9. AKDENIZ ESTETIK KONGRESI

oildiri Ozetleri

abstracts




Ozet Kitap Editérleri_
Editorial Board
e. Murat Gelik, Ozgur Ugar

Grafik Tasarim_

Graphic Design
Harman Saner Gakmak

Bu kitapciktaki tum metinler
CC BY - NC 4.0
ile lisanslanmigtar.

ISBN 978-625-00-3715-7

mca.sanart.org.tr
Eylul September 2025






icindekiler

table of contents



Kurullar_Committees

Kongre Programi_Program of the Congress

Davetli Konusmacilar_Keynote Speakers

The Invisible Break
Thierry de Duve 45

Deep Time and Expansive Ground
Aslihan Demirtas 46

Sensing and Making Sense of Political Violence
Today: Publicness, Expertise, and Agency
Eray Cayli 48

Contemporaneity: The Dismantling of Modern
Historicity
Jacob Lund 50

Pythagorean Wisdom In Turkish Makams Megsk In The
Last Century

Alan Wenham-Prosser 52

Bildiri Ozetleri_Abstracts

Bu Huzursuzluk Meyvesini Vermeli Artik:
Gianni Vattimo’dan Santiago Zabala’ya Gercek
Bir Kriz Icin Zayif Estetik

Abdullah Basaran 56

Poetik Bir Diisiinmenin Okulu Olabilir Mi?
Adnan Esenyel 58



Valuing Art Aesthetically In The Context Of
The Fourth Industrial Revolution
Adrian Kvokacka 60

Undoing Abstractions: The Nation At The
Limits Of Representation
Ahmet Furkan Inan 61

Bergson’un Sanat Kuraminda Estetik Sezgi Ve
Siirenin Ontolojik Islevi
Ahmet Tuzen 63

“Learn Of The Green World:” Ezra Pound,
Metamorphosis, A-Historicity And Creation
Alberto Merzari 65

Denis Diderot’nun Estetiginde Begeni, Alga

Ve Gelenek: 18. Yiizyil Estetiginde Bir Sentez
Arayisi

Ali Can Tural 67

Where the Present Begins to Appear as
Past:Mediating Contemporaneity in a Museum
of the Future

Anders Thrue Djurslev 69

Making Art What It Is Not: Le Sacre Du
Printemps
Argun Abrek Canbolat & Elif Gezgin 71

Kant’ain Yiice Kavrami Isiginda Ekolojik
Estetik Deneyim
Asli Sentirk 73

Olafur Eliasson’un Ice Watch Eserinde “Sey”in
Acikligi Ve Krizin Bedenlenisi
Aydan Aksakal Gakir 75



Marina Abramovic’in “Rhythm” Performanslarinin
Kant’in Sanat, Gilizellik, Estetik Ve Etik
Anlayislari Uzerinden Degerlendirilmesi

Ayse Uysal Elmas 77

American Women Travelers And Everyday
Aesthetics In The Ottoman Empire
Aysegul Avci 79

Ghosts Of History In The Seven Moons Of Maali
Almeida
Aysegul Turan 81

Hafizanin Estetigi: Bergson’un Zaman Kurami
Isiginda Ask Gibi Aydinlik, Oliim Gibi
Karanlik’ta Tarih Ve Bellek

Bahar Ok 83

Aestheticism As Culture Planning: How Servet-i
Finiin Decadence Forged A Didactic Ethos In
Literature

Basak Ilhan & Nihal Yetkin Karakog 85

Embodiment of the Digital Image: Materiality
In Digital Art
Basak Kaptan Siray 87

Edilginlikten Etkenlige: Sanatin Rolleri
Uzerine
Baver Demircan 89

Estetik Bir Devrimin Ayak Sesleri Hangi Mantaik
Adimlarindan Geliyor Olabilir?
Besim Karakadilar 92

Commemoration of Architecture in Postage
Stamps of 1950s’ Tiirkiye
Buket Ergun Kocaili 94



Is A Crocean Historical Approach Possible
Today?
Burak Sayin 96

Edebiyat Ve Millet Insasi: Mavi Anadoluculuk
Ornegi
Can Karabocek 98

Ana Mendieta’nin Silueta Serisine Insan-
Sonrasi Perspektiften Elestirel Bir Okuma
Can Memis 100

On The Threshold Of Tradition And Modernity:
Architecture In Travel Guidebooks On Tiirkiye
Cem Dedekarginoglu 103

“Yapay Zeka Sanati”nda Bir Kavramsal Kriz S$S6z
Konusu Olabilir Mi? Uretme, Yaratma ve Tiiretme
Kavramlarina Estetik Tarihinden Bir Bakig ile
Yapay Zekayi Anlamak
Cemre Su Kavalali 105

Beyond The Artist: Historicising And
Reimagining Aesthetic Responsibility
Chrysogonus Okwenna 107

Ethics And Politics Of Form. Peter Eisenman On
Architecture As A Hermeneutic Endeavor
Constantinos V. Proimos 109

Elestirel Bir Beauvoir Okumasinda Estetik
Varolusu Yeniden Bulmak
¢igdem Yazici 110

Cultural Spaces for Local Identity in the
Early 21st Century in Izmir
Defne Tozkoparan 113



The Representation of Everyday Life on Social
Media and Historical Imagination
Dimosthenis Boulios 115

Giincel Ephemeral Sanat-Biyosanat Uygulamalarai
Dilara Karakas 117

Ai-Made Artworks: Philosophical Perspectives
On Authenticity, Creativity And Ownership
Eda Keskin 119

Between A Square And An 0ld Palace:
Contemporary Public Space In The Square (2017)
Ekin Pinar 121

Nature Is A Mess: From Sublime Grandeur To
Relational Becoming
Emre Koyuncu 123

Fenomenoloji Ve Sanatin Imajlari
Emre San 125

Bakkha Ayinlerinden Halk Anlatilarina Gagdas
Bir Mit Yaratmak: Marina Abramovic, Kiki Smith
Erdal Demir 128

Cartographies of Memory: Literary Waterscapes
in a Comparative Context
Esen Kara 130

Gelenegi Yakmak: Estetik Ozgiirliik, Beden Ve
Yaratici Cikis Olarak Ema
Fatma Kaya 132

The Aesthetics Of Analytic Philosophy
Filippo Contesi 135



Aesthetics Of Atrocity: Body Horror As
Biopolitical Terror In Night and Pan’s
Labyrinth

Funda Civelekoglu 137

Baumgarten’da $iir Ve Bilgi: Duyusal Bilisin
Estetik Temsili
Gamze Keskin 139

(Ap-)Eikazo: Odysseas Elytis’ Reflection On
Painting And The Aesthetic-Historical Role Of
Greece

Giulia Cervato 141

Zamansallik Ve Temsil Sorunu: Hartog’un
Tarihsellik Rejimi Ve Miraslastirma
Kavramlarina Dair Elestirel Bir Degerlendirme
Gulcin Ayitgu Metin 143

Peyzajin Zamansalligini Bati Toroslar’da
Okumak: Girdev Yaylasi
Gurkan Okumus 146

Notes For A Non-Aristotelian Aristotelian
Aesthetics: Harman’s Planets, Yiicefer’s
Celestial Bodies

Hakan Atay 148

Kant Ve Hegel Estetigi: Sanatin Estetik
Rejiminde Giizellik Ve Yiicelikte Etik Politika
Hakan Daloglu 150

Antik Yunan’da Doga (Phisis) Anlayisi
Cercevesinde Tragedya Ve Oliim
Hakan Guney 153

Manzara Sinemasi Ve Antroposen
Hasan Cem GCal 155



Heritage, Nostalgia, And Narratives Of
Belonging
Dascalu Ileana 157

Duyusal Biitiinligiin Hacimlerinden Goérsel
Alginin Yiizeylerine: Tiirkiye’deki Barinma
Mimarisinin Degisimi Uzerine Estetik Bir
Okuma

Ilkyaz Samur Avci & Kemal Reha Kavas 159

Public Art, Historical Representation And The
Transformation Of Public Sphere: The Case Of
Atatiirk Boulevard In Ankara

Isi1l Kazaz 161

Dijital Mekanlarda Yiriyiusler
Kadir Kayserilioglu 163

Artistic Values and Market Dynamics: A Case
for the Autonomy of Art
Kerem Eksen 164

The Raft Of Medusa: Horrifying Aesthetics,
Navigating In The Seas Of The Romantic And
Contemporary Political Nightmares
Konstantinos Moraitis 166

Anti-Diyalektik Imgeler Olarak Alt-Right Mem
Estetigi
Koray Kirmizisakal 168

Restaging Digital Archives and the
Spatiotemporalities of Digital Culture: On
the Work of Natalie Bookchin, Cory Arcangel
and Refik Anadol

Lewis Keir Johnson 170



Aestheticizing Heritage: Sensory Engagement
And Spiritual Tourism At Arkaim Museum-Reserve
Marina Zagidullina 172

Dogrusal Perspektifi Kirmak: Orta Gag’dan
Modern Sanata Alternatif Hakikat Arayisi
Maya Mandalinci 175

Elestirel Estetik Tartismalari
Mehmet Siray 177

Ronesans Ve Aydinlanma Donemlerinin Antik Gag
Imgesine Yaklasimlarindaki Benzersizlikler Ve
Bu Benzersizliklerin Ogrettikleri

Mehtap Serim 179

Hareketli Mekanlar, Degisen Anlamlar:
Tekerlekli Kiiciikk Evlere (Tiny House On Wheels)
Estetik Bir Bakais

Melis Yilmaz 181

Traditional Houses In Cartoons In Mid-
Twentieth Century Tirkiye
Meltem Cetinel Ak 184

Revisiting General Organology For An
Aesthetics Of Empathy
Miki Okubo 186

Estetik Kuramlar Isiginda Erken Cumhuriyet’in
Gorsel Duzeni: Sergiler
Mine Bican 188

Siyasal Olanin Kutsal Estetigi: Gobeklitepe
Uzerine Bir Diigiiniim
Mustafa Arikan 191



Cuvallayan Moda: Cuvalin Estetik Ve Ekolojik
Tarihi
Nazli Avcilar 193

Deconstruction Sonrasi Estetik
Necmi Karkin 195

Postwar Embassy Competitions In Turkey:
Platforms For Aesthetic Experimentation And
Architectural Visibility On The International
Stage

Onci Ozalp 197

The Liberating Role Of Art In Spinoza’s
Philosophy
Oving Cengiz 199

Soyut Disavurumculuk Ve Kiltirel
Hegemonya:Soguk Savas’in Estetik Stratejileri
Uzerine Bir Okuma

0zge Yilmaz 201

Yapay Zeka Dahi Bir Sanatci Olabilir Mi?
Ozgl¢ Given 203

Gorinmez Beden, Gorunur Sanat: Marina
Abramovi¢ Ve Bedensel Biling
Ozlem Derin Saglam 205

Ai Generated Art And The Specter Of The
Technological Sublime
Oznur Karakas 207

Sergileme Ve Ortme, Siyaset Ve Ekonomi
Arasinda Miizelestirme Pratikleri
Pinar Karababa Demircan 209



From Transculture To Transecology: Global Art
Exhibitions As Sites For Entangled Narratives
0f Global Modernity

Rana Oztirk 211

Not Just A Picture: The Image As Extension Of
The Body
Ray Drainville 213

Estetik Diisiincenin Orgiitsel Bigimi: Sanart
Dernegi Uzerinden Siire¢ Odakli Bir Okuma
Saadet KOk Ayaz 215

Olciilemez Olanin Figiiratif Politikasai:
Hypotyposis, Ritmik Cagdaslik Ve Spekiilatif
Tarih

Salih Akkanat 217

Defining Realism Historically
Sam Heffron 219

The Turkish House in Transition: Memory,
Modernization, and the Aesthetics of Loss
Secil Ozcan Geylani 221

The Memory You Have Called Cannot Be Reached
At The Moment
Seda Hayal Tatli & Baki Burak Acil 223

Hayali Gecmisler Ve Bugiiniin Estetigi: Zaman
Sorunu Ekseninde Bir Degerlendirme
Selda Salman 225

Harabeler Ve Yankilar: Adorno Ve Benjamin’de
Sanat Ve Tarihin Diyalektigi
Selvihan Polat 227



Reconsidering Tolstoy’s “Proper Feelings” Of
Art Today
Seniye Tilev 229

Polyphony’s Genesis, The Quantum Score, And
Entangled Musical Aesthetics: How Notation
Shapes The Musical Mind

Serena Allegra 231

Cagdas Seramik Sanatinda Plastiklik Ve Erime
Uzerine Kavramsal Céziimlemeler
Sibel Kibar 233

Sanal Fircalar Ve Goriinmeyen Tuvaller:
Dijital Sanata Bir Ontoloji Onerisi
Sevval Ersan 235

18. YYdan Once Sanat Egitimi Nerede?
Tansu Agik 237

Yeni Ikonoklazm Gaginda Felaket Estetigine
Karsi Umut Imgeleri
Toros Gunes Esgln 238

Decay: The End Of The World And Of Art
Umut Eldem 240

The Ontology And Power Of Images
Valentina Hribar Sorcan 242

The Potential of Archaeological Land Art
(A Case Study of Arkaim)
Viktoriia Kotova 243

Giambattista Vico: Estetik Tarihsellik
Uzerine
Vildan Doganay 246



Bellegin Sinema Araciligiyla Yeniden
Insasi:Train Of Shadows Belgeseli Uzerine
Nitel Bir Analiz

Zeynep Akin Songur 248

The Digital Troy: From The Early Excavations
To Modern Cinema
Zeynep Aktlre 250



oizenleme kurulu

organization committee



KONGRE ES BASKANLARI_
CONGRESS CO-CHAIRS

E. MURAT GELIK SANART, ANKARA UNIVERSITY, TURKIVE
0ZGUR UGAR GANAKKALE ONSEKIZ MART UNIVERSITY, TURKIYE

KURUL UYELERI_COMMITTEE MEMBERS

EVREN KARAYEL GOKKAYA GANAKKALE ONSEKIz MART UNIVERSITY, TURKIYE
GOZDE KIRAL UGAR GANAKKALE ONSEKiz MART UNIVERSITY, TURKIVE

ARGUN ABREK CANBOLAT CANAKKALE ONSEKiz MART UNIVERSITY, TURKIYE
EKIN PINAR SANART, oDTU, TURKIYE

ZEYNEP IREM OZATAY ANKARA UNIVERSITY, TURKIVE

ESEN OZYURT GANAKKALE ONSEKIz MART UNIVERSITY, TURKIYE

UYGAR ABACI PENN STATE UNIVERSITY, ABD

KAITI DIMITSANTOU-KREMEZI ATHENS NATIONAL TECHNICAL UNIVERSITY, GREECE
SINEM DUZGOREN TROYA MUSEUM, TURKIVE

DENIZ ERBA$ TROYA CULTURE ASSOCIATION, GANAKKALE BIENAL, TURKIVE
JALE N. ERZEN SANART, TURKIYE

CAGAMAN ESIRGEMEZ GANAKKALE PROVINCIAL CULTURE AND TOURISM DIRECTORATE TURKIVE
LISA GIOMBINI ROMA TRE UNIVERSITY, ITALY

PELIN YONCACI ARSLAN SANART, oDTU, TURKIVE

BEDRIYE KABA ISIK SANART, TURKIYE

ADRIAN KVOKACKA UNIVERSITY OF PRESOV, SLOVAKIA

OGRENCI EKIBI_STUDENT COMMITTEE

ALI EMIR FIRINCIOGULLARI, ALI TOPCU, ALIVYE FIDAN, ALPER
SOYLU, ANIL UZ, ARDA GELTIK, BESTE TURK, CEYHUN TUFAN, DiILA
TEMIZ, FATMANUR ERGUN, FEYZA GINAR, IPEK AKS0Z, MEHMET CAN
GELIKKOL, SEMA AKIN, SILA NUR PISKIN, YAGMUR GEZER, YAREN
GOKSU, ZEHRA AGCAKAYA, ZEHRA ULUTAS, ZEYNEPNAZ O0zZTURK

GRAFIK TASARIM_GRAPHIC
DESIGN HARMAN SANER GAKMAK

HARMANSANER@GGMAIL .COM



bilim kurulu

scientific committee



AHMET CUNEYT GULTEKIN ANKARA UNIVERSITESI, TURKIVE

ALI CENGIZKAN ORTA DOGU TEKNIK UNIVERSITESI, TURKIYE
ANTJIE BOSSELMANN-RUICKBIE JUSTUS-LIEBIG-UNIVERSITAT GIESSEN, ALMANYA
AYSEN SAVA$ ORTA DOGU TEKNIiK UNIVERSITESI, TURKIVE

BORA ERDAGI KOCAELI UNIVERSITESI, TURKIYE

CEM KAMOZUT mimMAR SINAN GUZEL SANATLAR UNIVERSITESI, TURKIYE
CEREN KATIPOGLU OZMEN GANKAYA UNIVERSITESI, TURKIVE
CORRY SHORES ORTA DOGU TEKNIK UNIVERSITESI, TURKIYE
CUMHUR ASLAN GANAKKALE ONSEKIz MART UNIVERSITESI, TURKIYE
GAGLA KARABAG HACETTEPE UNIVERSITESI, TURKIVE

DEMET TASDELEN ANADOLU UNIVERSITESI, TURKIYE

DENIZ ALTAY BAYKAN BIiLKENT UNIVERSITESI, TURKIVE

DEVRIM DIRLIKYAPAN BILKENT UNIVERSITESI, TURKIYE

DIDEM CATAL GANAKKALE ONSEKIZ MART UNIVERSITESI, TURKIVE
EMRE KOYUNCU ANKARA UNIVERSITESI, TURKIVE

EMRE $AN ISTANBUL 29 MAYIS UNIVERSITESI, TURKIVE

ERTUGRUL RUFAYI TURAN ANKARA UNIVERSITESI, TURKIYE

F. CANA BILSEL ORTA DOGU TEKNIK UNIVERSITESI, TURKIVE
FETHI KABA ANADOLU UNIVERSITESI, TURKIVE

GAMZE KESKIN YURDAKURBAN KIRKLARELI UNIVERSITESI, TURKIVE
GUVEN ARIF SARGIN ORTA DOGU TEKNIK UNIVERSITESI, TURKIVE
HAKAN ATAY MERSIN UNIVERSITESI, TURKIYE

HALIL TURAN ORTA DOGU TEKNIK UNIVERSITESI, TURKIYE

HARUN KAYGAN GUNEY DANIMARKA UNIVERSITESI, DANIMARKA
HIKMET UNLU HACETTEPE UNIVERSITESI, TURKIYE

ISIK EREN EMEKLI OBRETIM UYESI, TURKIYE

JALE OZATA DIRLIKYAPAN ANKARA UNIVERSITESI, TURKIYE
KARUN CEKEM EGE UNIVERSITESI, TURKIVE

KEMAL REHA KAVAS AKDENiz UNIVERSITESI, TURKIYE



LALE 0ZGENEL ORTA DOGU TEKNIK UNIVERSITESI, TURKIVE

MEHMET SIRAY MiMAR SINAN GUZEL SANATLAR UNIVERSITESI, TURKIYE
MERT YAVASGA GANAKKALE ONSEKiz MART UNIVERSITESI, TURKIVE
MURAT CANKARA ANKARA SOSYAL BILIMLER UNiVERSITESI, TURKIVE
NURETTIN ARSLAN GANAKKALE ONSEKiz MART UNIVERSITESI, TURKIVE
NAZILE KALAYCI HACETTEPE UNIVERSITESI, TURKIVE

ONUR TATAR GANAKKALE ONSEKiz MART UNIVERSITESI, TURKIVE

OVUNG CENGIZ GANAKKALE ONSEKiz MART UNIVERSITESI, TURKIVE

0ZGE EJIDER MIMAR SINAN GUZEL SANATLAR UNIVERSITESI, TURKIVE
PINAR KAYGAN LATVIA SANAT AKADEMISI, DANIMARKA

RUSTEM ASLAN GANAKKALE ONSEKIz MART UNIVERSITESI, TURKIVE

SEDA COSAR GELIK ABANT IzzET BAYSAL UNIVERSITESI, TURKIVE
SEYHAN BOZTEPE GANAKKALE ONSEKIZ MART UNIVERSITESI, TROVA KULTUR DERNEGI, TURKIYE
SIBEL OKTAR THOMAS GzvEGIN UNIVERSITESI, TURKIVE

SUNA GUVEN ORTA DOGU TEKNIK UNiVERSITESI, TURKIVE

TOROS GUNES ESGUN HACETTEPE UNIVERSITESI, TURKIVE

UGUR TURKMEN GANAKKALE ONSEKIz MART UNIVERSITESI, TURKIVE
YALGIN ARMAGAN MIMAR SINAN GUZEL SANATLAR UNIVERSITESI, TURKIVE



TSIHONOM MILI1S3 ZINIAMNY "6



kongre programi

orogram of the congress



17E Lul_September

Qargamba Wednesday

09.00 _ 10.00
KAYIT / REGISTRATION

SALON_A

Agilig Etkinlikleri

Keynote Speech 1
Thierry de Duve

Invisible Break

12.30 _ 14.00
0g¢le Yemegi / Lunch

SALON_A

Keynote Speech 2
Aslihan Demirtas

Deep Time and
Expansive Ground

15.00 _ 15.30
Cay-Kahve Arasi / Coffee Break




15.360
17.260

v SALON_A v SALON_C

Kriz, Antroposen
Ve Felaket
Estetigi
= TOROS GUNES ESGUN_
YENI IKONOKLAZM
CAGINDA FELAKET
ESTETIGINE KARSI UMUT
IMGELERI

= ABDULLAH BASARAN_
BU HUZURSUZLUK
MEYVESINI VERMELI
ARTIK: GIANNI
VATTIMO’DAN SANTIAGO
ZABALA’YA GERGEK

BIR KRIZ IGIN ZzAYIF
ESTETIK

= AYDAN AKSAKAL GAKIR_
OLAFUR ELIASSON’UN ICE
WATCH ESERINDE “SEY”IN
AGIKLIGI VE KRIZIN
BEDENLENISI

oaralel_
oturumlar

Digitalization,
Media, And Historical
Perception

= ZEYNEP AKTURE_
THE DIGITAL TROY: FROM
THE EARLY EXCAVATIONS
TO MODERN CINEMA

= BURAK SAYIN_

IS A CROCEAN
HISTORICAL APPROACH
POSSIBLE TODAY?

