi olarak kiiltiir’ ve ‘sanat olarak kiiltiir’ ayrimi islevseldir. Yasam
tarzi olarak kiiltiir, cogulculuga referansla belirli bir topluluga ait 6znelerin
sekillendirilmesi, belirli kodlarin aktariimasi stirecinde referans verilen, “olumlu anlam”
yiiklenen baslica degerlerle iliskilidir. Yasam tarzi olarak kiltlr toplumun estetize edilmis
yorumudur. Kdltirel Giretime, bir Gist-kiltire referansla anlasilan sanat olarak kiiltiir ise
bireysel gelismeye, sanatsal tiretimin “bozulan” —hakikatin hi¢bir faydasi olmadigini
disiinen ve degerden de yalnizca satilabilecek seyleri anlayan bir toplumsal diizen
tarafindan kirletilmis- boyutlarina odaklanir.

Muhafazakarhigin kiiltiirle iligkisi kurulurken bu cerceve icerisinde ‘yasam tarzi olarak
kdltur’ ve ‘sanat olarak kiltir’ tanimlarinin kesisiminde bir kiiltiir tanimindan hareket
edebiliriz.

“Kiltirel muhafazakarlik Tirkiye’de kendini nasil yeniden Gretmektedir” sorusuna -arka
planinda elitizm/ popiilizm tartismasinin yer aldig1 gerilimde- bugiin icinden gegtigimiz
surecte muhafazakarligin popdler kiltirin icinde erimesi ve kitlesellesmesi olgusu
baglaminda verilecek yanitlar son derece ufuk agic1 olacaktir.

Bu sunumda sanatin toplumsal olanin bir yansimasi oldugu gorisiine siddetle karsi ¢ikan
ve “sanatin toplumla anlasmasini fesh etmesi gerektigi”’ uyarisinda bulunan Adorno’nun
kdltar endistrisi elestirisinden hareketle; poplilerlesen ve kitlesel tiiketim nesnesi olan
sanat Urinlerinin Benjamin’in tabiriyle “halesini yitirmesi” tartismasindan baslayarak;
muhafazakar imgelerin popdiler kdiltiirle biitiinlesmesinin sonuglari tizerinde durulmaya
calisilacaktir.

Anahtar Kelimeler: Muhafazakarlik, Kiltdr, Kdltlirel Muhafazakarlik, Kiltir Endistrisi,
Popiiler Kiltir
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“Conservative” Cultural Industry

Melek ZORLU
melekx@gmail.com

With the beginning of the second millennium, a new phenomenon of conservatism comes
in view. These conservatives fashion themselves as pious and the admirer of Ottomans,
and even though they are thought to conserve these values, one can easily observe that
they do not conserve them at all. They grabbed economic power with the help of keeping
the political power and prefers luxurious lifestyle and cultural preferences, which are
distinct from stereotypical conservatism, and they destroy this image. Conservatism is not
a monolithic ideological position, it needs to be redefined according to context. When
one draws attention to the history of conservatism, (s)he can realize that the perception
of conservatism is the product of stereotypes of conservatism.

According to the several notions of culture, culture covers almost every pattern. In The
Idea of Culture, Terry Eagleton, with a reference to Raymond Williams, classifies the
culture in three categories; “the culture as a civilization,” “the culture as lifestyle,” and
“the culture as art.” These categories are functional: The culture as lifestyle refers to the
pluralism shaping the subject of a particular society and addresses to the transmission of
codes, and it is related to the values given “positive meaning.” The culture as a lifestyle is
an aestheticized interpretation of society. The culture as art is understood in terms of
high culture, and it focuses on the personal development and the “degenerated”
dimensions of art, in other words, it emphases on the art corrupted by social order, which
decrees that truth does not have any benefit and understands meta from “the value.” In
this respect, when | establish a link between conservatism and culture, my definition of
culture based on the intersection of “the culture as a lifestyle” and “the culture as art.”
To evaluate the question, ""How has cultural conservatism in Turkey reproduced itself?",
the today's fact of melting and massification of conservatism in popular culture is
extremely important and stimulating in the context of the debate between elitism and
populism.

In this presentation, Adorno's critique of the culture industry, which strongly opposes the
view that art is a reflection of the social life and warns that art should terminate its
agreement with society, will be investigated. Starting with the discussion of art products
that become popular and mass objects of consumption as Benjamin states the loss of
arua, the results of the integration of conservative images with popular culture will be
discussed.

Key words: Conservatism, culture, cultural conservatism, cultural industry, popular
culture.
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Giysiyi Hayal Et

Ayse GUNAY
FMV Isik Universitesi Giizel Sanatlar Fakiiltesi, ayse.gunay@isikun.edu.tr

Atdlye calismasi kisilerin zevk ve estetik anlayislarinin ne kadar kisisel ve birbirinden farkl
nitelikler tasiyabilecegini yansitmayr amaglamaktadir. Sanat tarihi, estetik algilar, giizelligin
tarihgesi, moda tarihi, kostiim tarihi gibi basliklarda genel olarak belirli bir kavramin bilinen
insanlik tarihinden giiniimiize nasil olustugu, algilandigl, yorumlandigi ve gelistigi tizerinde
durulur. Ozellikle moda tarihi dendiginde 10’ar 20’ser yil icerisinde 6ne ¢ikan stiller,
kumaslar, renkler, formlar, dokular ve siliietlerden bahsedilir. Bu genel gecer bilgiler gérsel
kaynaklar esliginde o dénemlere ait belirli algilarin olusmasina yol agar. Bir taraftan kaliplara
yerlestirilip sistemli sekilde tanimlanmaya ve anlatilmaya ¢alisilan bu stiller ve gériintiiler bir
taraftan da aslinda son derece cesitli ve degiskendir. Hatta cogu zaman genellemeleri
bozan goriintiler karsimiza gikar.

Bu atdlye calismasinda amag, giysi modasinda 6ne ¢ikan belirli ddnemleri ana hatlari ile
yansitan kisa metinleri katilmcilara dagitarak bu metinlerden aldiklari bilgi ve his ile o
dénemlere ait giysi gorintileri hayal etmelerini ve dénemin tanimlanan estetigini kendi
bireysel algilarinda yorumlayarak bastan yaratmalarini saglamaktir. Bu yaratilacak
tasarimlarin gesitliligi ve farkliigr yukarida bahsedilen genel tanim ve siniflandirmalarin bir
taraftan da ne kadar kirilgan ve yoruma agik oldugunu géstermesi agisindan ilging olmasi
ongorilmektedir.

Katiimcilara Kralice Viktorya ve Art Deco donemlerini tanimlayan ve sadece metinden
olusan kagitlar dagitilacak; bu metinlere gore her bir katihmciya dagitilan izerinde giysi
olmayan kadin bedeni figiirlerine gene onlara dagitilacak malzemelerden kendi istekleri
dogrultusunda  kolaj teknigi ile giysi tasarlamalart ve bunlan  kagitlara
yapistirmalari/dikmeleri, gerekli gordiikleri yerde renkli kalemler ile ekleme yapmalari
istenecektir.

Gerekli malzemeler: Her bir katiimci i¢in 1-2 adet 50*70 cm boyutlarinda lizerine beden
cizimi basilmis beyaz kagit.

Katilmcar sayisi: maksimum 15 kisi

Siire¢: Kisa bir agiklama sonrasi katimcilarin ¢alismaya baglamasi, siirenin sonuna dogru
toplanan tasarimlara hep beraber bakarak yorum ve degerlendirmelerin yapilmasi.
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Imagine The Dress

Ayse GUNAY
FMV Isik University Faculty of Fine Arts, ayse.gunay@isikun.edu.tr

This workshop aims to reflect how personal and different the individuals’ taste and sense
of aesthetic would be while we are trying to generalize and categorize the visual
information. In the titles like art history, aesthetic perceptions, history of beauty, fashion
and costume history, any given concept is evaluated and interpreted in a timeline parallel
to human history. Especially in the history of fashion, there are 10-20 years of periods in
which we can observe distinctive characteristics of style, fabrics, colors, forms, textures
and silhouettes. These well-accepted information together with related visual sources, lead
to formation of some perceptions specific for any given period. On one hand these styles
and visuals are strictly classified and identified; but on the other hand they are very much
diverse and flexible. More over, we usually confront with the looks that conflict with the
generalized acceptions.