= SAM HEFFRON_
DEFINING REALISM
HISTORICALLY (Online)

= SERENA ALLEGRA_
POLYPHONY'S GENESIS,
THE QUANTUM SCORE,
AND ENTANGLED MUSICAL
AESTHETICS. HOW
NOTATION SHAPES THE
MUSICAL MIND (Online)



v Nedime Hanim v

Korfmann

Sanat Felsefesinde Temel Kavramlar

Ve Yaklagimlar

= ADNAN ESENYEL-
POETIK BIR DUSUNMENIN
OKULU OLABILIR MI?

= AHMET TUZEN-
BERGSON'UN SANAT
KURAMINDA ESTETIK SEZGI
VE SURENIN ONTOLOJIK
ISLEVI

= BAHAR OK-

HAFIZANIN ESTETIGI:
BERGSON’UN ZAMAN KURAMI
ISIGINDA ASK GIBI
AYDINLIK, OLUM GIBI
KARANLIK'TA TARIH VE
BELLEK

17.20 _ 17.40
Cay-Kahve Arasi / Coffee Break

= BESIM KARAKADILAR-
ESTETIK BIR DEVRIMIN
AYAK SESLERI HANGI
MANTIK ADIMLARINDAN
GELIYOR OLABILIR?

= HASAN CEM GAL_
MANZARA SINEMASI VE
ANTROPOSEN




17.40
19.00

vV SALON_A

Panel _

Elestirel Estetik
Tartigmalari Ve
Fenomenoloji

ZEYNEP TALAY TURNER_
OTURUM BASKANI

MEHMET SIRAY_
ELESTIREL ESTETIK
TARTISMALARI

EMRE SAN_
FENOMENOLOJI VE
SANATIN IMAJLARI

GIGDEM YAZICI_
ELESTIREL BIR BEAUVOIR
OKUMASINDA ESTETIK
VAROLUSU YENIDEN
BULMAK

oaralel_
oturumlar

v SALON_B

Cultural Heritage,
Nostalgia, And
Narratives Of
Belonging

= MARINA ZAGIDULLINA-
AESTHETICIZING HERITAGE:
SENSORY ENGAGEMENT AND
SPIRITUAL TOURISM AT
ARKAIM MUSEUM-RESERVE

= ILEANA DASCALU_
HERITAGE, NOSTALGIA, AND
NARRATIVES OF BELONGING

= KONSTANTINOS MORAITIS-
THE RAFT OF MEDUSA:
HORRIFYING AESTHETICS,
NAVIGATING IN THE SEAS
OF THE ROMANTIC AND
CONTEMPORARY POLITICAL
NIGHTMARES



v SALON_C v Nedime Hanim

Artistic Styles,
Cultural
Specificity, And

Image, Media,
And Visual
Perception

= DEMOSTHENES BOULIOS_
THE REPRESENTATION OF
EVERYDAY LIFE ON SOCIAL
MEDIA AND HISTORICAL
IMAGINATION

= RAYMOND DRAINVILLE_

NOT JUST A PICTURE: THE
IMAGE AS EXTENSION OF THE
BODY

= VALENTINA HRIBAR SORCAN_
THE ONTOLOGY AND POWER OF
IMAGES (Online)

Medium Boundaries

= ARGUN ABREK CANBOLAT
& ELIF GEZGIN_

MAKING ART WHAT IT

IS NOT: LE SACRE DU
PRINTEMPS

- AVSEGUL AvCI_
AMERICAN WOMEN
TRAVELERS AND EVERYDAY
AESTHETICS IN THE
OTTOMAN EMPIRE

= BASAK ILHAN_
& NIHAL YETKI_
AESTHETICISM AS CULTURE
PLANNING: HOW SERVET-I
FUNON DECADENCE FORGED
A DIDACTIC ETHOS IN
LITERATURE



09.00
10.560

18

ylul_September

Pergembe_Thursday

vV SALON_

A \V,

Zamansallaik,
Bellek Ve Tarihsel

Temsil

= GAMZE KESKIN_
BAUMGARTEN’DA SIiR VE BILGI:
DUYUSAL BILISIN ESTETIK
TEMSILI

= GULGIN AYITGU METIN_
ZAMANSALLIK VE TEMSIL SORUNU:
HARTOG’UN TARIHSELLIK

REJIMI VE MIRASLASTIRMA
KAVRAMLARINA DAIR ELESTIREL
BIR DEGERLENDIRME

= SELDA SALMAN_
HAYALI GEGMISLER VE BUGUNUN

ESTETIGI:

ZAMAN SORUNU

EKSENINDE BIR DEGERLENDIRME

= SELVIHAN POLAT_

HARABELER VE YANKILAR: ADORNO
VE BENJAMIN’DE SANAT VE
TARIHIN DIYALEKTIGI

oaralel_
oturumlar

SALON_B

Ecology, Identity,
And Art's Spatial
Dimensions

= ESEN KARA_
CARTOGRAPHIES OF MEMORY:
LITERARY WATERSCAPES IN
A COMPARATIVE CONTEXT

= GIULIA CERVATO_
(AP-) EIKAZO:

ODYSSEAS ELYTIS’
REFLECTION ON PAINTING
AND THE AESTHETIC-
HISTORICAL ROLE OF
GREECE

= MIKI OKUBO_
REVISITING GENERAL
ORGANOLOGY FOR AN
AESTHETICS OF EMPATHY

= VIKTORIA KOTOVA_

THE POTENTIAL OF
ARCHAEOLOGICAL LAND ART
(A CASE STUDY OF ARKAIM)



v SALON_C

Beden, Performans
Ve Insan-Sonrasi
Estetik

= OZLEM DERIN SAGLAM_
GORUNMEZ BEDEN, GORUNUR
SANAT: MARINA ABRAMOVIC
VE BEDENSEL BILING

= CAN MEMIS_

ANA MENDIETA’NIN SILUETA
SERISINE INSAN-SONRASI
PERSPEKTIFTEN ELESTIREL
BIR OKUMA

= ERDAL DEMIR_

BAKKHA AYINLERINDEN HALK
ANLATILALARINA GAGDAS
BIR MIT YARATMAK: MARINA
ABROMOVIG, KIKI SMITH
(Online)

10.50_11.20

Nedime Hanim

Yapay Zeka,
Dijital Sanat Ve
Yaraticilaik

» 0zGlUg GUVEN_
YAPAY ZEKA DAHI BIR
SANATGI OLABILIR Mi?

= CEMRE SU KAVALALI_
YAPAY ZEKA SANATI”NDA
BIR KAVRAMSAL KRIZ

S0Z KONUSU OLABILIR
MI? URETME, YARATMA VE
TURETME KAVRAMLARINA
ESTETIK TARIHINDEN BIR
BAKIS ILE YAPAY ZEKAYI
ANLAMAK

= SEVVAL ERSAN_
SANAL FIRGALAR VE
GORUNMEYEN TUVALLER:
DIJITAL SANATA BIR
ONTOLOJI ONERISI

Cay-Kahve Arasi / Coffee Break



11.260
12.40

vV SALON_A

Panel _
Remembering And
Representing The
Past In Spaces
Of Tirkiye From
The Twentieth To
The Twenty-First
Century

T. ELVAN ALTAN_
CHAIR

ISIL KAZAZ_

PUBLIC ART, HISTORICAL
REPRESENTATION AND

THE TRANSFORMATION OF
PUBLICSPHERE: THE CASE OF
ATATURK BOULEVARD IN ANKARA

DEFNE TOZKOPARAN_

CULTURAL SPACES FOR LOCAL
IDENTITY IN THE EARLY 21S8T
CENTURY IN IZMIR

CEM DEDEKARGINOGLU_

ON THE THRESHOLD OF
TRADITION AND MODERNITY:
ARCHITECTURE IN TRAVEL
GUIDEBOOKS ON TURKIYE

oaralel_
oturumlar

SALON_B

Trauma, Violence,
And Emotional
Representation

= FUNDA CIVELEKOGLU_
AESTHETICS OF ATROCITY:
BODY HORROR AS
BIOPOLITICAL TERROR

IN NIGHT AND PAN’S
LABYRINTH

= AYSEGUL TURAN_

GHOSTS OF HISTORY IN
THE SEVEN MOONS OFMAALTI
ALMEIDA

= EVAGORIA DAPOLA_

THE AESTHETICS OF
MOURNING: GENDERED
RITUAL, SONIC MEMORY AND
TENDER RESONANCES IN THE
ARCHIVE



v SALON_C v Nedime Hanim VvV [ Korfmann
Aesthetic Re- Gérsel Sanatlar, Bellek Ve Alga
interpretations:
From Aristotle
To Hegel = BORA ERDAGI_ = EBRU KALENDER_
PAUL KLEE VE SIVE SIBERNETIK
= UMUT ELDEM_ NESE BAYDAR'’IN ESTETIGIN IKILEMI:
DECAY: THE END OF RESMINDE ALGORITMIK
THE WORLD AND OF CAGDASLIK IMGESI TAHAKKUMDEN POST-
ART OLARAK ESIK ORGANIK DONUSUME
= HAKAN ATAY_ = ZEYNEP AKIN - KADIR
NOTES FOR A NON- SONGUR_ KAYSERILIOGLU_
ARISTOTELIAN BELLEGIN SINEMA DIJITAL MEKANLARDA
ARISTOTELIAN ARACILIGIYLA YOROYUSLER
AESTHETICS: YENIDEN INSASI:
HARMAN’S PLANETS, TRAIN OF SHADOWS
YUCEFER’S CELESTIAL BELGESELI UZERINE
BODIES NITEL BIR ANALIZ
12.40 _ 14.00 O0gle Yemegi / Lunch

v SALON_A

14.090_15.00 Keynote Speech 3
Jacob Lund

Contemporaneity: The
Dismantling Of Modern

Historicity

15.00_15.30 (Gay-Kahve Arasi / Coffee Break




15.360
17.260

v SALON_A v SALON_B
AI, Technology, And Architecture,
The Redefinition Public Spaces, And
Of Art Collective Memory

= OZNUR KARAKAS_

AI GENERATED ART AND THE
SPECTER OF THE TECHNOLOGICAL
SUBLIME

= EKIN PINAR_

BETWEEN A SQUARE AND AN
OLD PALACE: CONTEMPORARY
PUBLIC SPACE IN THE SQUARE

= ADRIAN KVOKACKA_ (2017)

VALUING ART AESTHETICALLY IN
THE CONTEXT OF THE FOURTH

= CONSTANTINOS V. PROIMOS_
INDUSTRIAL REVOLUTION

ETHICS AND POLITICS OF
FORM. PETER EISENMAN
ON ARCHITECTURE AS A
HERMENEUTIC ENDEAVOR

= EDA KESKIN_

AI-MADE ARTWORKS:
PHILOSOPHICAL PERSPECTIVES ON
AUTHENTICITY, CREATIVITY AND

= SEDA HAYAL TATLI_
OWNERSHIP

& BAKI BURAK ACIL_

THE MEMORY YOU HAVE CALLED
CANNOT BE REACHED AT THE
MOMENT

= KEREM OZAN BAYRAKTAR_
A CYBERNETIC ANALOGY FOR
HISTORICIZING COMPUTER ART:

THE CASE OF VERA MOLNAR . oNCU 6zZALP_

POSTWAR EMBASSY
COMPETITIONS IN TURKEY:
PLATFORMS FOR AESTHETIC
EXPERIMENTATION AND
ARCHITECTURAL VISIBILITY
ON THE INTERNATIONAL STAGE

oaralel_
oturumlar



v SALON_C

Gelenek,

Modernite

Ve Estetik

Kimlik
= MEHTAP SERIM_
RONESANS VE
AYDINLANMA
DONEMLERININ
ANTIK CAG
IMGESINE
YAKLASIMLARINDAKI
BENZERSIZLIKLER
VE BU
BENZERSIZLIKLERIN
OGRETTIKLERI

- FATMA KAYA_
GELENEGI YAKMAK:
ESTETIK 0ZGURLUK,
BEDEN VE YARATICI
CIKIS OLARAK EMA

Nedime Hanim V

Korfmann

Kant, Hegel Ve Doga Estetigi

= HAKAN DALOGLU_
KANT VE HEGEL
ESTETIGI: SANATIN
ESTETIK REJIMINDE
GUZELLIK VE
YUCELIKTE ETIK
POLITIKA

= ASLI SENTURK_
KANT’IN YUCE KAVRAMI
ISIGINDA EKOLOJIK
ESTETIK DENEYIM

= AYSE UYSAL ELMAS_
MARINA ABRAMOVIC’IN
“RHYTHM”
PERFORMANSLARININ
KANT”IN SANAT,
GUZELLIK, ESTETIK
VE ETIK ANLAYISLARI
UZERINDEN
DEGERLENDIRILMESI

- HAKAN GUNEY_
ANTIK YUNAN’DA DOGA
(PHUSIS) ANLAYISI
CERGEVESINDE
TRAGEDYA VE OLUM

- VILDAN DOGANAY_
IAMBATTISTA VICO:
ESTETIK TARIHSELLIK
UZERINE

= NAZLI AVCILAR_
CUVALLAYAN MODA:
QUVALIN ESTETIK VE
EKOLOJIK TARIHI

17.20_17.45 (ay-Kahve Arasi / Coffee Break




17.45
19.00

vV SALON_A

Panel_
Representing Past
And Architecture
In Mid-Twentieth
Century Tiirkiye

LALE 0ZGENEL_
CHAIR

BUKET ERGUN KOCAILI_
COMMEMORATION OF
ARCHITECTURE IN POSTAGE
STAMPS OF 1950S’ TURKIYE

MELTEM GETINEL AK_
TRADITIONAL HOUSES IN
CARTOONS IN MID-TWENTIETH
CENTURY TURKIYE

SEGIL 0ZCAN GEYLANI_
THE TURKISH HOUSE IN
TRANSITION: MEMORY,
MODERNIZATION, AND THE
AESTHETICS OF LOSS

oaralel_
oturumlar

v SALON_B

Nature, Ecology,
And Post-
Anthropocentric
Aesthetics

= EMRE KOYUNCU_

NATURE IS A MESS: FROM
SUBLIME GRANDEUR TO
RELATIONAL BECOMING

= ALBERTO MERZARI_
“LEARN OF THE GREEN
WORLD:” EZRA POUND,
METAMORPHOSIS,
A-HISTORICITY AND
CREATION

= RANA OZTURK_

FROM TRANSCULTURE TO
TRANSECOLOGY: GLOBAL
ART EXHIBITIONS AS
SITES FOR ENTANGLED
NARRATIVES OF GLOBAL
MODERNITY



v SALON_C

Philosophical
Inquiries Into
Aesthetics

- OviNg CENGIZ_

THE LIBERATING ROLE
OF ART IN SPINOZA’S
PHILOSOPHY

= FILIPPO CONTESI_
THE AESTHETICS OF
ANALYTIC PHILOSOPHY
(Online)

= CHRYSOGONUS OKWENNA_
BEYOND THE ARTIST:
HISTORICISING AND
REIMAGINING AESTHETIC
RESPONSIBILITY
(Online)

20.00

Nedime Hanim

Estetik Diigiincede
Tarihsel
Dénemegler

- MAYA MANDALINCI_

DOGRUSAL PERSPEKTIFI
KIRMAK: ORTA GAG’DAN MODERN
SANATA ALTERNATIF HAKIKAT
ARAYISI

= ALI CAN TURAL_

DENIS DIDEROT’NUN
ESTETIGINDE BEGENI, ALGI
VE GELENEK: 18. YUzYIL
ESTETIGINDE BIR SENTEZ
ARAYISI

= TANSU AGIK_
18. YY'DAN ONCE SANAT
EGITIMI NEREDE?