The aim of the workshop is to create personal interpretations of given time periods from
fashion history. The participants will be given short texts describing details from Queen
Victoria or Art Deco period and they will be drawing, coloring, sewing, making collage on
the body figures printed on papers inspired from the texts. They will be imagining the visual
output of the descriptions with their personal interpretation and sense of aesthetic.

The diversity of the possible outcomes of the workshop would be interesting to show the
fragility of the classifications.

Materials: 50*70cm size paper with a body figure printed on (1 or 2 pieces for each
participant)

Number of Participants: max 15 person

Process: A short introduction, creation process, comments and evaluations on the
outcomes.
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Biylniin Mekanlar::
Sessiz Filmlerde Sinema Salonlari

Elif Kaymaz
Mimarlik Tarihi, ODTU, elifkaymz@gmail.com

Bir mimari yapinin, kamusal olarak, bir ekrani ve lizerinde hareketli imgeleriyle birlikte
misafir etmesi; 1896’da Paris’te bir barda vuku buldu. insanlar oturaklarini ve yiizlerini
merakla ekrana déndu. Yerlerinde zor durarak isiklarin ve golgelerin ekranda (izerlerine
diisen gorevi yapmalarini izlediler. Bundan ¢ok degil, yaklasik bir on yil sonra, Sinema
Salonu, kendi basina bir mimari yap olmus, sinematograf ve ekrani sahiplenmis, bir
kamusal mekan olarak insanlari agirlayacak, izleyicinin sandalyesindeki 6zel alanini tayin
etmis olacakti. Gliniimiize kadar uzanan, bir asirdan uzun bu siire boyunca, Sinema
Salonu, essiz bir sosyal pratik yaratmis olup; kendi kurallariniiyisiyle kétistyle, yerine ve
zamanina gore degise doniise yaratmis bulunmaktadir.

Sinema salonlarindaki izleyicilerin hevesleri ve bu tecriibenin karmasiklig, veya ilk
zamanlarda, izleyicilerin salt heyecani, sinemanin ilk yillarinda yapimcilarin, ydnetmenlerin
ilgisini oldukga fazla cekmistir. Sinemalar girisleri, ¢ikislari, sandalyeleri, dekorlari vb. ile
mekansal olarak, film igin oldukga zengin bir set sunmaktadirlar. Sinema mekanlarinda
gecen filmler icinde kavgalar, girdltiler, yanls anlasiimalar en eglenceli bicimde
sunulmustur. izleyicinin, ekrandaki imgelerin gercekligi ile sinema salonundaki kendi
gercekligi arasinda bocalayisi tekrar eden bir tema olup, her seferinde bagkarakterin,
oyuncularin yalnizca rol yaptigini anlamasi ile hayal kirikligr ile sonlandinilmustir.

Program

“Biiyliniin Mekanlar” seansinda 3 {ilkeden (7 ABD, 2 italya, 1 Birlesik Krallik) 10 film
secilmistir. Bu filmler, bir kisinin veya bir grup insanin bir odada, bir salonda veya bir
sinema salonunda bir ekranda film izlemelerini ve kosullarini konu alir. Bu film segkisi
gosteriyor ki; bu kosullar basit bir hadise degil, tam tersine, olabilecek en atesli, en kaotik,
en muammali olaylarin kosullaridir. Bu mimari alan; insanlarin hayatlarinin en biytik
soklarini yasadiklarini, insanlarin ekranda gordiiklerine sevdalandiklari, yer kapma
mucadelesine birbirlerini tokatladiklari, kadinlarin biiyiik sapkalar yiiziinden gézden
kaybolduklari, makinistlerin dikkatsizlikleri ylizinden salonlari yaktiklari durumlara sahne
olacaktir. Hepsi ve daha fazlasi, sinemalarda...