Kongre yemegi / Congress Dinner

Parion Hotel

Menas Salonu / Menas Hall




10.00

11.5

19

0

E lul _September

Cuma_Friday

v SALON_A v SALON_B
Art, Estetik Kurumlar,
Representation, Sergileme Ve
And Historical Disiplinlerarasi
Consciousness Yaklagimlar

= SENIYE TILEV_
RECONSIDERING TOLSTOY'S

“PROPER FEELINGS”

OF ART

TODAY

= AHMET FURKAN INAN_
UNDOING ABSTRACTIONS: THE
NATION AT THE LIMITS OF
REPRESENTATION

= ANDERS THRUE DJURSLEV_
WHERE THE PRESENT BEGINS TO
APPEAR AS PAST: MEDIATING
CONTEMPORANEITY IN A MUSEUM
OF THE FUTURE

oara
otur

lel
umlar

= PINAR KARABABA DEMIRCAN_
SERGILEME VE ORTME, SIYASET
VE EKONOMI ARASINDA
MUZELESTIRME PRATIKLERI

- MINE BICAN_

ESTETIK KURAMLAR ISIGINDA
ERKEN CUMHURIYET’IN GORSEL
DUZENI: SERGILER

= SAADET KOK AYAZ_

ESTETIK DUSUNCENIN ORGUTSEL
BIGIMI: SANART DERNEGI
UZERINDEN SUREG ODAKLI BIR
OKUMA



v SALON_C \4

Estetik
Kuramda
Elestirel
Yaklagimlar
Ve Donligiim

= SALIH AKKANAT_
OLGULEMEZ OLANIN
FIGURATIF
POLITIKASI:
HYPOTYPOSIS,
RITMIK GAGDASLIK
VE SPEKULETIF
TARIHSELLIK

- NECMI KARKIN_
DECONSTRUCTION

SONRASI ESTETIK
(Online)

12.00 _ 13.30 Ogle

vV SALON_A

13.30_14.30

Nedime Hanim

Korfmann

Mekan, Peyzaj Ve Mimari

Estetigi

= MELIS YILMAZ_
HAREKETLI MEKANLAR,
DEGISEN ANLAMLAR:
TEKERLEKLI KUGUK EVLERE
(TINY HOUSE ON WHEELS)
ESTETIK BIR BAKIS

= GURKAN OKUMUS_
& 0zGUR EDIZ_
PEYZAJIN ZAMANSALLIGINI

BATI TOROSLAR’DA OKUMAK:

GIRDEV YAYLASI

= ILKYAZ SAMUR AVCI
& KEMAL REHA KAVAS_
DUYUSAL BUTUNLUGUN
HACIMLERINDEN GORSEL
ALGININ YUZEYLERINE:
TURKIYE’'DEKI BARINMA
MIMARISININ DEGISIMI
UZERINE ESTETIK BIR
OKUMA

Yemegi / Lunch

Keynote Speech 4
Eray Gayla

Sensing

And Making Sense
Of Political Violence
Today: Publicness,
Expertise, And Agency

- SEYHAN BOZTEPE_
ARKEOLOGLAR VE
SANATGILAR AYNI
KAZI ALANINDA
BIRLIKTE NASIL
CALISIR? TROYA
KAZISI SANAT
EKiBI

= MUSTAFA ARIKAN_
SIYASAL OLANIN
KUTSAL ESTETIGI:
GOBEKLITEPE
UZERINE BIR
DUSUNUM

14.30_15.00 (Cay-Kahve Arasi / Coffee Break




15.00
16.20

v SALON_A v SALON_C
Panel_ Giincel Sanat
Rethinking The Pratikleri Ve
Potentialities Of Materyallerin Estetigi
Recent Art
0ZGE EJDER_ i :
CHATR - SIBEL KiBAR_

GAGDAS SERAMIK SANATINDA
PLASTIKLIK VE ERIME UZERINE

KEREM EKSEN_ o
KAVRAMSAL GOZUMLEMELER

ARTISTIC VALUES AND
MARKET DYNAMICS: A CASE

FOR THE AUTONOMY OF ART " DILARA KARAKAS_

GUNCEL EPHEMERAL SANAT-
BIYOSANAT UYGULAMALARI

BASAK KAPTAN S$IRAY_ :
(Online)

EMBODIMENT OF THE DIGITAL
IMAGE: MATERIALITY IN
DIGITAL ART

LEWIS KEIR JOHNSON_
RESTAGING DIGITAL
ARCHIVES AND THE
SPATIOTEMPORALITIES OF
DIGITAL CULTURE: ON THE
WORK OF NATALIE BOOKCHIN,
CORY ARCANGEL AND REFIK
ANADOL

oaralel_
oturumlar



v Nedime Hanim Vi Korfmann

Sanat, Politika Ve Ideoloji

= KORAY KIRMIZISAKAL_ = BAVER DEMIRCAN_
ANTI-DIYALEKTIK IMGELER EDILGINLIKTEN
OLARAK ALT-RIGHT MEM ETKENLIGE: SANATIN
ESTETIGI ROLLERI UZzERINE

= 0ZGE YILMAZ_ = CAN KARABOCEK_
SOYUT DISAVURUMCULUK EDEBIYAT VE MILLET
VE KULTUREL HEGEMONYA: INSASI: MAVI

SOGUK SAVAS’IN ESTETIK ANADOLUCULUK ORNEGI
STRATEJILERI UZERINE

BIR OKUMA

16.20 _ 16.50 Gay-Kahve Arasi / Coffee Break

V. SALON_A

16.50_18.00 Keynote Speech b

Alan Wenham-Prosser

Pythagorean Wisdom In
Turkish Makams
Mesk In The Last Century

Discussant: Cenk Giiray

>> Closing Remarks

>> 20.30 KONSER_CONCERT
EMRE YAVUZ «RAVEL 150»

SALON_VENUE: MAHAL STUDIO
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NN L 2 - Vv Troy Museum & Troy
3 S e Ancient City

Keynote Speech 6
Riistem Aslan

Homer, Troy, And
Aesthetics In Art

(Video Recording)

>> Rehberli Gezi
Troya Mizesi Ve Troya
Antik Kenti

Guided Tour Of Troy
Museum And Troy
Ancient City

Otobiisler sabah saat
10.00°da Cumhuriyet
Meydani’ndan
kalkacaktir.

(Kalkis yeri igin QR
kodu kullaniniz)

The buses will depart
from Cumhuriyet
Square at 10:00 in
the morning. (Use

the QR Code for exact
location)




SERGI_EXHIBITION

Kanatli Sozler/Bellek
Winged Words / Memory

YER_PLACE: MAHAL
18 EYLUL/10.00'DAN ITIBAREN GEZILEBILIR
CAN BE VISITED FROM SEPTEMBER 18, FROM 10 AM

KONSER_CONCERT

Emre Yavuz
«RAVEL 150»

19 EYLUL_SEPTEMBER / CUMA_FRIDAY / 20.30
SALON_VENUE: MAHALSTUDIO

SERGI_EXHIBITION

Yizen Seramikler
Floating Ceramics

YER_PLACE: TROYA MUZESI

CLHEE mAHAL
MEREME  SANAT
(=]




odavetli konugmacilar

keynote speakers

P

THIERRY ASLIHAN JACOB ERAY
DE DUVE DEMIRTAS LUND CAYLI

ALAN RUSTEM
WENHAM- ASLAN

PROSSER



The Invisible Break
Thierry de Duve

Marcel Duchamp’s famous and infamous urinal titled
Fountain (1917) sits on the border between two art worlds,
one 1in which a urinal cannot possibly be art and one in
which this particular urinal is art. The switch from the
first to the second art world is so abrupt and radical
that it is akin to a revolution, which, however, has not
been recorded as such by art history. My talk addresses
a two-tiered issue, at once catering to the theme of our
congress, “Historicity and Contemporaneity,” and suitable
to a society that focuses on the discipline of aesthetics:
how to explain aesthetically, not just sociologically or
ideologically, the passage from one art world to the other

signalled by Fountain.

;
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Deep Time and Expansive Ground

Aslihan Demirtas
KHORA

We have entered the centenary of the Turkish Republic
with fractures in the faultlines of our geography, one which
is a moving tectonic plate. Architects of this land often
like to use the word tectonics as an art form, but fail to
remember or deny that they practice on and under the influence
of four tectonic plates: to the north of the Anatolian plate is
Eurasia, and to the south are the Arabian and African plates.
The African plate moves to the northwest, putting pressure
on the Anatolian plate and causing it to move westward.
The border of the Anatolian plate with the Eurasian plate
forms the North Anatolian Fault Line. In this line, Anatolia
moves westward at a rate of 25 mm per year; this westward
orientation has created political and cultural faults in the
country. Anatolia’s encounter with the Arabian plate is the
Eastern Anatolian Fault Line. This encounter has created
and is creating ruptures in current and past assumptions of
belonging as well. The Eastern Anatolian Fault Line merges
with the Dead Sea Fault, a continuation of the East African
Fault Line, in the Gulf of Iskenderun. The ground movements
on the Eastern Anatolian Fault, which is a kind of joint
between the Anatolian, African and Arabian plates, took
place in the early morning of February 6, 2023 and were
known as the Kahramanmaras earthquakes (or the Turkey-Syria
Earthquake) and caused massive destruction in an area of more
than 100,000 km2, which today includes 11 provinces built
on it. For comparison, this area is larger than the surface
area of countries such as Portugal and Hungary. The first
earthquake in Pazarcik was the second largest earthquake in
Anatolia after the 1668 North Anatolian earthquake and the
largest earthquake recorded in the history of the Republic
of Turkey. According to historical records, the last time
the Pazarcik fault line is thought to have ruptured with an
earthquake of this magnitude was in 1513. That’s about 500
years ago. Maras, one of the cities on this fault line, was



a city of the Dulkadiroglu Principality in 1513. The first of
the earthquakes that shook Antakya was recorded when the city
was part of the Seleucid Empire; other earthquakes in 1its
history destroyed it when it was part of the Roman Republic
and Byzantine Empire. Istanbul, a city whose fate 1is one
with the North Anatolian Fault, and this fault, which runs
through the marble-covered Sea of Marmara, is also thought
to rupture in an apocalyptic manner every 250 years, although
the debate remains. Constantinople was the capital of the
Ottoman Empire at the time of the earthquake that went down
in history as the Little Apocalypse in 1509. At the time
of the Great Istanbul Earthquake in 1894, the science of
seismology had just begun to measure and record earthquakes
remotely with instruments.

History is contextual. Without a physical and spatial
anchor it floats. Even then, where you place the anchor
affects the definition of events. Do rupturing faultlines
or victories make history? The movement of the earth takes
place on a different time scale compared to the life cycle of
human beings and the physical and administrative structures
they create, at least in this geography comprised of Anatolia
and Eastern Thrace. Neither the lives of empires nor the
centuries-old young states have the length and patience to
master, transmit and assimilate the history of the earth.
For this reason, we are a country which does not know which
geography it lives on-the movements of the land have not been
incorporated in praxis. The presentation will articulate
an alternative to a historicity that floats: the concept of
Deep Time and Expansive Ground, borrowed from Nida Tufekg¢i’s
definition of folk songs as a collective work composed by
an entire geography throughout a long duration of time as
opposed to one composed by an individual composer. They are
gathered and they carry a multitude of narratives of joy,
hope, sadness and sorrow-residues of time and what remains.
Spatial and artistic works which I call Thinking pieces will
guide the articulation of the concept namely: Graft (2012),
Plinth (2016), Dam Securities (2019), Tumblespace (2011 with
Ali Cindoruk) as well as the research which these pieces are
anchored on such as Istanbul Landwalls Bostans, Fish Farms
in Keban Dam Lake and Goats on Pembelik Dam.
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Sensing and Making Sense of Political
Violence Today: Publicness, Expertise,
and Agency

Eray Cayli

eray.cayli@uni-hamburg.de

In this lecture, I wish to critically reconsider
the role of experts and expertise in documenting and
representing political violence through aesthetically
charged practices. Two main tendencies characterize the
ways 1in which recent critical thought and practice of
relevance have approached this role.

The first tendency is to deprivilege the experts (i.e.,
visual culture scholars and practitioners)—to problematize
the idea that it is their preserve to document and represent
political violence through aesthetically charged practices.
Here, the intention is to empower publics composed of non-
experts (especially the witnesses and victims of violent
events) and to foreground their agency in determining
exactly how and why violence is political.

The second tendency is tomobilize expertise exclusively
as a technical phenomenon—to place experts’ methodological
and epistemological prowess in the service of pro-victim
and pro-survivor politics by making survivors’ experiences
legible to wider publics.

Rethinking these two tendencies through one another,
I wish to raise a series of questions regarding the
dualistic understanding of publics versus experts that, I
suggest, both tendencies share. I seek to complicate this
dualism by arguing that there are significant differences
within constituencies spoken of as publics and experts.
The point I want to eventually make is that we must work
through these differences rather than assume they can



be straightforwardly abolished, or that their technical
aspects can readily be separated from their politics.

In making this point, I will draw on a number of
instances from my work over the past decade and a half in
places where political violence has occurred and is made
sense of, and with the communities therein.
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Contemporaneity: The Dismantling of
Modern Historicity

Jacob Lund

By now it seems uncontroversial to remark that
“contemporary art” has substituted “modern art” as
descriptor of the art of our times, or what we might call
the historical present. In current art discourses, it 1is,
however, still unclear what this substitution of adjectives
to qualify the art of the present implies. Why is “modern”
no longer adequate to describe the art of our moment? What
does the notion of “the contemporary” mean? What is it
that it grasps that “modern” does not? How do they differ
in their understanding of history and futurity?

Considering the replacement of “modern art” with
“contemporary art” we need to historicize the very notion
of the contemporary, Lund argues. When we understand
contemporary art as an art of the present, an art that
is directed toward and somehow gives expression to the
present, we need to also question the category of the
present itself. The notion of the contemporary, understood
critically, refers to a change in our relation to and
experience of time itself, a change in the temporal quality
of the present. Due to developments in communication
technology, the emergence of planetary scale computation,
growing awareness of climate crisis and eco-systemic change,
processes of decolonization, among other factors, the very
constitution of the present is fundamentally changing. The
present to which contemporary contemporary art refers is
one characterized by contemporaneity in the sense that it
is constituted by the bringing together of a multitude of
different temporalities at different scales, an intensified
global or planetary interconnectedness of different times
and experiences of time. In terms of historicity, the modern



Western regime of one-dimensional chronological progress
therefore may be said to have been replaced by a kind of
planetary contemporaneity. A condition of contemporaneity,
of intensified temporal cohabitation, which we - at least
those of us whose minds have been formed by the logics of
(post)modernity - are still only beginning to grasp.
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Pythagorean Wisdom In Turkish Makams Mesk
In The Last Century
Alan Wenham-Prosser

The presentation 1is centred on the ancient music
transmission system, which began in Europe after Pythagoras
started a philosophy school in Croton, Italy.The system was
taught to competent people on a one to one oral tradition
basis. This system became known as Mesk in Turkey. It did
not require books as it was oral only. The presenter became
part of Mesk through several renowned Turkish Musicians.
Hence the presentation 1is from personal experience. The
core concept within Mesk is for the musician to find an
inner stability which arises from enquiry into the true
nature of the human soul; the meaning behind the words on
the temple at Adelphi which read :- “Know Thyself”

The first focus 1is the main teacher Tanburi Necdet
Yasar, little known in Turkey during the 1970’'s. After
meeting him and with his agreement to teach, it took eight
years to learn 74 of the most important Makams; through
many visits to Istanbul; recording all the lessons and
exams.

Next a focus on the Mevlevi neyzen and musicologist
Rauf Yekta Bey. His book, a section in the French Lavignac
Encyclopaedia; was photocopied, and a dear friend and co-
researcher translated it with diagrams etc. into English.
This enabled a deep and detailed study of Yekta Bey’s
research; who showed how the Pythagoreans experimented
with Just Intonation intervals and chose groups within the
perfect fourth which suited their purpose.

Next the focus is on the journeys of Pythagoras into
India and Egypt. He studied philosophy and music in these
places. His discoveries journeyed into Anatolia and Europe;
then Eastward again to the Arabic countries of the Greek



Empire. The Divine revelation of Pythagoras shows how he
was able to construct a language with music which leads into
the deepest levels of the human psyche. The allegorical
personality of the Indian Goddess Saraswati depicts this
revelation; showing in the Indian way the marriage of
knowledge and devotion. Pythagoras put this into the word
we now know as “philosophy” which is a marriage of the
Greek terms “philos” and “sophos” or love and wisdom.

The structure of this Divine language shows how the
naturally occurring sequence of simple ratios creates
intervals which accord with human hearing. The way these
sequences fit into each other shows the beauty of mathematics.
The Pythagoreans developed musical scales using the
intervals which give us the best melodic expression.

Middlesex University would not accept Mesk teaching
unsupported by other books. This was partly overcome by the
presenter through the discovery of the German physiologist
Herman Helmholtz, who investigated musical intervals.
Those who were part of the 20th Century Mesk from Tanburi
Cemil through to Necdet Yasar are outlined showing the
traditional line to which the presenter belongs. The change
from Mesk to the European music academy system shows how
many Pythagorean notes went missing due to the notation
problems of the Ezgi/Arel system.

A USA researcher’s record of the 1970s tanbur neck
reveals this. Yet the tanbur neck of Necdet Yasar shows
that through Mesk, operating outside the mainstream music
system, retained all the missing notes. A short clip from
a lesson on Saba Makam explains how Necdet could not
accept the notes played from the theories of the mainstream
system.

Rauf Yekta in his book describes the important element
of movement and rest, for the full expression of the
Makams; and how vital this element is. A taksim by Necdet
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in the Nihavent Makam clearly shows this element. A list
of the 74 Makams taught by Necdet is shown. Rauf Yekta's
1922 recommendation that Europe adopt the legacy of the
Orient in music, is shown. He describes the huge melodic
possibility of Turkish music being superior to that of the
Europeans. This is followed by the presenter’s current
similar recommendation for 21st century Turkey.

A summary of all subjects is encapsulated in a original
diagrammatic way, to show how the four stages of mastery
in Mesk can be achieved by self effort in a use of all the
Pythagorean intervals; showing the working of the whole
human being to achieve this goal.

Finally the presenter’s daughter 1is introduced
through her composition and a taksim as an example of the
achievement possible through the Mesk system.



bildiri O0zetleri

abstracts
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Bu Huzursuzluk Meyvesini Vermeli Artik: Gianni
Vattimo’dan Santiago Zabala’ya Gercek Bir Kriz
Icin zayif Estetik

Abdullah Basaran
Hitit Universitesi, Turkiye
maaveraa@gmail.com

Gianni Vattimo, fenomenolojik bir yaklasimdan ziyade
Nietzscheci perspektivizm ve Heideggerci post-metafizik
dusunceden hareketle kendi hermeneutik  estetigini
gelistirir. Buna gb6re Vattimo’nun “zayif estetik”
anlayisi, (fenomenolojik estetigin One silrebilecedi gibi)
evrensel veya mutlak anlamlari reddederek, biyuk sanatsal
yapilarin parcalanmasina ve parcalanmis gercekliklerin
benimsenmesine 6ncelik verir. Sanat eserini ¢oklu anlamlara
acik bir yorum olayi olarak goren zayif estetik, uyum,
istikrar, birlik gibi geleneksel estetik idealleri bikerek
(Verwindung) sireksiz1ligi ve kesintiyi vurgular. Sanat¢inin
0zgur eylemi, biling¢li bir bukme yoluyla izleyicide sok
ve kopus yaratarak, tek ve kesintisiz bir ufuk arayisinin
yerini alir. Bu deneyim, izleyiciyi aliskanliklarindan
ve oOnyargilarindan kopararak ona rahatsizlik verir ve bu
huzursuzluk, postmodern c¢agda hermeneutik araciligiyla
onaylanmasi gereken nihilizmin bir sonucudur. Bununla
beraber vVattimo, Walter Benjamin’in “Mekanik Yeniden Uretim
Caginda Sanat Eseri” adli denemesinden guc¢li bir sekilde
etkilenerek, medyanin yikselisini sanati demokratiklestiren
bir hamle olarak gorur. Kitle iletisim arag¢larinin,
azinliklar ve alt kultdrler icin Onemli oldugunu vurgular
ve medyanin sanatli yeniden tanimlamasina izin verdigini
belirtir. Ona go6re, yasamin genellesmis estetiklesmesi,
postmodern yasamin c¢ogullugunda olumlu bir guctldr ve bu
guci kullanarak sanattaki hakikat ve gerceklik sdylemini
“dinyay1 degistirme” amag¢li militan bir programa donustiaruir.
Ote yandan Santiago Zzabala ise Vattimo’nun bu kavgaci
tutumunu sahiplenerek sanat¢inin ve yorumcunun gorevini



“acil durum estetigi” ile genisletir. Zabala, gunumuzdeki
vahsi kapitalizm caginda sanatin aktif bir yorum ve pratik
bir midahale meselesi oldugunu ileri sirer. Ona godre sanat
eserlerinin islevi, kapitalist dinya duzenindeki gercgek bir
krizin yoklugunun aslinda krizin kendisi oldugunu ortaya
koyar. Sanatin gorevi, gercekligin temsillerini asmaktan
ziyade, Varligin wunutulmus ve yok edilmis varolussal
c¢agrisini ortaya c¢ikarmak ve yorumlamaktir. Zabala,
rahatsiz edici ve huzur kacirici yapisiyla bu estetigin
sadece kapitalizmin yeniden dretimini degil, ayni zamanda
realist felsefelerin metafizik dayatmalarini da bozacagini
savunur. Bu bildirinin amaci, Vattimo’nun fenomenolojik
olmayan bir hermeneutik estetik teklifinin, (yeni)
gergekg¢iligin de bir elestirisini sunan Zabala tarafindan
alimlanmasini incelemek; ardindan ise soykirimlardan cevre
felaketlerine, ekonomik dalgalanmalardan miltecilere degin
her gune yeni bir krizle uyanan fakat bir o kadar da gercek
bir krizin yoklugunu ceken cagimizda sanatin ve sanat
eserinin oynayabilecegi rold tayin etmek, yeni anlamlarin
ve dlnyalarin ortaya c¢ikisindaki etkinligini O&rneklerle
gbstermek olacaktir.
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Poetik Bir Disiinmenin Okulu Olabilir Mi?

Adnan Esenyel
Dizce Universitesi, Turkiye
adnanesenyel@gmail.com

Standart sodyleme gore felsefe Antik Yunan’da, hakim
anlatinin mythos'’tan koparak logos’a donismesi neticesinde
ortaya c¢ikmistir. BOylece evrenle ya da varlikla kurulan
iliski artik imgeler, benzetmeler ve efsaneler Uzerinden
degil fakat daha c¢ok kavramlar, akil ve mantik yoluyla
tesis edilmistir. Felsefe geleneginin ana akimi olarak
gorilebilecek filozoflar1 ve bu filozoflarin kurdugu okullar
tam da gercgekligin kavramlar yoluyla ele gecgirilebilecek
bir nitelik arz ettigini savunur. Diger taraftan 6zellikle
19. yuzyildan itibaren kavram ve mantik yoluyla evrensel
hakikati kesfetme edimine giderek azalan guven neticesinde
felsefe etkinligi bazi 6nemli disinirlerin elinde bu sefer
logos’tan kopartilarak yeniden mythos’a doéndirilmeye
calisilmistir. Ozellikle Nietzsche ve Heidegger gibi
disunirler felsefenin 06zinde bilime degil fakat daha c¢ok
poetik olana/sanata yakin duran bir disiplin oldugunu iddia
etmislerdir. Dusunme etkinliginin totalde sadece kavramsal
ve mantiksal olana indirgenmesi onlarin gdzinde insanin
yasamla bagini kokten zedeleyerek, insana yarasir bir
varolusun olanagini kapatir. Her iki didsiUnlire gOre insan en
nihayetinde yasamla ve varlikla estetik temelli bir iliski
icerisinde bulundugundan insanin yapmasl gereken bdtdn
potansiyel guclerini bu estetik 1iliskiye uyarlamaktir.
Boylece disinmenin ve felsefenin estetize edilmesi
onlara go6re modern insani nihilizmden Kkoruyacak yegane
alternatiftir. $imdi bu noktada Nietzsche ve Heideggerci
¢cOzumin basarisi buyuk oranda mythos’a donustidrilmis bir
sbylemin aktarilmasina ve alimlanmasina bagladir. Fakat
felsefe bu tarz dusunirlerin elinde adeta bir siir haline
geldiginde s6z konusu ettigimiz aktarimin da yalnizca tanik
oldugumuz bir performansa donisme tehlikesi belirir. Zira



eger temelde insanin dinyasal baglantisi rasyonel degil de
bu disinirlerin iddia ettigi gibi estetikse, bu baglantinin
son derece sahsi imgeler ve duygular araciligiyla kuruldugu
sbylenmelidir. Bu 1ise felsefenin, tarih boyunca dusunce
akimlari ve okullariyla suregiden aktarilabilirligini ve
0gretilebilirligini ciddi anlamda tehlikeye dusurir. Zira
nasil ki bir tablo ile karsilastigimizda ressam haline
gelemiyorsak HOlderlin okudugumuzda da sair olmamiz s0z
konusu degildir. Bu bakimdan Nietzsche ve Heidegger gibi
mythos’u yeniden canlandirarak estetigi temele almis ve
hatta felsefi problemlere biyluk oradan estetik c¢oOzumler
getirmis olan dusunurlerin bir okulunu kurmak, onlari takip
etmek ve onlarin izinden gitmeye c¢alismak imké&nsiz bir
gbreve donusebilir. Neticede dusunmenin estetize edilmesi
ile kavramlarin yerini belli oranda imgeler ve son derece
sahsi tecrubeler alir. Felsefe sanata oykundigu o6lcude
kendisini bir yontemden de uzaklastirir ve boylece her
tdr nesnel kriteri yitirme tehlikesi ile karsi karsiya
kaliriz. Dolayisiyla Nietzsche ve Heidegger gibi estet
dusunirlerin izinden gitmeye c¢alismak belli agilardan bir
risk barindirmaktadir, zira en nihayetinde her iki didsuntr
de bizi, onlar gibi olmaya degil fakat kendimiz gibi olmaya
davet etmektedir ve fakat burada dogru bir yolda olup
olmadigimizi bize soyleyecek hicbir dissal referansimiz
kalmamistir. Bu calismada amacimiz bu bakimdan disidnmenin
estetize edilmesinin sonug¢lari ile hesaplasmak ve bu tarz
denemelerin takip edilebilirligine iliskin bazi sorulari
gundeme getirmektir.
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Valuing Art Aesthetically In The Context Of The
Fourth Industrial Revolution

Adrian Kvokacka
University of Presov, Slovakia
adrian.kvokacka@gmail.com

In the -contemporary era, characterized by the
persistent ambiguity surrounding the potential of artificial
intelligence (AI) to create art, a novel inquiry has emerged
for aesthetic scholars: How ought we to appraise artistic
creations within the paradigm of the Fourth Industrial
Revolution?

The way in which media has entered our everyday lives
through augmented reality, mixed reality, AI-generated
content, and virtual reality applications is unprecedented
not only in terms of scope and pace, but also in terms of
consequences, which are characterized by uncertainty in
their aesthetic appreciation. From the whole wide spectrum of
these phenomena, artifacts, and situations, I want to focus
in this paper on the possibilities of outlining aesthetic
positions that could frame our aesthetic evaluations of
art based on the above-mentioned technological approaches.
In addition to utilizing existing positions that seek to
establish ontological rules for such artefacts (Mineo,
Bridle, Kholeif), or questions such as whether AI-generated
art can amplify the perceived value of human creativity
(Horton, White and Iyengar), the purpose of this study is
to concentrate on the possibilities of aesthetic evaluation
of two particular things. Firstly, artistic creativity in
the time of technological revolution in the production of
art. Secondly, the way we evaluate, or should evaluate
aesthetically, artistic productions in the present. It is
hypothesized that the mechanisms of aesthetic evaluation
of art will be prolonged in two distinct ways. Firstly,
the range of aesthetically indicative value moments will
be expanded. Secondly, the criteria for evaluation of art
in the context of its evaluators (habits, norms, cultural
backgrounds, etc.) will be critically re-evaluated.



Undoing Abstractions: The Nation At The Limits
Of Representation

Ahmet Furkan Inan
University of Oxford, United Kingdom
ahmet.inan@sjc.ox.ac.uk

This paper returns to the year 1992, when long-simmering
desires for transformation within Turkey’s art scene -
articulated through alternative modes of artistic production
and dissemination since at least the late 1970s - began to
assert themselves more visibly within the institutional
sphere of art. Through close attention to a series of
exhibitions - Memory/Remembrance I (1991), 10 Artworks
10 Artists: C (1992), Serotonin II (1992), and the Third
Istanbul Biennial (1992) - it investigates a paradigmatic
shift in the dominant mode of artistic production 1in
Turkey. It foregrounds the often-contradictory agendas of
artists, curators, and an emergent art market in shaping
this transformation, and contends that these shifts marked
the emergence of a new historical consciousness, one that
not only challenged the operative assumptions of Turkish
modernism but also offered a situated alternative to global
narratives of contemporaneity.

While contemporary art 1is often seen as having a
direct relationship with the various “end of history”
discourses that gained prominence in the 1990s, alongside
the spread of neoliberal globalism, this paper proposes
that a fundamentally different genealogy grounded in the
historical particularities of art practices in Turkey can
be traced. It argues that the transformations of the early
1990s must be understood in light of a deeper tension embedded
in the central dilemma of Turkish modernism’s hegemonic
mode of artistic production. This dilemma, inherited from
the intellectual debates of Turkish modernization, was one
between “national” and “universal” production in art, and
heavily depended on real abstractions,? that is, operative

1 Gean Moreno, In the Mind, But Not from There: Real
Abstraction and Contemporary Art (London and New York: Verso
Books, July 2019), 15.
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representations of social reality that usurp the represented
through processes of reification. It is this abstractionist
nature of Turkish modernism that instilled what came to be
misread as a condition of “belatedness,” which produced
a cycle of deferred arrival wherein the future could only
ever be apprehended as a horizon of lack.

This temporal structure was persistently challenged
by new generations of artists from the late 1970s onward,
culminating in the mid-1980s with the emergence of what
this paper identifies as a new historical consciousness.
Contemporary art became a critical vessel for this new
sensibility, enablingaconfrontationwith theabstractionist
regime of representation and its temporal displacements,
while containing contradictions inherent to its conditions
of emergence. Through an immanent critique, the paper
analyzes how the conditions under which this new mode of
production achieved discursive and institutional dominance
by the early 1990s foresaw its eventual subsumption within
neoliberal capitalism.

Although the focal point is 1992, the analysis also
draws on earlier exhibitions such as In Memory of Joseph
Beuys (1986), A Cross Section of Avant-Garde Turkish
Art (1984-1988), Serotonin I (1989), the ABCD exhibitions
(1989-1993), and the first two editions of the Istanbul
Biennial. Combining exhibition analysis with close readings
of individual artworks, the paper examines the tensions
between artistic positions and curatorial or institutional
framings, and in doing so, offers a situated rethinking
of the contemporary that challenges dominant global art
historical narratives by foregrounding the tensions
embedded in non-Western modernities.



Bergson’un Sanat Kuraminda Estetik Sezgi Ve
Siirenin Ontolojik Islevi

Ahmet Tiizen
Gumushane Universitesi, Turkiye
m.ahmettuzen@gmail.com

Bu bildiri, Henri Bergson’un sanat anlayisini, onun
sezgiye dayali bilgi felsefesi ile silre kavrami temelinde
sekillenen ontolojisi arasindaki 1iliskiyi ele alarak
tartismayil amaclamaktadir. Bergson, bilginin elde edilis
bi¢cimini iki farkli dizlemde temellendirir: Bunlardan
ilki, nesneyi disaridan ve duragan bir perspektifle
kusatan, sembollerle isleyen, gOrece ve kismi bir bilgi
tird iken; ikincisi, nesnenin 6zlne iceriden nufuz eden ve
onun hareketi ig¢inde onu dolaysizca kavrayan mutlak bilgi
turadur. Bergson, bu ikinci yolu sezginin yolu olarak
tanimlar ve gercekligin tum canliligiyla, akiskanligiyla
ancak bu sezgi araciligiyla bilinebilecegini savunur.
Sanat da tam bu noktada, sezgisel bilginin ve dolayisiyla
metafizigin bir uzantisi olarak o©one c¢ikar. Bu dogrultuda
sanat¢i, hakikati kavrama hususunda adeta bir filozof
gibi davranarak, yuzeydeki goOringilerin Otesinde isleyen
yaratici guci kendi i¢ sezgisiyle yakalar ve onu estetik
bir bicimde eserine aktarair.

Bergson’un sanat anlayisi, yalnizca bir estetik haz
arayisi olarak gorulmez; aksine, bireyi, gercgekligin
surekli akisina katma ve onu siradan algi sinirlarinin
Otesine tasima imk&ni sunan bir faaliyet olarak
degerlendirilir. Bu baglamda, onun “sire” kavramiyla
dogrudan iliskilendirilen sanat anlayisi, bolunemez bir
bilin¢ akisinin ve geri dondiriulemez ardisikligin ifadesi
olarak dusunulir. Dolayisiyla sanat, yasamin kendisini var
eden yaratici atilimin (élan vital) estetik bir tezahtru
haline gelir. BOyle bir perspektifte sanat, insana yalnizca
bir duyusal tatmin degil, maddi goOrdnimlerin Otesine
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gecerek ruhun biutunliguni ve hakikatin birligini sezgisel
olarak deneyimleme imkani sunar. Bu nedenle sanat, gorinen
dinyanin ardindaki sirekliligi ve canli yapiyi kavrayarak
insanin kavrayisini genisleten ve hakikate yonelten bir
arac olarak ortaya konur.

Bildirinin temel amaci, Bergson’un sanat anlayisini,
onun sezgiye dayali bilgi kurami, silre ve yaratici evrim
disincesiyle bir butunldk icerisinde ele almak ve bu
butinlukten hareketle sanatin, bireyi hem 6zglirlestirici hem
de donustlridcu bir islev Ustlenerek hakikate ulastiran bir
ontolojik etkinlik olarak nasil konumlandigini aciklamaktair.
Bu cercevede bildiri, Bergson’un sanat dusuncesinin,
sezgiye dayali bilgi tarzi ile nasil bag kurdugunu, slre
felsefesinin estetik sezgiyle ne sekilde Kkesistigini
ve nihayetinde sanatin insanla evrenin ruhu arasinda
Orulmis perdeleri nasil kaldirarak hakikatin birligine
ulasmada araci rol oynadigini sorgulamayil hedeflemektedir.
Boylelikle, Bergson’un estetik dusincesinin, tum felsefi
sisteminin ayrilmaz bir parcasi olarak nasil konumlandigi
ayrintili bir bicimde ortaya konulacaktair.



“Learn O0f The Green World:” Ezra Pound,
Metamorphosis, A-Historicity And Creation

Alberto Merzari
Academy of Fine Arts of Urbino, Italy
alberto.merzari@accademiadiurbino.it

From Ovid to Goethe, metamorphic thinking has offered
a persistent—if often marginal-alternative to the dominant
Western model of logical-dialectical thought rooted in
Platonism. While dialectics privileges the conceptualization
of reality as a progression toward an ultimate stability—
whether theological or secular—metamorphic  thought
conceives of reality as continuously (re-)shaping. Karl
Loéwith has shown in his well-known text on Hegel and
Goethe that these two models have different ways of framing
time as well, the former embracing linear history as the
teleological realization of form, the later drawing on the
cyclical temporality of physis, where meaning is immanent,
recurring, and non-progressive. The aim of this paper
is to examine the work of one of the most radical and
overlooked heirs of the metamorphic tradition in the last
century: Ezra Pound. Through a close reading of selected
passages from the Cantos (e.g. IV, LXXXI, XC, CXIII, CXVII)
and his theoretical writings (e.g. Vorticism), I intend
to show what idea of creation and artistic gesture such
a metamorphic perspective brings in his oeuvre—and how
topical it potentially is for our contemporary debate.

Far from the disenchanted atmospheres of post-
historicism and the exhausted irony of postmodernity, and
equally distant from the messianic ambitions of a renewed
modernism, Pound conceives of art-I argue—as an a-historical
act of participation in eternal Zzoé, in which forms,
voices, and languages from different epochs coexist and
metamorphose without hierarchical order into one another.
In his own words, poetry must “learn from the green world”
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how to harmoniously merge fragments and let them grow into
new, unexpected and always provisional entries. From this
angle, I propose, Pound’s aesthetics can be described as a
deeply Mediterranean kind of gay science freer even than
(German) Nietzsche’s from all melancholy and nostalgia
for the irretrievable: Pound neither abandons us to chaos
nor prescribes univocal escape routes but seeks instead
to teach us how to be carried as creative forces by the
mystery of metamorphosis.

In this light-as I aim to show—Pound emerges as a
potentially key figure for aesthetically thinking the
challenge of a post-anthropocentric delocalization of the
human in an ecological perspective. His poetics translates
the ancient metamorphic tradition 1into the urgencies
of the contemporary world, and asks us to resist the
teleological transformation enacted by the technical-
industrial world—with its inherent anthropomorphization of
forms and environments—through the atelic transformation
of poetry and art. Such a transformation, which requires us
to definitely “pull down our vanity” (not least, the vanity
of thinking ourselves at the summit, or even merely at the
end, of history) is only apparently a chaotic exercise.
In fact, it is the attempt to safeguard the density and
holiness of natural creation; an inexhaustible attempt,
whose religion 1is to become the “eyes of God,” and whose
liturgy is (no more and no less) than producing forms as
resonances of forms.



Denis Diderot’nun Estetiginde Begeni, Algi Ve
Gelenek: 18. Yiizyil Estetiginde Bir Sentez
Arayisi

Ali Can Tural
Dokuz Eylul Universitesi, Turkiye
cantural9@gmail.com

18. yuzy1il estetik disincesinin temel problemlerinden
biri, begeninin kaynaginin ne oldugu sorusudur. Bu
soru esas olarak estetik degerin nesnel mi yoksa 0znel
mi olduguna iliskindir. 17. ylzyilin ikinci yarisindan
itibaren Fransa’da etkili olan Fransiz klasisizmi ve onun
18. ylzyildaki wuzantisi olan nesne merkezli estetik,
sanatta guzelligin kaynagini nesnenin kendisinde bulunan
evrensel ilkelerden hareketle aciklamaya calismistir. Bu
yaklasim, uyum, oran ve simetri gibi bicimsel 6zelliklerin
tim sanatlar ic¢in gecgerli Olcgutler olusturabilecegini One
surmistir. Buna karsilik, empirist epistemolojiyi temel
alan 0zne merkezli estetik, begeniyi duygulara, deneyime ve
tarihsel baglama dayandirarak 6znel bir zemine oturtmustur.
Bu yaklasima gore sanat, tarihsel ve kultlirel kosullar
i¢cinde degisen bir deneyim alanidir; dolayisiyla begeni de
degiskendir ve baglamsaldir. Boylece 18. yilzyilda estetik
kuramlar, tarihsel ve kiultlrel olanla evrensel olan, 6znel
olanla nesnel olan arasinda ¢oOzulmesi gu¢ bir gerilimin
i¢ine girmistir. Bu kuramsal kopuklugu gidermek, dodnemin
estetik dusunidrlerinin baslica hedeflerinden biri olmustur.

Bu bildiride, Denis Diderot’nun estetikte so0z
konusu gerilimi asma yonundeki c¢abasi incelenmektedir.
Diderot, gelenegin ve tarihselligin sekillendirdigi begeni
aliskanliklarini, sanat eserlerinin degerlendirilmesinde
kullanilabilecek evrensel ilkelerle iliskilendiren;
boylece tarihsel ve kulturel olanla evrensel olani bir
araya getirmeyli amac¢layan bir estetik kuram gelistirmeyi
hedefler. Bu ama¢la Diderot, estetik degeri, tarihsel olanla
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evrensel olanin birbirini dislamadigi bir zeminde tanimlar.
Bu cercevede, begeni yargisinin temelinde yatan bilissel
stirecleri aciklamaya yodnelik bir algi kurami gelistirir.
Diderot’ya gore begeni, dogrudan duyuma degil, gecmis
deneyimler, kultidrel birikim ve gelenekle sekillenen bir
algi slrecinin sonucuna dayanir. Begeniyi “kosullanmis
begeni” ve “aydinlanmis begeni” olmak UlUzere ikiye ayirair.
“Kosullanmis begeni”, bireyin sorgulamadan surddardugu,
geleneksel kaliplarla bicimlenmis estetik yargilari ifade
eder. “Aydinlanmis begeni” ise, 6znenin kendi begenisinin
ardindaki tarihsel ve kulturel kosullari fark ederek bu
yargiyl elestirel olarak degerlendirmesinin sonucudur.
Ozne kendi begenisinin tarihselligini ve baglamsalligini,
gecmisin ve gelenegin begeni yargilari Uzerindeki agirligini
fark eder. Bu farkindalik yeni olana ydnelik dnyargilardan
kurtulmanin ve estetik deneyimde o6zgurligin imkéanidir.