e The Countryman and the Cinematograph
Robert W. Paul, 1901, UK, 1min

e Uncle Josh at the Moving Picture Show
Edwin S. Porter, 1902, USA, 2min

e The Picture Idol
James Young, 1912, USA, 15min

¢ AFilm Johnnie
George Nichols, 1914, USA, 15min

e Those Awful Hats
D.W. Griffith, 1909, USA 3min

¢ At the Cinema Show - Al cinematografo guardate ... e non toccata (original title)
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Itala Film, Torino, 1912, Italy, 6min
e A Dramain the cinema - Una Tragedia Al Cinematografo (original title)
Enrico Guazonni, 1913, Italy, 8min
e Mabel's Dramatic Career
Mack Sennett, 1913, USA, 14min
e Luke's Movie Muddle
Hal Roach, 1916, USA, 7min
e The Original Movie
Tony Sarg, 1922, USA, 7min
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Where the Magic Happens:
Movie Theaters in Early Cinema

Elif Kaymaz
History of Architecture, METU, elifkaymz@gmail.com

The first time architecture hosted publicly a screen with moving pictures on, wasin a
simple bar in Paris. People turned their faces and seats towards the screen with curiosity.
Full on beans, they watched lights and shadows doing their part. Not long after, Movie
Theater, as an architectural object of its own; sheltered the innovation of cinematograph
& screen, let the people in by becoming a public place, enabled the secrecy of private seat
in the dark. Eventually, Movie Theater created a unique, everlasting social practice and
set up its own moral codes for better or worse.

The enthusiasm and complexity of the experience of audiences in movie theaters or in
the earlier cases just seeing a moving picture excited filmmakers’ attention. Movie
theaters with their entrances, exits, seats, decors became set pieces allowing the
narrative work spatially as well. The quarrels, miscommunication or just nuisance in movie
theaters were depicted in most amusing ways. The sheer shock where the spectator falls
in between the reality of what’s on the screen and of what’s in the hall was used
repeatedly as a theme which ends up with the disappointment of protagonist who
realized painfully that the actor acts.

PROGRAM

The session “WHERE THE MAGIC HAPPENS” exhibits 10 films from 3 countries (7 USA, 2
Italy, 1 UK) which depict the condition of a person or a group of people watching a film on
a screeninaroom or a hall or a movie theater. Session 5 proves that this condition is not
such a simple act. On the contrary, this is one of the most hectic, most chaotic, most
ambivalent happenings ever. The architecture hosts people undergoing the biggest
shock, people falling in love with the screen, people slapping each other over seats,
women disappearing because of their big hats, cinematographs burning the theater
down carelessly... All happens in the movie theater.

¢ The Countryman and the Cinematograph
Robert W. Paul, 1901, UK, 1min
e Uncle Josh at the Moving Picture Show
Edwin S. Porter, 1902, USA, 2min
e The Picture Idol
James Young, 1912, USA, 15min
¢ AFilm Johnnie
George Nichols, 1914, USA, 15min
e Those Awful Hats
D.W. Griffith, 1909, USA 3min
¢ At the Cinema Show - Al cinematografo guardate ... e non toccata (original title)
Itala Film, Torino, 1912, Italy, 6min
e A Dramain the cinema - Una Tragedia Al Cinematografo (original title)
Enrico Guazonni, 1913, Italy, 8min
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e Mabel's Dramatic Career
Mack Sennett, 1913, USA, 14min
e Luke's Movie Muddle
Hal Roach, 1916, USA, 7min

e The Original Movie
Tony Sarg, 1922, USA, 7min
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Bir Ankara Manzarasi Yazmak:
Hakikatler ve Hikayeler