Bu bildiri, Diderot’nun estetiginin, estetik deger,
estetik deneyim ve begeni kavramlarini yeniden disinmek ig¢in
nasil bir imkan sundugunu; gelenek-yenilik, tarihsel olan-
bicimsel olan, 6znel olan-nesnel olan gibi ikilikleri asan
sentezci yaklasiminin estetik deneyimdeki Ozgurlestirici
yonuinU ortaya koymayi amaclamaktadir.



Where the Present Begins to Appear as Past:
Mediating Contemporaneity in a Museum of the
Future

Anders Thrue Djurslev
anders@enterghost.com

How do art and the neighboring practices of curating
and dramaturgy contribute to historicizing the present in
a time characterized by contemporaneity; by the coming
together of different times, timescales, and experiences
of time?1

In this paper, I will present my work as the dramaturg
and curator on the cross-aesthetic art exhibition and
theatre performance Museum of the Future on which I wrote
my PhD dissertation in 2024.2 Museum of the Future was a
collaboration between the black box theatre Sort/Hvid in
Copenhagen and the white cube gallery of Kunsthal Aarhus
in Aarhus, Denmark, manifested in two versions at each
venue during 2022. The project commissioned a wide range
of contributors, including visual artists and theatre-
makers, authors and scholars, to engage with the title’s
paradoxical constellation of the museum and the future,
while serving as the vehicle of my practice-based research
project at Aarhus University on contemporaneity.

1 Jacob Lund: The Changing Constitution of the Present. Ster-

nberg Press, 2022.

2 Anders Thrue Djurslev: Where the Present Begins to Appear

as Past: Mediating Contemporaneity in a Museum of the Future.
2024: Aarhus University. (https://ebooks.au.dk/aul/catalog/
book/548) .
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The paper introduces the project by emphasizing its
mediation of: (1) contemporary art and theatre practices;
(2) the institutional frameworks of theatre and gallery; (3)
the disciplines of dramaturgy and curating; (4) the media
of art exhibition and theatre performance; and, finally,
(5) the phantasmatics of the museum and the future. The
presentation focuses on the tensions arising between these
different forms of temporalization through the making of
Museum of the Future, conditioning and enabling conflictual
experiences of and relations to time.

In the presentation, I argue that these tensions must
be considered as critically productive in the efforts of
historicizing a present characterized by contemporaneity.
Repurposing strategies of defamiliarization and haunting
as suggested by the curatorial educator and writer Evan
Calder wWilliams, I propose a poetics of making the present
appear as past.3 Underway, my argument is informed and
challenged by figures such as Juliane Rebentisch, Claire
Bishop, Nora Sternfeld, Bridget Crone, and Boris Groys.

Finally, the paper will briefly introduce upcoming
projects by my new company Enter Ghost, including a future
theatre production in Istanbul, Tirkiye.

3 Evan Calder williams: “Volcano, Waiting.” WdW Review, June
2016.
(https://www.fkawdw.nl/en/review/sediments/volcano_waiting).



Making Art What It Is Not: Le Sacre Du Printemps

Argun Abrek Canbolat & Elif Gezgin
Canakkale Onsekiz Mart University, Tilrkiye
aabrekcanbolat@gmail.com

Throughout the history of art, certain works have
resisted and transgressed the conventional boundaries of
their respective mediums. Instances abound in which music
has been dismissed as non-music, painting as non-painting,
sculpture as non-sculpture—and likewise, ballet, film, and
theatre have at times been regarded as negations of their
own forms. These moments, rather than merely constituting
aesthetic deviations, can be understood as dialectical
oppositions—antitheses that, when examined within their
specific historical contexts, serve to 1interrogate and
destabilize entrenched artistic, cultural, and ideological
dogmas.

This presentation undertakes a critical analysis of
Le Sacre du Printemps (The Rite of Spring), focusing on
Igor Stravinsky’s revolutionary compositional techniques
and Vaslav Nijinsky’s radical choreographic direction in
the original 1913 ballet performance by the Ballets Russes.
While no complete visual documentation of the premiere
survives, contemporary accounts describe an uproarious
audience reaction-boos, fights, and walkouts—provoked
by the unprecedented dissonance, rhythmic asymmetry,
and percussive violence of Stravinsky’s score, as well
as Nijinsky’s angular, jarring, and deliberately anti-
classical choreography. The work’s departure from the
graceful fluidity of traditional ballet and its primal
thematic content—ritual sacrifice and pagan mysticism—shocked
Parisian audiences, particularly among the bourgeoisie,
for whom the performance was both aesthetically jarring
and ideologically unsettling.
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We contend that Le Sacre du Printemps functioned not merely
as a rupture within the artistic traditions of its time,
but as a generative site of negation—what might be called
a form of “anti-art”—that catalysed new possibilities in
both music and dance. It marks a pivotal moment in the
genealogy of modernist experimentation, exemplifying how
aesthetic transgression operates not simply as rejection but
as a productive mode of critical inquiry. In destabilizing
established norms, Le Sacre du Printemps opened new avenues
for cultural transformation and artistic innovation.



Kant’1in Yiice Kavrami Isiginda Ekolojik Estetik
Deneyim

Asli Sentiirk
Tuarkiye
aslisturk93@gmail.com

Bu bildiri, 1Immanuel Kant’in estetik kuraminda
merkezi bir yere sahip olan “ylce” (das Erhabene) kavrami
ile cagdas ekolojik estetik dislinceleri arasinda kuramsal
bir koOpru kurmayi amaglamaktadir. Kant, ylce kavramini,
insan aklinin dogada karsilastigi 6lcusuz buyukluk, guc ya
da kaotik doga olaylari karsisinda duydugu hayranlik ve
dehsetin bir bileskesi olarak tanimlar. Bu estetik deneyim,
O0znenin duyusal yetersizligini fark etmesine ragmen, aklin
bu sinirsizligi kavrayabilme yetisi sayesinde, insanin
ahlaki 0zerkligini ve ustunldgunid yeniden tescillemesiyle
sonuglanir. Ancak Kant’in bu 6zne-merkezli yaklasimi, dogayi
yalnizca insan ic¢in anlamli hale getiren bir aracsallikla
sinirli gbrme riskini de beraberinde tasimaktadir. GUnumuzun
ekolojik kriz baglaminda, insan-doga iliskileri bu tilrden
Ustunlikcgi yaklasimlarin 6tesinde, karsilikli kirilganlik ve
sorumluluk temellibir estetik duyarligi zorunlu kilmaktadzir.

Iklim degisikligi, biyolojik c¢esitliligin kaybai,
cevresel felaketler gibi gincel gerceklikler, Kant’in yilce
kavraminin cagdas doga deneyimlerine ne dlc¢ude uygulanabilir
oldugunu sorgulamamiza neden olmaktadir. Eriyen buzullar,
mega yanginlar, kuraklik ve deniz seviyesinin yikselmesi
gibi doga olaylari, Kant¢i anlamda ylcelige benzer estetik
tepkiler uyandirsa da artik bu tepkiler sadece bireysel bir
zihinsel yukselis degil; ayni zamanda kuresel bir sorumluluk,
kolektif bir kaygi ve etik duyarligin da ifadesidir. Bu
calisma, bu ikili gerilimi analiz ederek, Kant’in yilce
anlayisinin gunumiz ekolojik gerceklikleriyle nasil
yeniden dusunulebilecegini ortaya koymayi amaclamaktadir.
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Bildiride, bu teorik tartismalar sanat pratigi
tzerinden somutlastirilacaktir. Ozellikle cevresel sanat
alaninda o6nemli isler Jdreten Olafur Eliasson’un buz
bloklari yerlestirmeleri, Ana Mendieta’nin dogayla beden
arasindaki geciskenligi vurgulayan performanslari ve Nils-
Udo’nun dogayla is birligi icinde gerceklestirdigi mekéana
0zgu yerlestirmeleri, Kant’in estetik kurami baglaminda
yeniden okunacaktir. Bu sanatc¢ilar, dogayi edilgen bir
estetik nesne de@gil; deneyimin aktif bir 6znesi olarak
ele alarak, Kant’in oOtesine gecen bir ekolojik estetik
anlayisi gelistirmektedir.

Sonu¢ olarak bu bildiri, Kant’in vyuce kavraminin
tarihsel ve felsefi derinligini g6z ardi etmeden,
cagdas ekolojik estetikle kurabilecegi olasi iliskileri
sorgulamaktadir. Guzellikten ¢ok yuceligin, dogayla
kurulan estetik iliskiyi daha genis ve etik acgidan sorumlu
bir baglama tasima potansiyeline sahip olup olmadigi temel
arastirma sorusudur. Bu cercevede, vyiucelik kavrami bir
felaket estetigine mi evrilmektedir, yoksa yeni bir doga-
estetik-etik denklemine mi isaret etmektedir? Bildiri, bu
sorular etrafinda Kant¢i estetik disincenin gincel sanat
ve felsefe baglamindaki yeniden yorumlanabilirligini
tartisacaktair.



Olafur Eliasson’un Ice Watch Eserinde “Sey”in
Acikligi Ve Krizin Bedenlenisi

Aydan Aksakal Cakir
Tuarkiye
aydanaksakal@gmail.com

Bu makale, Iskandinav sanatg¢i Olafur Eliasson’un
Ice Watch adli yerlestirme eserini, Martin Heidegger'’in
Sanat Eserinin Koékeni (SEK) adli yapitinin ilk bdluminde
gelistirdigi “sey” diusincesi ve “yeryuzi-dunya” ikiligi
cercevesinde ele almaktadir. Heidegger, sO0z konusu metinde
sanat eserine dair donusld bir didslnce o6nerir; eserin
yalnizca bir temsil ya da ara¢ degil, ayni zamanda bir
“sey” oldugunu vurgular. Eserin ne oldugu sorusuna yanit
ararken, seyligi Gzerinden bir ¢c6zimleme sunar. Bu dogrultuda
calismada, Eliasson’un Gronland’dan toplanan buz bloklarini
sehir merkezlerine vyerlestirerek gerceklestirdigi buz
enstalasyonu, hem sey-olma hem de eser-olma bakimindan
incelenmistir. Bu baglamda asil soru, dogal (salt) bir
seyin bir sanat eserine nasil dodnldstugu sorusudur.

Eliasson’un Ice Watch adli eseri, buzullarin erimesi
gibi gunumizde sikga duyulan ancak dogrudan deneyimlenemeyen
bir olguyu gundelik yasamin merkezine tasir. Sanatg¢inin
amacl, izleyicinin yalnizca entelektiel degil, bedensel
dizeyde de buzun erimesine taniklik etmesini saglamaktir.
Bu deneyim yalnizca gorsel degil, dokunma, isitme ve koklama
gibi diger duyular araciligiyla da gerceklesmektedir.
Dolayisiyla, buzun seyligi dogrudan hissedilebilir hale
gelir. Bu yodnuyle Ice Watch, Heidegger’in fenomenolojik
yaklasimiyla da ortusmektedir. Buz, burada yalnizca bir
malzeme degil, anlam tasiyan bir varlik olarak konumlanir.
Izleyici, yalnizca g6zlemci dedil, sanat eserinin anlamini
kuran aktif bir katilimcidir.
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Heidegger’in sanat eserine iliskin doéngusel dusincesi
-sanatg¢inin esere, eserin sanatc¢iya ve her ikisinin sanata
kaynaklik etmesi- bu analizde eserin “sey” yoéniunden
hareketle a¢cimlanir. Eliasson’un kullandigi buz bloklaraz,
Heidegger’in “salt seyler” tanimina uyan Orneklerdir.
Dojada kendiliginden var olan, herhangi bir kullanim
amaciyla Uretilmemis bu bloklar, sanatin dolayimiyla
yeniden konumlandirilir. Bu ydnlyle sanat¢inin yaptigi,
dogada dagilmis olan “sey”i, sehir merkezine tasiyarak
gorunidr ve deneyimlenebilir hale getirmektir. Boylece eser,
seyircisini A noktasindan alip A’dan baska bir noktaya
gbtirme glclne sahip bir olguya donusur.

Heidegger’in “yerylzi”ni kendini geri ¢ceken, “dinya”y1
ise ac¢iga cikarici iliskiler agi olarak tanimlamasi, Ice
Watch eserinin analizine yeni bir katman ekler. Eliasson’un
yerlestirmesi, yeryuziunden alinmis buz pargalarini, insan
dinyasina dahil ederek hem vyerylzunu gordnidr kilar hem
de insan eliyle olusan mudahalenin sonuclarini sergiler.
Buzullarin sehir merkezinde zamana yayilarak erimesi,
yalnizca dogal bir c¢oOzulmeyi degil, antroposen olarak
adlandirilan cagin sonuclarini da gosterir. Boylece Ice
Watch hem yeryuzunin dogal hakikatine hem de insan kaynakli
dondsidmine isaret eden iki yo6nld bir anlati kurar. Bu
calisma, Eliasson’un eserini Heidegger’in ontolojik sanat
anlayisi cercevesinde c¢o6zumleyerek, antroposen baglaminda
doga, insan ve sanat arasindaki iliskinin nasil dusinlilmesi
gerektigine dair felsefi bir tartisma ylridtmeyi amacglar.



Marina Abramovic’in “Rhythm” Performanslarinin
Kant’in Sanat, Gilizellik, Estetik Ve Etik
Anlayislari Uzerinden Degerlendirilmesi

Ayse Uysal Elmas
Turkiye
ayseuysal87@hotmail.com

Marina Abramovic, performans sanatinin Onde gelen
vicut sanatg¢ilarindan biridir. Abramovic’in performanslari
geleneksel sanat anlayisinin degil, kavramsal sanatin i¢inde
yer almaktadir. Kavramsal sanat, estetik kaygiyi sanattan
uzaklastirip dusunceyi one ¢ikarmakta ve izleyicileri ya da
katilimcilari, sergilenen performansin ya da sanat eserinin
altinda yatan anlami aramaya tesvik etmektedir. Immanuel
Kant’in glzellik, estetik gibi belirlenimlerle ifade
ettigi sanat anlayisina karsin kavramsal sanat, sanattan
tim sinirlari kaldirmaktadir. Kavramsal sanatin sinirlari
olmadigina dair en 1iyi Orneklerden biri Abramovic’in
sergiledigi Rhythm serisidir. Abramovic, Rhythm 10'da
bicakla sergiledigi performans sirasinda elini keser; Rhythm
5"te duman solunumu yuzunden, Rhythm 4'te de endistriyel
fan yuzunden nefes almakta gucluk ceker; Rhythm 2’de de
aldigi ilaclar vyuzinden bilincini kaybeder. Rhythm 0
performansinda ise katilimcilar tarafindan siddet gbrmesine
ve taciz edilmesine ragmen Onceden belirlemis oldugu saate
kadar performansina devam eder. Rhythm serisi, gluzellik
kaygisi tasimadigindan begeni yargisina kapalidir. Bu
performanslarda izleyicilerin ya da katilimcilarin almasi
gereken bir mesaj, ulasmasi gereken bir sonuc¢ vardir; bir
dustunme etkinligi, anlam arayisi vardir. Amag, performansin
kendisi degil, tasidigi alt metindir. Bunun yani sira
bu performanslarin, Abramovic’in veya Kkatilimcilarin
biling¢li eylemleri sonucunda Abramovic’in zarar gOormesiyle
sonug¢landigi g6z Onune alindiginda, Kant’a goOre, buradan
ahlaki bir sorun da dogmaktadir. Cinklt Kant’in, insanin
ama¢ oldugu evrensel ahlak anlayisi, herhangi bir durumu
g6z ardi etmeksizin bitin edimleri kapsamaktadir.
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Bu makalede, Marina Abramovic’in Rhythm serisine
ait performanslari, Immanuel Kant’in sanat ve etik
felsefesi baglaminda ele alinarak c¢o6zumlenmektedir.
Daha cok geleneksel sanat anlayisina yakin olan Kantgi
bakis acisiyla degerlendirildiginde Abramovic’in Rhythm
performanslari sanat olmamakla birlikte Kant’in her eylemde
olmasi gereken, akla dayanan ahlak anlayisi Uzerinden
incelendiginde de bu performanslar ahlaki acidan sorun
teskil eder gibi goridnmektedir. Bir performansi ya da
nesneyi “sanat” yapan seyin ne oldugunun belirli olmadigi
kavramsal sanat Kant’in sanat tanimini dislarken Kant da
guzellik ve begeni iceren sanat tanimiyla kavramsal sanati
sanat olmaktan uzaklastirmaktadir. Rhythm performanslari
Uzerinden, kavramsal sanata, Kant’in bakis acisiyla
yapilan bu degerlendirme, hem siniri olmayan cagdas sanat
anlayisini hem de estetik kaygi iceren, belirlenimleri
olan geleneksel sanat anlayisini sorgulamamiza olanak
saglamaktadir.



American Women Travelers And Everyday Aesthetics
In The Ottoman Empire

Aysegiil Avci
Yasar University, Tilrkiye
aysegul.avci@yasar.edu.tr

While the majority of travelers to the Ottoman Empire
from the United States in the first half of the nineteenth-
century were men, a small number of women travelers and
missionaries also visited the region. These women conveyed
their observations of the Ottoman world from a female
perspective in letters that were later published as books
and widely read both in the United States and across the
Atlantic. Unlike their male counterparts, these women had
access to the harems of Ottoman pashas and thus provided
compelling narratives about both the private domestic
sphere and the public spaces of Ottoman cities, offering
insights into the cultural and socio-economic structures
of the time. Sara Haight Rogers, one of the first American
women travelers to publish her observations of Istanbul,
and Eliza Cheney Abbott Schneider, who settled in Bursa
with her missionary husband and wrote extensively about
her experiences there, opened up an important field of
study. Their writings offer valuable perspectives on the
Ottoman Empire in the early nineteenth-century through the
lens of American women. These women did not merely narrate
personal experiences; they also described the cities, their
inhabitants, and everyday life with aesthetic sensibility,
providing rich portrayals of Ottoman society while also
reflecting on the evolving identity of American womanhood
during a period of nation-making. They further shed light
on the otherwise inaccessible world of Ottoman women.
Their observations of everyday objects—from the lace on
women’s velils to the vessels used to serve coffee and
dessert—allowed them to interpret domestic hierarchies,
such as those between servant and mistress or mother-in-
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law and daughter-in-law. Similarly, their depictions of
the multicultural diversity in public spaces like streets,
parks, and bazaars revealed distinctions across ethnic and
social classes. Haight and Schneider’s works, published
before the 1848 Seneca Falls Convention (widely regarded as
the starting point of American first-wave feminism), assert
their presence and authority in a male-dominated literary
genre. At the same time, the apologetic tone they adopt
in their works—aimed at preempting criticism for stepping
outside conventional gender norms—reveals their awareness
of the boundaries they were transgressing. This study
examines Ottoman culture and aesthetic perception through
the writings of two American women who lived in Istanbul
and Bursa in the early nineteenth-century. It analyzes
how their observations not only shaped representations
of the “other” but also revealed contradictory messages
about their own identities. These narratives, offering
an alternative to Eurocentric portrayals of the Ottoman
world, serve as important sources for rethinking aesthetic
representation within the field of cultural studies.



Ghosts Of History In The Seven Moons Of Maali
Almeida

Aysegiil Turan
Istanbul Kiltdr University, Turkiye
a.turan@iku.edu.tr

Shehan Karunatilaka’s The Seven Moons of Maali Almeida
(the recipient of the Booker Prize in 2022) presents the
unusual story of the freelance photojournalist Maali who
wakes up to find himself dead and with seven days to settle
his affairs in the world of the living before his time in
“the In Between” comes to an end. Set in 1990, against the
backdrop of the Civil War, the narrative juxtaposes the
individual and collective stories of the peoples of Sri
Lanka as different forms of violence and death have become
ordinary occurrences. While Maali strives to connect with
his loved ones among the 1living so as to expose the
atrocities to the public through his photographs, he has
to navigate the world of the dead and decide his own path
in the afterlife. The novel draws from the genres of
historical fiction, magical realism and crime narratives 1in
its construction of the plot with second-person narration,
thus presenting a rather unique combination of narrative
elements. These particular choices about the style and
structure of the novel pave the way for a prolific discussion
about the possibilities and limitations in representing
contested histories such as the Civil Wwar, in which it
is impossible to know where and when the death presents
itself, as it is the case in the novel. As the ghosts of
the past, literally and figuratively, haunt the 1living,
the narrative opens new venues to explore the ethical
implications, or lack thereof, for the perpetrator,
the victim and the witness within the context of such
a turbulent period. In this paper, I will focus on the
representation of the Civil War through its impact on the
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individuals, dead and alive, through an examination of the
narrative and stylistic choices in the novel. In doing so,
I will analyze the aesthetics and ethics of representing
violence and war in the novel and its possible effects for
the complex relationship among witnessing, documenting and
fictionalizing history.



Hafizanin Estetigi: Bergson’un Zaman Kurami
Isiginda Ask Gibi Aydinlik, Oliim Gibi
Karanlik'ta Tarih Ve Bellek

Bahar Ok
Ankara Yildirim Beyazit Universitesi, Turkiye
baharokbahar@gmail.com

Gegmisi nasil hatirladigimiz ve buglinu nasil
deneyimledigimiz arasindaki bag, yalnizca tarihsel degil;
aynl zamanda estetik bir mesele olarak da ele alinmalidair.
Hatirlama edimi, deneyimi oldugu kadar dili, zamani
ve kimligi de yeniden kurar. Bu baglamda zaman, Henri
Bergson’un kuraminda oldugu gibi, dogrusal ve 61c¢llebilir bir
¢izgisellikten ziyade, bilingte surekli akan, i¢ ige geg¢mis
ve yaratici bir siure¢ olarak degerlendirilir. Bergson’un
“sure” kavrami, zamanin bu ig¢gsel akisini anlamada temel
islev gorir. Bu kavram, yalnizca zamanin dogasini degil,
ayni zamanda bilincin ve hafizanin isleyisini anlamamiza da
imk&n tanir. CUnkl Bergson’a gore insanin kendi benliginin
derinliklerine inisi, bellegin bu sitrekliligi ig¢inde, ig
ice gecmis Uc¢ asama Uzerinden gerceklesir: Ilk asamada
birey, maddi dinyadaki tim algilarain farkina varir; ikinci
asamada bu algilarla iliskili olan ve onlarin yorumlanmasini
saglayan hatiralar belirir; Uc¢lnci asamada ise egilimler ve
harekete gecirici aliskanliklar devreye girer. Bu asamalar
kesintisiz bir akis icgerisinde birbirine eklemlenir. Bu
durum gecmisimizin simdiye eklenerek yavas yavas buyumesi
ve bilincimizi yani hafizamizi olusturmasidir. Zira higbir
an, kendisinden O0nce gelen andan tamamen bagimsiz degildir;
her yeni an, 6ncekinin izlerini tasir. Bilingteki bu dinamik
akis, bellegin yalnizca bir kayit degil, simdiki zamani da
kuran yaratici bir etkinlik oldugunu gosterir.

Bergson’un sireklilik temelli hafiza anlayisa,
O0zellikle kolektif travmalarin edebi anlatimi sdz konusu
oldugunda o6nemli imkanlar sunar. Kirt edebiyatinin
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onculerinden olan Mehmet Uzun, anlatilarini tarihsel
olarak bastirilmis ve unutulmus bir belledi gorinir kilmak
amaciyla kaleme almistir. Ask Gibi Aydinlik, Olim Gibi
Karanlik adli romani ise bu bellegin, bireysel bir ask
anlatisi araciligiyla nasil edebi bigime kavustugunu
ornekler. Romanda ask, yalnizca duygusal bir tema degil;
gecmisle bag kuran, travmalari tasiyan ve hafizayi diri
tutan bir anlati meké&nina donidstr. Bu baglamda roman, Kirt
halkinin sidrgun, kayip ve kimlik silinmesi gibi tarihsel
deneyimlerini, sezgisel imgeler ve c¢ok katmanli anlatim
teknikleri araciligiyla ac¢iga c¢ikarir. Zamanin dogrusal
islemedigi anlati yapisinda, ge¢mis yalnizca hatirlanmaz;
simdiyle birlikte yeniden kurulur ve donustdrdalidr. Uzun’un
anlati dili, tapki Bergson’un zaman kuraminda oldugu
gibi, gec¢misin simdiki zamana ickinligi dzerinden isler
ve bellegi parcalanamaz bir sireklilik ic¢inde temsil
eder. Roman, Bergsoncu bir bakisla okundugunda yalnizca
hatirlamayl degil; wunutusa karsi estetik bir direnisi
ve travmatik gecmisin sezgisel olarak simdiye katilarak
donustirulmesini ifade eder.

Bu calisma, estetik ile tarihsellik arasindaki bagai,
Bergson’un hafiza kurami c¢ercevesinde degerlendirerek
edebi anlatinin nasil bir hatirlama bi¢imi kurdugunu ortaya
koymayl amaclamaktadir. Mehmet Uzun’un romani Ulzerinden,
bireysel bir ask anlatisinin kolektif travmalarin sezgisel
temsiline nasil dondstugu incelenecektir. Sanatin bellegi
temsil etme gicl, vyalnizca gecmisi yeniden sunmakla
kalmaz; bastirilmis olani sezgi araciligiyla edebi bic¢imde
gorundr kilar. Tartismali tarihlerin etik bir big¢imde
temsili, vyalnizca tarih yaziminin degil, ayni zamanda
cagdas sanatin ve edebiyatin da sorumluluguna isaret eder.
Unutusun politikasi karsisinda edebi anlati, yalnizca
bir hatairlama bicimi degil; ayni zamanda estetik bir
direnis alani olarak 6ne ¢ikar. Bu bildiri, bellegin edebi
katmanlari araciligiyla bireysel ve kolektif deneyimlerin
nasil donustagind; gecmisin, sezgisel bir zaman 0orgusu
i¢cinde simdiye sizarak nasil yeniden anlam kazandigini
felsefi bir dizlemde tartismayi amaclamaktadir.



Aestheticism As Culture Planning: How Servet-i
Fiiniin Decadence Forged A Didactic Ethos In
Literature

Basak Ilhan & Nihal Yetkin Karakocg
Izmir Ekonomi Universitesi, Tiurkiye
basakilhanv@gmail.com

Drawn from a larger study on the translation of
aesthetic philosophy, this presentation investigates
how the employment of aestheticism in different cultures
impacts contemporary literary practices. It focuses on
the late 19th-century Servet-i Flinan wmovement and its
European fin de siécle counterpart, arguing that the two
movements used aesthetic principles for opposing ends. The
Servet-1i Fiandn movement adopted aestheticism as part of
a progressive, nation-building culture planning project.
This stands in stark contrast to European fin de siécle
decadence, which emerged as a reactionary movement against
Victorian moralism and the mechanization of art.

This study argues that while European Aestheticism
was a rebellion against social utility, Servet-1i Filinun
“decadence” was a vehicle for modernization, ultimately
forging a persistent “didactic ethos” in Turkish literature-a
value system that prizes comprehension over pure aesthetic
ambiguity. This drive to influence the audience towards a
Western model of progress meant that the concept of “art
for art’s sake” was inherently compromised, even as the
period’s writers employed it as a slogan.

The contemporary legacy of this ethos is revealed by
analyzing the Turkish translations of Oscar Wilde’s The
Critic as Artist as metatexts (PopovicC). This analysis
demonstrates how the historical ethos manifests at the
textual level. Faced with Wilde>s philosophically dense
and culturally specific work, translators consistently
employ didactic strategies, such as explanatory footnotes
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and clarifications. These choices represent a move away
from a foreignizing strategy (Venuti) that would preserve
the original’s strangeness, and toward a domesticating
one that prioritizes reader comprehension. While ensuring
comprehension, this approach ultimately contradicts the
source text’s anti-utilitarian philosophy.

This presentation concludes that these translation
choices are not merely stylistic but are symptoms of this
historical didactic ethos. This inherited ethos remains a
powerful, often invisible, force that governs the modern
act of literary creation, presenting a profound cultural
challenge to the transmission of a truly “useless” art.

KEYWORDS: aestheticism, decadence, didacticism, culture
planning, translation studies



Embodiment of the Digital Image: Materiality
In Digital Art

Basak Kaptan Siray
Turkish German University, Tiurkiye
basak.siray@tau.edu.tr

Today, digital art—also referred to as computer
art, electronic art, internet art, immersive art, or
new media art—encompasses a broad and evolving range of
creative practices enabled, mediated, or transformed by
digital technologies. It is characterized not only using
algorithmic processes and computational systems but also
by its fundamental capacity to reshape how artworks are
produced, experienced, and conceptualized.

This paper explores how digital art reveals the
evolving relationship between artistic production and
technology. As digital tools continue to shape the creation
and experience of 1images, digital art does more than
redefine the boundaries of medium and form; it deepens our
understanding of the aesthetic and perceptual potentials
of technologically mediated creativity. In this context,
digital art both dematerializes and rematerializes the
image, creating a new space of interaction between the
image and the embodied viewer.

Focusing on the transformation of visual representation
into sensory experience, this proceeding draws on Mark
Hansen’s theory of the “embodied image,” which places the
human body at the centre of perceptually framing digital data.
Challenging disembodied notions of digital transcendence,
Hansen emphasizes the body’s role in filtering and shaping
digital imagery, asserting the indispensability of human
perception and embodiment in technologically produced art
forms.
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Through examples of digital art, the proceeding
examines immersive installations, video environments, and
light-based works that spatially engage the viewer. It
investigates how the immaterial nature of the digital
medium obtains materiality through sensory effects on
the viewer’s body and how such works transform space and
perception in tactile ways. The participatory experiences
generated in these interactive and immersive environments
challenge static, object-based models of traditional art
and invite new forms of spatial and temporal engagement.
Accordingly, the paper positions digital art not only as
a technological development but also as a conceptual and
phenomenological transformation of the artwork itself. It
emphasizes that artistic experience in the digital age can
be understood through embodiment.



Edilginlikten Etkenlige: Sanatin Rolleri Uzerine

Baver Demircan
Uskidar Universitesi, Turkiye
baver.demircan@uskudar.edu.tr

Gundelik hayatimizda c¢esitli nedenlerle Uretilmis
duragan ve hareketli 1imgelere surekli olarak maruz
kalmaktayiz. Bu imgeler karsisinda konumumuz pasif bir alici
olmak lGzerinden belirlenirken, eyleme gecme olanaklarimiz da
siyasal, sosyal, iktisadi, teknolojik vb. yapilar tarafindan
tanimlanmis ve sinirlandirilmistir. Pasif alicilar olarak
sanat eserleriyle kurdugumuz iliski de, benzer bir bicimde
yapilar tarafindan maruz kalma iliskisine indirgenmektedir.
Ote yandan sanat eserlerinin dinya acma ya da iliskisel
baglam kurma yonu, siyasal o6rgutlenmeler tarafindan bilinc¢li
sembolizmle arag¢sallastirilmaktadir. Bu aragsallastirmaya
sayisiz oOrnek verilebilir. Kendi cografyamiz Uzerinden
hareket edecek olursak, Roma Imparatorlugu doéneminde
Istanbul’un Hristiyan baskenti olarak yeniden sanat yoluyla
bicimlendirilmesi, Osmanli DoOneminde Istanbul’un yeni
iktidarin kendi belirlenimlerine gore sanatsal olarak yeniden
kurulmasi ya da Cumhuriyet’in baskenti olarak Ankara’nin
Cumhuriyet’in yeni degerlerinin ve vyurttaslarinin oOnlne
ideal olarak koymak istedigi yasam bic¢ciminin mimari sanati,
heykeller ve edebi eserler yoluyla insa edilmesi O6rnek olarak
verilebilir. Dolayisiyla sanat bilin¢li bir sembolizm yoluyla
yeni yapilarin kurulmasinin kilit tasi olurken, bu yolla
sanat eserleri belirli bir anlam dinyasinin yapisallasmasi
i¢cin temel bir araca indirgenir. Bambaska bir ifadeyle, bu
durum hermeneutik acidan ele alindiginda, sanat eserinin
anlaminin, o eseri yaratanin niyetine indirgenmesine tekabul
eder.

Goethe bircok eserinde gonderimlerive ifade etme tarzlari
bakimindan sembolik olanin ayirt edici bir tanimini vermeye
calisir. Maksim ve Refleksiyonlar adli eserinde sembolik olani
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su sekilde tanimlar: “Sembolizm gorinisi bir ideye, ideyi de
bir imgeye Oyle bir sekilde donustirdr ki, ide imgede sonsuz
derecede etkili ve ulasilmaz kalir ve her dilde ifade edilse
bile ifade edilemez olarak kalir” (Goethe, 1982: 470-471).
Esasen sembolik olanin tanimlanmasina ve dolayisiyla ayirt
edilmesine iliskin bu caba, sanatin mahiyetinin ne olduguna
iliskin tartisma gotiren yaklasimlarin ortaya c¢ikmasini
ifade eder. Goethe’nin taniminda sembolik olanda buldugumuz
belirsizlik, anlamin sonsuzca genisleme 6zelligine isaret
ederken, estetik deneyimde kisinin anlam arayisi igerisinde
etken rolune dikkat ceker. Dolayisiyla eserle iletisim kuran
kisi pasif bir izleyici de@ildir. Bu, onun ayni zamanda
kendini bigimlendirmesi anlamina da gelir.

I1gili tartismanin bir uzantisi da mitolojilerdir.
Mitolojilerle birlikte yine bir dinyanin ac¢ildiginai,
insanlar nezdinde ortak duyus, sezis, algilayis ve duslnus
birliginin kurulabildigini gormekteyizdir. Ote yandan
mitolojilerin bilin¢li Gretilen bir sembolizm olup olmadigi
sorunu, 1isin tarihsel yonlyle birlikte dusunidrleri oldukca
mesgul etmis bir sorundur. Mitolojilerde kullanilan ve genel
olarak onlara birliklerini veren sembolik 6geler sadece bir
sus, bir eklenti ya da derin tinsel ilgiler uyandirmayan
dissal hikayeler midir ya da mitolojiler derin bir anlam
igceren ve bu anlami biling¢li bir sembolizm yoluyla veren
ve yine onlarla dretilen anlami ac¢iga c¢ikarabilmek icin
sembolik olarak yorumlanmasi gereken hikayeler midir?
Sorunun her 1iki yonuyle iliskili olarak ayrica su soru da
ilgili tartismanin temel eksenini belirler: Mitolojilerin
oykulestiren ve sembollestiren bir varlik olarak insanin
anlam dunyasini kuran formlardan biri olarak ac¢iga ¢ikmasi
ne anlama gelmektedir?

Bu calismada sanat eserinin hem (dretilme hem
degerlendirilme strec¢lerinin yapilar tarafindan biling¢li bir
sembolizm ve bu sembolizmin Urettigi mythoslar yoluyla salt
aragsallastirilmasinin ve 6te yandan sanat eserlerinin maruz



kalinan imgeler yiginin olusturdugu dinyanin bir parcgasina
indirgenmesinin kirilmasi ve elestirisi olarak, Goethe’nin
taniminda buldugumuz anlamin sonsuzca genisleme olanagi
dikkate alinarak, sanat yoluyla insanin etken bir eyleyeci
ve degerlendirici olarak yeni anlamlar Uuretebilmesinin
olanaklari sorgulanacaktir.
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Estetik Bir Devrimin Ayak Sesleri Hangi Mantik
Adimlarindan Geliyor Olabilir?

Besim Karakadilar
Tarkiye
bessumi@yahoo.com

Jacques Ranciere, “The aesthetic revolution and its
outcomes” [Estetik devrim ve sonug¢lari] adli yazisinin
basinda, Schiller’in Uber die &sthetische Erziehung des
Menschen [InsaninEstetik EgitimiUzerine] basliklieserinden
bir alinti yapiyor: “Insan ancak (oyun) oynadiginda tamamen
insandir.” Schiller’e g6re bu “guzellik sanatinin ve daha
da zor olan yasama sanatinin tim yapisini tasiyabilir”.
Ranciere’e gore, bu disinceyi su sekilde yeniden formile
edebiliriz: Hem yeni bir sanat dinyasinin hem de bireyler
ve toplum igin yeni bir yasamin vaadini tasiyan belirli
bir duyusal deneyim vardir, yani estetik. (Dissensus: On
Politics and Aesthetics, s. 115.)

Bu bildiride, sb6zu gecen “duyusal deneyim”in
mantigini anlamaya yoOnelik olarak, “duyumsanabilir
olanin paylasimi” [partager le sensible] ic¢in 6n kosul
olan temel bir varsayimdan sO0z ac¢ilacaktir. “Hilbert’in
cokluk ilkesi” diyecedim bu varsayim, David Hilbert’in
matematigin temelleri Uzerine sorusturmalari sirasinda
farkina vardigini dusundigim nominalist bir ilkedir.
Ilke gundelik dilde kisaca sunu sOyler: Farkli her tar
(olanakli) nesnenin o6zellenebildigi bir kurgular evreni
vardir. Hilbert’in c¢okluk ilkesinin mantik¢a nasil dile
getirilmesi gerektigi dzerinden, basliktaki soruya nasil
bir yanit verilebilecegini gOsterecegim.