Eyliil KUZGUNBAY
kuzgunbayeylul@gmail.com

Amsterdam'da Bir Ankara Resmi: Ankara'nin gorsel tarihinde esi benzeri olmayan zenginlikte,
titizlikle resmedilmis Ankara’nin bilinen en eski yagli boya tasviridir. Tablo, 18. yiizyilda Osmanli ile
ticaret yapan Hollandali Levantsche Handel adl sirketin istegi lzerine yapilmistir. 20. ylizyilin
basinda ise Levantsche Handel'den "Vanmour Serisi" adli bir resim grubunun iginde Rijksmuseum’a
intikal etmistir. 1970 senesine kadar tablodaki sehrin Halep oldugu sanilmistir, ta ki Prof. Dr. Semavi
Eyice, ilkin tablo Gzerindeki tiftik kegilerinden yola ¢ikarak bunun bir Ankara manzarasi oldugunu
kanitlayana dek. “Ankara Manzarasi”’ni Ankara’yla ve bu tabloyu merak edenlerle bir araya getirmek
ise Kog Universitesi Vehbi Ko¢ Ankara Arastirmalari Uygulama ve Arastirma Merkezi’nin Rahmi M.
Kog¢ Miizesi’nde actigr “Tarihi Dokumak: Bir Kentin Gizemi, Sof (11 Mayis - 16 Eylll 2018) sergisi
sirasinda mimkiin olmustur. Sergi sonrasi Rahmi M. Kog¢ Mizesi ve Hollanda Biyikelciligi’nin
girisimleri ile tablonun 2 yil daha Rahmi M. Kog¢ Miizesi’nde sergilenmesi Rijksmuseum tarafindan
onaylanmistir. "HAKIKATLER ve HIKAYELER" bashg (izerinden kurgulanan “BiR ANKARA
MANZARASI YAZMAK” adli atélye, Ankara Manzarasi Tablosu’nun ilham olacag), yaratici yazma
teknikleri ile Ankara tizerinden hikayelerin yaratilacagi disiplinler-arasi bir yazarlik atélyesidir. Bu
atolyeler siresince, mekanin toplumsal ve kiiltiirel olani nasil Grettigi; kiltiirin mekani nasil
sekillendirdigi hakkinda dislinecegiz. Ankara kecilerinin kirkilmasina taniklik edecegiz, tiftik
kumaslar boyanirken kaynayan kazanin dumaniyla isinacagiz. Diikkanlarin sundurmalari arasinda
Ankara'dan tiftik ipligi ve kumaslar satin alip Avrupa'ya gonderen, baslarindaki degisik
serpuslarindan Misliman olmadiklarini anladigimiz tiiccarlarla tanisacagiz. Ak sakalli iplik cileleri
tartan iki ihtiyar, toplulugun orta yerinde ellerini dua eder gibi agmis beyaz ve siyah ciibbeliler...
yanlarindan gececegiz; onlara kim olduklarini soracagiz. Belki selamlarini, belki dualarini, belki
akgelerini alacagiz. Cenabi Ahmed Pasa Camii'ne bakarken yani basimizda Mimar Sinan'i gérecegiz.
O bize hakikatler anlatacak ve o hakikatlerden hikayeler yazacagiz. Atdlye ¢alismasi imgelerin,
kiltirel ve estetik agidan yeniden yorumlanmasina ydnelik hazirlanmis bir kurgu atélyesidir. Biz bu
atolyelerde bir tabloya bakip hikaye kuruyoruz. "Hakikatler ve Hikayeler", tarihsel, kiltiirel ve
toplumsal olanin i¢ i¢e gectigi bir yaraticilik ¢alismasidir. Atélye siiresince, eserde yer alan toplumsal
mekanlaricinde simdiki zamandan yola ¢ikip 'geriye doniik' hikayeler kuruyoruz. "Bu disiplinler-arasi
yazarlik calismasinda gercek-disi olaylari kurgularken bir taraftan tarihin mekanlar katmanlari
dogrultusunda "Eski Ankara" ya yakindan bakiyoruz. Bu atdlye bakma, gérme ve yazmaya dair.
Clinki yazi, kendini disiplinler-arasi bir yerden kurar. Bu atélye tarihsel, kiiltiirel ve toplumsal olanin
i¢ ice ilerledigi bir yaraticilik ¢alismasidir. Bu atélyede; mekan Gretimini; mekan ve sembol arasindaki
iliskiyi, metaforlari, mekan tretimini, mekan ve tahakkiim, mekan ve yaraticilik arasindaki iligkiyi
“bellek kelimeleri” ile yeniden tarifliyoruz. Tabloda resmedilmis Julian Siitunu'na, Augustus Anitina,
Akkale 'ye, Haci Bayram Camii' ne, 1917 Hisarénl Yangin’nda timiyle yanan ya da hasar goren
yapilara bakip kurmaca bir hikayenin pesinden gidip, Mimar Sinan'i tarihsel olmayan bir zamana
gagiryoruz.




	01-kapak
	02-kongre-programi-baslik-sayfasi
	03-PROGRAM-A4
	04-bildiri-ozetleri-baslik-sayfasi
	05-bildiriler-toplu-duzeltmesonrasi-ekleme
	06-atolyeler-baslik-sayfasi
	07-atolyeler