Orta cag didsUnlUrlerinin de insanin oyunbaz bir hayvan
oldugundan dem vurduklari soOylenir. Belki Heraklitus’un
“insanin bir ¢ocugun oyun oynarkenki ciddiyetine ulastiginda
neredeyse kendisini gerceklestirmis sayilabilecegi”



yonindeki disincesi de Schiller’in soOzlyle ve orta cag
filozoflarinin disincesiyle benzer bir yer tutuyor. Yirminci
ylizyilda, oyun Kkuramsal kavramsallastirmalarin insanin
iktisadi davranislariyla ve genel anlamda da karar verme
bicimleriyle iliskilendirilmesi, insanlarin hangi eylemleri
neye go6re sectikleriyle 1ilgili dusincelerin kavramsal
koklerine inme c¢abasi olarak gorulebilir. Estetik rejim,
neyi nasil se¢tigimizi oyunlar araciligiyla yorumladigimiz
bir kurgulama etkinligi olarak ele alindiginda, su
temel sorunun mantikca bir ©6nceligi var gibi goridndyor:
Kurgulamanin mantikgca c¢esitlemeleri nelerdir? Bu soru
Hilbert’in c¢okluk 1ilkesiyle birlikte dusunuldigunde,
kurgulamanin c¢esitlemeleriyle yo6nelinen kurgular arasi
karsilastirmali baglamlara iliskin bir etkinlik oldugunun
ve tam da bu yuzden bir ¢okluk ilkesine ihtiyac dogurdugunun
gbstergesidir. Sonu¢ olarak, kurgulamanin mantikca
cesitlemelerinin ve  kurgular arasi karsilastirmali
baglamlarin dogurdugu ihtiyac¢ temelinde yapilan sec¢imlerin
mantiginin, varlik bildiren esnek bir tutarlilik kavrami
araciligiyla - enformasyon anlaminda - bilginin mantigini
duyularin mantigina yaklastirdigi gorulir.
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Commemoration of Architecture in Postage Stamps
of 1950s’ Tiirkiye

Buket Ergun Kocaili
Atilim University, Turkiye
buket.ergun@atilim.edu.tr

This study investigates how architecture was
commemorated, represented, and aestheticized through
the medium of postage stamps in 1950s Tiurkiye, a period
marked by political transformation and increasing visual
propaganda. Drawing from the interdisciplinary foundations
of architectural historiography, visual culture, and media
studies, the study considers postage stamps as more than
miniature artworks or philatelic objects; instead, they
are approached as state sanctioned media that conveyed
layered ideological messages through carefully curated
visual content.

Focusing on architectural-themed postage stamps issued
during the Democrat Party era (1950-1960), this study
argues that these miniature prints functioned as mnemonic
devices, reproducing a selective architectural memory in
line with the state’s agenda. By juxtaposing monumental
heritage sites with new modernist constructions, stamps
created a visual continuum between the Byzantine-Ottoman
past and the Republican-modernist present. This duality
served not only to legitimize the state’s modernization
claims but also to aestheticize tradition by reinterpreting
it within a framework of progress and development.

Postage stamps, due to their mass production,
circulation, and accessibility, enabled the globalization
of Turkish architectural identity by transmitting both
traditional and modern images to an international audience.
In doing so, they contributed to a visual narrative of



national identity that balanced rootedness in tradition
with aspirations toward innovation and global visibility.
The architectural content of these stamps reveals a curated
selection of symbols that reflected not only the material-
built environment but also its transformation into a visual
archive of state ideology.

Moreover, the design strategies employed in these
stamps—such as perspective, framing, sequencing, and
iconographic selection-reflect a conscious aestheticization
of tradition. Through repetition and seriality, these stamps
constructed a visual grammar that equated architecture
with cultural continuity, national pride, and ideological
clarity. They became tools of aesthetic mediation,
transforming buildings into signs of memory, power, and
belonging.

By analyzing these stamps as both object and discourse,
the study contributes to the broader discussion of how
tradition is mobilized as an aesthetic category in state-
controlled visual media. It also expands the understanding
of architectural historiography by foregrounding an
underexplored archival medium and its implications for
cultural memory and identity formation.
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Is A Crocean Historical Approach Possible Today?

Burak Sayin
Aydin Adnan Menderes University, Turkiye
burak.sayin@adu.edu.tr

Benedetto Croce’s well-known argument that every true
history is necessarily contemporary, should be reconsidered
today. In his view history, art, and philosophy are
interconnected as expressions of the world as a form of
knowledge. Especially his conception of philosophy as a
methodology called Absolute Historicism - is not merely a
theory but also promises an active process of grasping the
reality through Mind or the Spirit. The spirit (lo spirito)
represents reality itself and the collective human mind that
grounds the meaning and knowledge constituting the world.
For Croce, this framework is an anti-metaphysical program
aimed at liberating history from metaphysical remnants.
This 1liberation occurs through the historian’s present
imagination of the past, directly connected to external
reality. Reality becomes the object of knowledge in the
form of expression. An expression is a true expression if
it is only universally perceptible to humanity. Thus, the
interconnection of history and aesthetics is established
through perception. History, while aiming to provide
objective knowledge about the past (i.e., knowledge based
on scientific and universal elements), 1is grounded 1in
concrete and individual facts initially apprehended by the
senses. Though intuition is intrinsically individualistic,
Croce conceives it as foundational knowledge. History and
aesthetics as distinct forms of spiritual activity, achieve
organic unity in comprehending reality.

Today, digitalization drives ontological and
existential transformation, rendering all philosophical
conceptions open to re-examination. Traditional



historiography faces drastic change as classical methods
of accessing chronicles shift to digital platforms,
amplified by AI’s potential. Yet, a critical challenge
emerges: Can history become “totally objective knowledge”
via digital data technologies? Crocean historiography’s
core strength is its humanistic emphasis that allows the
historian as a spiritual agent, directly intervening 1in
the creation of historical knowledge. Digitalization risks
misinformation and distortion of information, potentially
spawning undetectable alternative historiographies.
Crucially, humanity’s aesthetic relationship with the
external world is being reconfigured by digital mediation - a
shift that, given intuition’s foundational role in Crocean
historiography, intensifies controversy over the historian’s
role as a direct agent who forges chronicles into historical
knowledge. Consequently, Croce’s philosophical method as
historiography seems even more valid today than its time
in terms of its essential character of contemporaneity.
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Edebiyat Ve Millet Insasi: Mavi Anadoluculuk Ornegi

Can Karabodcek
Kirklareli Universitesi, Turkiye
cankarabck@gmail.com

17. vylzyil ortalarinda 1Ingiltere’de ortaya c¢ikan
bir ideoloji olarak milliyetc¢ilik, bir siyasal kategori
olarak millet fikrine dayaniyordu. Millet 1ise Benedict
Anderson’un deyisi 1ile tahayyul edilmis bir cemaatti.
Millet kavraminin ortaya ¢ikisi ile kapitalizmin gelismesi
el ele gittiginden, kapitalistlesme sirecinde ilerleyen her
Ulkede, milli kimlik gelisip, gug¢leniyordu. Modernlesmenin
bir vechesi de, bu nedenle millet insasinin gliclenmesi
ve vyayilmasiydi. Feodal dretim iliskilerinin siyasal
organizasyonu toprak aristokrasisine dayali bir monarsi
iken, modernlesen toplumlarda siyasal organizasyon bambaska
bir temele oturmaliydi. Kapitalist Uretim iliskilerinin
ortaya c¢ikip, toplumsal hayata nufuz etmeye baslamasi ile
beraber, siyasal otoritenin mesruiyetini saglayacak bir
baska kategori ortaya c¢ikacakti. O kategori de, millet
olacaktzx.

Modernlesme gerekliliginin gec¢ farkina varan Osmanli
Imparatorlugu, mitereddit bir modernlesme sirecilne
girmisken; sonrasinda kurulan Cumhuriyet, bu modernlesme
surecine miteredditligi terk ederek devam etmistir. Yeni
kurulan cumhuriyet kendi dayanmasi gereken kategorinin
millet oldugunun farkindaydi ve bir millet insasinda
elinin c¢abuk tutmasi gerektiginin de bilmektedir. Bu
nedenle bir Turk kimligi icadina baslanir. Insa edilecek
milli kimligin iceriginin belirlenmesinde edebiyatin gucli
bir roli olacaktir. Modernlesmenin olmazsa olmazlarindan
birisi de bir resmi bir dil birligi gelistirmek ve
okuryazar nidfusu arttairmaktir. Okuryazarlik artikca da
milli kimlik yayilacak ve millet yaratilacakti. Goethe



Alman Milleti’nin, Shakespeare Ingiliz milletinin, Dante
Italyan milletinin, Gogol Rus milletinin, Voltaire ve
Moliere Fransiz milletinin yaratilmasinda ne kadar oOnemli
ise bir Tiurk milletini yaratma gorevinin bir kismi da
edebiyatc¢ilara diusuyordu.

Boylesi bir baglamda sekillenen Mavi Anadoluculuk akimi
da topraga bagli bir milliyetc¢ilik anlayisini gelistirir.
Anadoluculuk akimi icerisinde yer alan, Mavi Anadoluculuk
humanist ve sekiler bir millet anlayisini gelistirmeye
calismistir. Sebahattin Eyuboglu, Cevat Sakir Kabaagacli,
Azra Erhat gibi isimlerin yer aldigi Mavi Anadoluculuk
akimi, yeni kurulan Cumhuriyetin kurucu ideolojisine uygun
bir millet tanimi gelistirmeye calismislardi. Bu bildiride
Mavi Anadoluculuk akiminin edebi ve felsefi temelleri
ile siyasal yodnelimi ile edebiyat ve siyaset arasindaki
iliskinin bir 6rnegi gosterilmeye calisilacaktir.
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Ana Mendieta’nin Silueta Serisine Insan-Sonrasi
Perspektiften Elestirel Bir Okuma

Can Memis
Turkiye
canmemis2018@gmail.com

Kibali sanat¢i Ana Mendieta’nin sanat pratiginde yer
alan toprak-beden (earth-body) eserler, elestirel insan
sonrasidusunceden kavramsal olarak beslenir. Antroposentrik
(insan-merkezli) anlayisin go6rsel sanatlardaki egemen
tasavvurunun aksine, hem bedenin sabit ve yekpare bir varlik
olarak ele alinmamasi hem de insan-olmayan varliklarla
iliskilenmeye ac¢ilan go6rsellik o©Onerisi, Mendieta’nin
pratigini insan-sonrasi dustunsel tartisma icin verimli
bir alana donustidrdr. Sanat¢ginin gelistirdigi vyerydzd
beden sanati, performans ve arazi sanati geleneklerinden
insan-merkezlilik baglaminda elestirel olarak ayrisair.
Performans sanatinin izleyiciyle kurdugu iliskisel estetik,
Mendieta’da canli ve cansiz varliklarin 1iliskiselligine
dondsdar. Izleyiciyi aktorlestirmek yerine, yeryuzi
varliklarinin ve doganin kalbinde, mekéana ve zamana yayilan
bir anlatim sunar.

Posthimanist kuram, doga/kultur ikiligini asarak
yalnizca disinsel degil, ayni zamanda yeni figlrasyonlari
iceren estetik bir dagarcigin olusmasini gerektirir.
Rosi Braidotti’nin isaret ettigi bic¢imiyle posthimanist
paradigma, insan-olmayan varliklari da iceren ¢oklu varolus
bicimlerinin gérsel anlatim ve temsiliyetini dodnldstirmeyi
zorunlu kilar. Bu calismada; Ana Mendieta’nin 1973-1980
yillari arasinda Urettigi Silueta Serisi Uzerinden doga-
kiltlir ayrimi, modern Bati dislUncesindeki beden temsili ve
bu elestirel hattin Karen Barad’in ifade ettigi anlamda
kesikleri (cut) tUzerinde bir tartisma yurutmeyi ama¢cliyorum.
Mendieta’nin pratigi her ne kadar sanat tarihi kanonunda



¢ogu zaman dislanmissa da feminist metodolojiyi benimsemesi,
duyumsayama ve algilamaya dair yeni bir go6rsellik arayiszi,
insan-sonrasi dusunceyle dogrudan temas kurar.

Ekofeminist ddsidnir Donna Haraway, antropolog Mary
Douglas’a referansla beden imgelerinin dinya gorusumizu
ve politik dilimizi nasil sekillendirdigine dikkat ceker.
Siborg Manifestosu’nda ortaya koydugu siborg figurid etrafinda
gelistirdigi beden anlayisidayalnizca sinirlaridoénisen bir
beden tasavvuru degil, ayni zamanda yeni bedenselliklerin
tartisilmasinin da oOnunud acar. Mendieta’nin anlatilarinda
yer alan canli ve cansiz varliklar, cesitli beden temsil
bi¢imlerini tartistirmanin yaninda; bedenin mekansal ve
maddesel iliskiselligini de goOrunir kilar. Sabit izleyici
konumlarinda is Udretmeyi reddeden sanatci; topragin,
suyun, atesin, bitkilerin, diger elementlerin fail oldugu
bir gorselligi sunarak her bir varligin fail kapasitesinin
altini cizer.

Kirator Devon Ma’ya g6re Silueta’larda beden, ‘ne
butuntyle var ne de butunuyle yok’tur; beden parcalanarak
zaman ve mekana dagilir. Serinin referanslari, Bati sanat
tarihinde dislanan etnik ve kultirel kimliklerden ve
ritielistik 6gelerden beslenir. Sanatc¢cinin seriye Meksika’da
baslamis olmasi, kendi Latin koékenine doénuk o6zdisinumsel
bir arayisin da parcasidir. Seri incelendiginde bedenin
hem nesne hem de ©6zne konumunda oldugu gordldr; bu cift
yonld konumlanis, nesneyle kurulan iliskinin elestirel
bicimde yeniden diusinidlmesinde Onemli bir kirilma noktasi
olusturur. Sanat¢i, nesneleri ve seyleri pratiginin
merkezine tasiyarak baskaliklarla baglar kurar ve kendi
bedenini de bu baskaliga dogru acarak bagda ve iliskide
olusmaya dair kavramsal bir o6neride bulunur.

Silueta’larda beden evcillestirilmis bir dogaya
yerlesmez; kendini doganin yikiciligina ac¢ik hale getirir.
Calisma boyunca; kendi bedeniyle doganin bedeni arasinda
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gecirgen 1iliskiler kuran sanat¢i, fragmanli anlatimi ve
insan-olmayanlarla kurdugu evren araciligiyla elestirel
posthimanist dislince birikimiyle iliskilendirilecektir.
Calismada, Silueta Serisi’ni elestirel 1insan-sonrasi
dusunce ekseninde tartismayi ve Mendieta’nin gorsel,
kavramsal ve maddesel dizeylerde nasil yeni olanaklari
yarattigini ortaya koymayi hedefliyorum.



On The Threshold Of Tradition And Modernity:
Architecture In Travel Guidebooks On Tiirkiye

Cem Dedekarginoglu
Bilkent University, Turkiye
dedekarginoglu@bilkent.edu.tr

This paper surveys the potentials of the analytical
(re)reading of travel guidebooks published in Tulrkiye,
starting from the late nineteenth century and continued
to be produced in diverse scopes until the end of the
twentieth century. In this case, the travel guidebooks are
taken as the material entities standing at the epistemic
threshold of academic literature of architectural history
and popular culture literature, which are innately raising
awareness of the past. The potentials are questioned from
the constructive abilities of those media on how elements
of built environment are presented in visual and textual
materials to be perceived by audiences, i.e. travellers
as readers and spectators, and how certain messages on the
essence of those can be delivered by authors, i.e. writers
and editors of guidebooks as well as the institutions that
order them to be written.

In line with the development of mass tourism, the
production of travel guidebooks started in the nineteenth
century, developed in the early twentieth century, and
accelerated after the Second World War, when distinct parts
of the world started to be visited by increasing number
of travellers, who often were curious about the primary
characteristics of the built environment as well aside from
the mere representations. However, it is also important to
state that, with the rise of average level of education
in developing countries, a rising demand on understanding
the complexities of built environment as a part of shared
culture become eminent. Thus, the guidebooks were prepared
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for multiple audiences, which include the residents as
well as travellers. Their contents, and strategies of
curation/narrations by authors varied in parallel with the
demands or characteristics of audiences upon architecture.

This analysis is elaborated site-specifically from the
itineraries provided in guidebooks of twentieth century
cities whereby the modern boundaries of Turkiye are the
focus in parallel with the changing and tense narratives of
“modernity” in architectural and sociocultural contexts. In
doing so, it aims to question and scrutinize the multilayered
definition of modernity in Tidrkiye and its relationship
through the material expression via architecture, and
the ability of making it through its meaning produced
in narratives. In this aspect, the seek for a potential
revisiting is keen to open two aspects on understanding
the multifaceted characteristics of the twentieth-
century architectural history in Tirkiye: The first is the
complexities of guidebooks as a material of architectural
history from the content and writing strategies, and the
second is the juxtaposition of so-called traditional and
modern artefacts in the itineraries. For this purpose,
the paper examines the process of information production,
particularly the main features, modes of production, and
critical selection strategies of travel guidebooks.

In doing so, the aim of the paper is to understand
the role and place of *“architecture” in guidebooks.
Here, guidebooks are analysed as the materials of modern
construction of architectural history in Turkiye, presenting
the knowledge of the built environment of modern cities to
the people traveling by means of modern mass tourism.



“Yapay Zekad Sanati”nda Bir Kavramsal Kriz So6z
Konusu Olabilir Mi?
Uretme, Yaratma ve Tiiretme Kavramlarina Estetik
Tarihinden Bir Bakis ile Yapay Zekayi Anlamak

Cemre Su Kavalali
Tarkiye
cemresukavalali@gmail.com

Yapay zeka kullaniminin giderek yayginlasmasi estetik
tarihi perspektifiyle tstesinden gelinebilecek bazi kavramsal
sorunlara yol agmaktadir. Bu calismada yapay zekanin “sanat
Ureticisi” olarak kullanicilara sunulmasinin estetik
acidan neden sorunlu bir ifade oldugunu gb6sterecegim.
11k olarak gorseller tilretebilen yapay zekalarin *“sanat
Ureticisi” olarak sunulmasinin, sanatin “lretilebilir”
oldugunu ileri siurmesi acisindan degerlendirecegim. Zira
“Oretmek”, “yaratmak” ve “tlretmek” eylemlerinin her biri
orada olmayan bir seyli bir sekilde var etmek anlamini
tasiyor olsa da estetik alandaki karsiliklari bundan daha
derindir. Buderinlik, il1gili kavramlarin farkli baglamlarda
farkli amaclarla kullanilmasini saglar. Yapay zekanin
“sanat Uretme” iddiasini “Uretme” ile ortaya koymasi ise
estetik tarihi boyunca sanat, zanaat ve tasarimin kazandigi
icerikleri g6z ardi etmektedir. Kavramsal sorun tam olarak
bu ifadenin medya araciligiyla hayatimiza kolay ve hizli
bir sekilde girmesi ile dogar, literatirde pek ¢ok yayinla
devam eder.

Bu baglamda, sanatin dretilen mi yaratilan mi oldugunun
Otesinde, yapay zekanin sanat Uretebilirligini sorgulamaya
acacagim. Bu amacla estetik tarihine basvurarak sanatin
tarih boyunca nasil gOrunduagind, bu kavramlarin ilgili
iceriklerini kazandigir belirli tarihsel Kkirilmalarin
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Ustinde durarak degerlendirecedim. 1Ilk olarak sanatin
tarih boyu hep ayni icerige sahip olmadigini, zanaat ve
tasarimin ise aslinda c¢cok daha yakin tarihlerde gunimizdeki
iceriklerine kavustuklarini gésterecegim. Bunun ig¢in, antik
donemdeki ars ve techne anlayisinin bugunin sanatini ifade
etmedigini gb6sterdikten sonra ortacagda bu anlayisin nasil
devam ettigini kisaca aktaracagim. Ardindan glizel sanatin
dogusuna odaklanarak glizel sanat ile zanaatin ve yaratma
ile Uretmenin nasil birbirinden ayrildigini ifade edecegim.
Fotograf makinesinin icadi ve Endistri Devrimi’nden sonra
sanat icerisinde yasanan krizi ele alacagim. Bdylelikle
yeni sanat akimlari ile birlikte sanatin imgelerle olan
iliskisini ortaya koyacak ve yaraticiligin cagdas sanattaki
yerini goOsterecegim. Bu noktada sanatin glizel olana
ulasmanin o6tesinde yeni g6rme bic¢imleri sunmasi ydnline
deginecegim.

Estetik tarihindeki bu o6nemli noktalari belirleyip
sanat, zanaat ve tasarim kavramlari ile yaratma, Uretme ve
tiretme eylemlerinin birbirleri ile olan iliskilerini tespit
ettikten sonra yapay zekayl bu baglamda degerlendirecegim.
Yapay zekanin bu alana nasil dahil olabildigini go6stermek
adina derin 0©6grenme yontemlerinin c¢alisma prensiplerini
kisaca aktaracadim. Ozellikle yapay zekanin algoritmalar
kullanmasinin tUzerinde durarak musterilerinin begenmeyecegi
herhangi bir Urdnl, bir avangart nesneyli sunma olanaginin
olmadigini go6sterecegim. Bu noktada yapay zekanin problem
¢cbzme yetisinin, yeni bir gorme big¢imi olusturmaktan ziyade,
var olan verileri algoritmalarin izin verdigi olasilik
hesaplarina gore yeniden tliretmenin 6tesine gecemeyecegini
gbsterecegim. Bu aktarimin sonucunda yapay zekanin sanat
tiretme olanaginin bulunmadigini, bunlarin ancak c¢esitli
tiretim nesneleri olabilecegini ifade ederek “sanat
Uretici yapay zeka” ifadesinin, c¢O0zumi estetik tarihinde
bulunabilecek kavramsal bir hata oldugunu iddia edecegim.



Beyond The Artist: Historicising And Reimagining
Aesthetic Responsibility

Chrysogonus Okwenna
University of British Columbia, Canada
chrysogonusokwenna@gmail.com

In traditional accounts of aesthetic responsibility,
primacy is given to artists and creators, and responsibility
is treated as a function of their artistic intention,
expressive agency, or moral impact. This creator-centric
paradigm is evident in influential accounts such as Susan
Wolf’s, where responsibility is tethered to the expressive
self and the meaningful production of aesthetic value.
However, this conception presumes a narrow historical
ontology of the aesthetic subject - typically autonomous,
individualistic, and located at the point of creation.
In this paper, I argue that such a view 1is historically
contingent and insufficient for capturing the distributed,
relational, and institutional <conditions wunder which
aesthetic meaning is generated and sustained today.

Drawing from recent work in aesthetics, art criticism,
and philosophy of agency, I develop a theory of Agent-
Sensitive Aesthetic Responsibility (ASAR). ASAR shifts
the site of responsibility beyond the moment of creation
to include appreciators, critics, curators, educators,
conservators, funders, and even audiences whose actions
significantly shape the reception, circulation, and meaning
of artworks. These agents, though not traditionally regarded
as responsible in the aesthetic sense, operate within what
I call the full ecology of aesthetic life - a network of
historically embedded and contemporarily active practices
that co-constitute aesthetic experience.
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Consequently, in this paper, I examine the historical
foundations of the creator-centric model, situating it
within Enlightenment-era conceptions of authorship and
Romantic ideals of genius. It then traces how modern and
contemporary aesthetic practices - such as participatory
art, digital remix culture, archival curation, and climate
art - complicate the identification of a single responsible
agent. In these practices, responsibility becomes
diffused, negotiated, and often mediated by institutions,
technologies, and collective interpretive acts. To remain
adequate to contemporary aesthetic 1life, any theory of
responsibility must therefore account for the evolving
roles and relational dynamics that underpin it.

ASAR 1s also attentive to the temporality of
aesthetic acts. It recognises that agents inherit
aesthetic traditions and can be responsible not only for
present aesthetic choices but for how they engage with,
distort, 1ignore, or revitalise the past. This raises
guestions of aesthetic historicity: What does it mean to
be responsible to aesthetic pasts, to cultural memory,
or to forgotten or marginalised traditions? Conversely,
ASAR invites reflection on contemporaneity as an aesthetic
condition - where digital platforms, artificial intelligence,
and global circulation demand new forms of curatorial,
appreciative, and distributive accountability.

Ultimately, I argue that aesthetic responsibility
must be historicised to be contemporized. ASAR provides
a framework for doing so - by acknowledging that
responsibility in aesthetic 1life 1is neither timeless
nor fixed but mediated by evolving modes of agency and
shifting cultural infrastructures. In this sense, the
paper offers both a critique of the historical narrowing
of aesthetic responsibility and a proposal for its renewed
articulation in the present.



Ethics And Politics Of Form. Peter Eisenman On
Architecture As A Hermeneutic Endeavor

Constantinos V. Proimos
University of Patras, Greece
cvproimos@gmail.com

Peter Eisenman (1932-) is one of the foremost American
architects whose work has had an ambivalent reception:
some consider it extremely serious whereas others view
it as opportunistic. Associated with the so called
deconstructivists as these were presented at the exhibition
Deconstructivist Architecture, curated by Philip Johnson
and Mark wigley at the New York Museum of Modern Art in
1988, Eisenman has defended architecture as a form of
writing promoting self consciousness. Architecture, for
him seems to be a hermeneutic endeavor aiming at a state
of alertness and constant examination of its conventions,
especially of those which are customarily taken for granted.
Such examination of architectural conventions allows its
practitioners to retrieve lost or forgotten meanings of
architecture and stabilize or destabilize these conventions,
depending on the circumstance. More concretely, Eisenman
aims to separate form from function in a series of residences
already since the 1960’s and convince his residence users
to adapt to the standards and aims of his design ethos.
After making a retrospective examination of Eisenman’s
work, I shall consider his critique of architects 1like
Rem Koolhas which helps illuminate his own position and
I shall argue that his work concerning form is political
in the most extensive notion of the term that relates
to ethics. Eisenman’s formal stakes are not related to
party politics, neither to a dogma or ideology but they
are assoclated with decisions and stances in the world of
architecture that gquestion established hierarchies.
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Elestirel Bir Beauvoir Okumasinda Estetik
Varolusu Yeniden Bulmak

cigdem Yazici
Uskidar Universitesi, Tlrkiye
cigdem.yazici@uskudar.edu.tr

Beauvoir’in kadinlarin O0zgurlesme imkanlarini
arastirirken, kadinlarin sanatla iliskisinde de dogaya
ve yasama ickin kalarak yeterince askinlik ve tarihsellik
imkéanin belirmemesini elestirdigini goéruriz. Bu elestiride
kadinlarin yaptigi sanatsal faaliyetlerin yeterince sanat
olmadigini ya da deha sanati olmadigini var saydigini da
goriridz. Yeterince sanat olanla olmayan arasindaki ayrimda
belirleyici olan zamanla kurulan iliskidir. Beauvoir
kadinlarin olgunluktan yasliliga dogru ilerlerken sanatla
daha fazla iliskilendigini, ancak yaratici bir Uretkenlige
girismeden askin bir zamansalliga ac¢ilmadigini iddia
eder; sanat daha ziyade burjuva kadinin “zamanimi nasil
0ldirebilirim” diye giristigi arayista bir yer bulur.

‘Hanimlara yonelik eserler’ bu korkung aylakligi
gizlemek ic¢cin icat edilmistir; eller 1is isler,
yin Orer, hareket eder, ama gercek bir is degildir
burada s6z konusu olan...Nedensizligiyle var olmanin
katiksiz sevincini ortaya ¢ikaran bir oyun da degildir
bunlar, zihni mesgul etmedikleri i¢in bir mazeret
de sayilmazlar. Pascal’in Dbetimlemesiyle, sacgma
bir oyalanmadir bu; kadin hiziun ic¢inde, igneyle ya
da tigla, glnlerinin bizzat hig¢ligini dokur..Issiz
gugstz kadin, kendini bu wugraslara verirken dinya
Uzerindeki etkisini genisletmeye de@il, yalnizca can
sikintisindan kurtulmaya ugrasmaktadir. (De Beauvoir,
S. 324-25)

Burada, Kant'’1in Yargi Guclnun  Elestirisi’nde
sanatsal olani diger zanaat islerinden ayirirken sanat
eserinin hicbir ilgiye, kullanima ya da c¢ikara hizmet



etmemesini 6ne ¢ikardigini hatirlayabiliriz. Peki, kadinin
“nedensizce” ugrastigi sanat faaliyetlerinde neden boyle
bir “ama¢sizlik” gorilmez? Ve neden Beauvoir kadinlarin bu
islerindeki “nedensizligiyle var olmayi” hig¢ligi dokumak
olarak gorir? Bu sorular, kadin eserlerinde goOriulen
“nedensizligin,” ve “can sikintisi” temelli olusun neden
varolussal zemindeki higlikle ve =zamansallikla iliskili
gorulmedigini de sorgulattirir. “Hanim eserleri”ndeki sis
0zelligi onlari sanat icin “gereksiz” denilebilecek bir
noktaya tasir. Burada Derrida’nin Resimdeki Hakikat'inde
beliren sis ve sanat ayrimina karsi gelistirdigi tartismayi
da hatairlayabiliriz. Kant’in aksine, Derrida Parergon
kavramiyla sanat eserinde saf bir amag¢sizlik vya da
islevsizlik ya da susten yalitilmislik aranmasini elestirir.
Burada aractan, sisten, ya da zanaate yakin islerden saf
olarak ayristirilan “sanatsal” eserin bir “cerceveleme” ile
sinirlarinin ¢izilmesi 1ile ortaya c¢ikarildigini gordruiz.
“Cerceveleme”yi Heidegger’ci anlamda bir siddet eylemi
olarak gorebilecegimiz gibi, Derrida’da “cgerceve’”nin
yerinin yine de sanatla sanatsal olmayanin arasindaki
sinir ¢izmeye calisirken tam da ikisinin arasinda kaldigini
gbrebiliriz. Zira, cerceveyl gormek, sanat eserinin sanat
olarak gorunur kilinmasi i¢in neyin go6ridnmez birakildigini
gbrmeyi saglar. Dolayisiyla, Beauvoir’in kadin islerini
incelerken varsaydigi ikilikleri de bir gercgeveleme tarihi
sonucu gormek ve elestirel yolla yeniden okumak mimkunduir.

Aslinda Beauvoir’in karsi c¢iktigi, kadinlarin yaptigi
isin daha c¢ok siuse ve zanaate yakin olduklari ic¢in “tam
sanat eseri” olmamalari degildir. Kadinlar roman yazdiginda
ya da resim yaptiginda da dantel yaparkenki gibi ickinlige
ait zamani dondurdikleri i¢in tam anlamiyla sanatc¢i olarak
gbriulmezler. Hatta seyircisi ya da okuyucusu olduklari
sanatlari, oOzellikle edebiyati igkinliklerine c¢ekerler.
Oysa edebiyatin anlami Beauvoir’a g6re bireyin ufkunu
acip onu kendisinden Oteye gecirmesinde yatar. Tabii ki
edebiyat¢i kadinlara da rastlariz, ve kadinlar 6zgunlukten
yoksun degillerdir, aksine farklariyla yazmaya kalksa
kadindan c¢ok ©Ozgin isler de c¢ikabilir. Ancak Beauvoir
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kadinlarin bu noktada sinirlari zorlayacak deha ¢ilginligini
gbsteremedigini soOyler. “Ya c¢ilgin kadinlar vardir ya da
yetenekli kadinlar, ama hicbirinin yetenedinde, deha adi
verilen o ¢ilginlik yoktur (428). Deha derken de Dostoyevski,
Stendhal ve Tolstoy gibi yazarlari o6rnek verir. Virginia
wWoolf’u kaynak gostererek Jane Austen, Bronte kardesler
ve George Eliot gibi yazarlarin tabii ki tum zorluklara
ragmen kendilerini 6zgurlestirerek cok iyi ve 6zglin isler
¢cikardigini soyler, ancak onlar bu noktaya erkeklerden
¢cok daha fazla enerji harcayarak gelmislerdir. Bu noktada
durumun inkari ya da unutulmasiyla kadinlarin erkeklerle
haksiz bir rekabet icerisinde karsilastirilarak kadinlarda
“yaratici dehaligin” eksik bulundugunu da teslim eder.

Yine de kadinin sanatla kurdugu iliskide dogayla
kurdugu ickin 1iliskiye bir benzerlik bulur; bu sebeple
“kadin bir bahgeyi bir kentten, bir dogumu bir devrimden
daha hakiki saymak ic¢in bu ikircikligi bir bahane olarak
kullanir” (346). Peki bu bir bahane degil de direng
olamaz mi? Kadin kente bahgce ile itiraz edemez mi? Bazi
ekofeministlerin olumlayabilecegi bir pozisyonu Beauvoir
tartismali bulur. Aslinda burada Beauvoir da Kartezyen
ikilige bir itiraz bulur ve itirazi biraz olsun olumlamaya
calisir: “Kadin yasamla askinligini karistirmaya calisair,
boylece kartezyen diusunceye itiraz etmis olur” (347-48). Bu
itirazdan kadinin farkiyla dustnmesi ve tum insanliga bir
disince iletmesi neden mumkin olmasin? Fark ile disilnerek
ikici sistemlere itiraz edebilen kadin sadece kendine
degil tdm insanliga konusabilir. Bu itirazin imkanini tam
da kadinin yasamla askinligi ya da ickinlikle askinligi
birbirine karistirmasinda go6rebiliriz. Bu karisimda
O0zgurluk de yaraticilik da, elestirellik de igkinlik ve
askinlik ayrimindaki sinirlarin kalkmasi ile belirir.



Cultural Spaces for Local Identity in the Early
21st Century in Izmir

Defne Tozkoparan
Middle East Technical University, Turkiye

This study focuses on the production of collective
identities, both national and local, and the role of culture
and heritage in this process in the production of spaces.
The relationship between culture, tradition, and space
has evolved around the birth of the new urbanite identity
with the emergence of the modern city, especially in the
twentieth century. In this frame, the study evaluates
the case of cultural spaces in the city of 1Izmir in
Tarkiye, focusing on Ahmet Piristina City Archive and
Museum (APIKAM), and Coal Gas Factory Cultural Center. The
aim is to analyse the re-functioning of built heritage as
cultural spaces, particularly through these two prominent
examples.

These projects, realized by the municipal
administrations of Ahmet Piristina and Aziz Kocaoglu in
the early 2000s, involved the adaptive reuse of historical
industrial and administrative buildings from the Republican
and late Ottoman periods. These examples highlight how
architecture serves not merely as a vessel of the past but
as an active medium through which historical consciousness
is shaped in the present. By preserving the spatial
integrity of these structures while transforming their
function and meaning, the municipalities sought to foster
a sense of wurban continuity and civic pride. The re-
functioning process carries strong aesthetic dimensions,
through architectural preservation, material expression,
and curatorial strategy, that reframe the inherited built
environment as a lived and visible form of tradition. These
cases illustrate how efforts to enhance urban consciousness
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and strengthen urbanite identity through Izmir’s municipal
agendas require more than material preservation; they raise
ethical questions about what is remembered or erased, and
how aesthetic choices in re-functioned spaces shape public
memory and historical representation.

In this context, both APIKAM and the Coal Gas Factory
can be seen as cultural interventions that mediate between
tradition and modernity. They represent the effort of
inviting citizens to engage with their city’s layered
past not through static monumentality, but through active
participation in cultural life. These spaces show how the
design and use of heritage buildings shape how people
connect with the past in the present, helping redefine local
identity through both memory and aesthetics. By focusing
on these two cases, this paper contributes to broader
conversations about the role of heritage in contemporary
urban politics and the aesthetic strategies through which
tradition is reconsidered in the cultural spaces of the
modern city.



The Representation of Everyday Life on Social
Media and Historical Imagination

Dimosthenis Boulios
d.l.boulios@gmail.com

The effect of social media on culture, politics, and
the psyche of contemporary subjects has been associated
with narcissism, the intensification of desire, anxiety,
and anhedonia. Byung-Chul Han in his seminal work on social
media and what he calls the informational regime reiterates
that those symptoms are closely related with a paradigm
shift. Narration is reduced to mere storytelling. On the
other hand, some theorists have shifted towards narrativity
in order to make sense of the politics of social media and
its effects.

Yet the representation of everyday life on social
media—either staged or “spontaneous”—generates banal and
trivial micro-narratives that fall wunder neither the
category of fact nor that of fiction.

The aim of this paper is to approach these micro-
narratives through the lens of aesthetics. Drawing on Jacques
Ranciere’s texts, I argue that these representations have
a normative function -not only in a direct ideological or
affective way- but also by establishing and demarcating
what is real and therefore possible: in other words, they
function as a distribution of the sensible. Although
Ranciére’s aesthetic theory is mainly concerned with the
way we perceive art, the consubstantiality of politics and
aesthetics allows for a broadening of this theoretical
schema, and thus it can be of use for an interpretation
of the aesthetic function of these representations that
will go beyond the confines of the ideology-affect politics
binary.
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Ranciere defines three regimes of art, or images, to make
sense of aesthetics—the ethical, the representational, and
the aesthetic regime. For the purpose of this analysis, I
will focus on the representational regime and its normative
implications. I will provide textual evidence as to why
this is a justified interpretive shift by closely examining
Rancieére’s reading of Aristotle’s Poetics and more
specifically by comparing it to the ethical regime, which
at first, might seem more suitable for such a theoretical
endeavour.

Finally I argue that the normative function of these
micro narratives, actually undermines political imagination
not only because there is no collective alternative readily
available, as postulated by Mark Fisher 1in Capitalist
Realism, but also due to the fact that the alternatives
that are visible or imaginable are confined within the realm
of a “reality” or a historical present that is unable to
transcend everyday life and “reality”. This reinforces
a broader cultural shift: radical historical imagination
is diminishing as collective narratives are replaced by
multiple, yet trivial and undifferentiated narratives.



Giincel Ephemeral Sanat-Biyosanat Uygulamalari

Dilara Karakas
Harran Universitesi, Turkiye
dlrkrks28@gmail.com

Sanat ile bilimarasinda tarihsel bir ayrima gidilmeden,
gunumiz  disiplinlerarasi big¢imlerinin  6zumsenmesiyle
birlikte yeni bir mecra olustugu varsayimindan yola
¢ikarak sanatg¢i ve bilim insanini didsunsel, estetik ve
kavramsal baglamda c¢ift tarafli Uretimler yapan figlirler
olarak tanimlamak mdamkundir. Bu baglamda, bireysel
dizeyde kalmadan, sanat/bilim veya sanat¢i/bilim insani
arasinda gerceklesen, biyolojik materyaller ve slrecglerin
kullanilarak biyoteknolojik destekli estetik ve kavramsal
Uretimlerin yapildigi bir mecra olusmustur. BOylelikle
sanat alani icerisinde bilimsel dizlem kesisiminde yeni
ifade olanaklari gelistirilmistir.

Guncel sanatin dogayla, zamanla ve yasamla kurdugu yeni
estetik iliski; gecicilik ve biyolojik cesitlilik baglaminda
enstalasyonlar, performanslar ve silrec¢ sanati gibi cesitli
sanatsal ifade bicimleriyle kendini gO6stermektedir. Bu
uygulamalar sanat yapitinin kaliciligina, nesnelesmesine
ve ticarilesmesine karsi alternatif bir Gretim ve tidketim
yontemi olarak gelismekte, 1izleyiciyi yalnizca estetik
degil, ayni zamanda etik, ekolojik ve ontolojik sorgulamalara
da davet etmektedir. Ephemeral sanatin gec¢icilik, ddndsum
ve cUrume gibi surecgleri estetik bir dile donidsturerek,
zamanin sanat UUzerindeki etkisini go6rundr kilmasi ile
biyosanatin canli organizmalari estetik birer ara¢ olarak
kullanmasi “yasamin geciciligi” temasiyla kesismekte ve
gincel sanat kuramlari ile tartismaya acmaktadir. Sanat
yapitinin canli ve slrekli evrilen formu dogal olanin
sanatsalligini sorgulamaktadir. Sure¢ sonunda sanatsal
Uretimin yok olusu bu tir sanatsal pratiklerin geciciligini,
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yeniden ve yeniden uretilebilirligini ve bu diyalektigin
yasam ve Olum baglaminda slrekliligini vurgulamaktadir.
Biyosanat, canli organizmalarla yasami estetiklestirirken,
ephemeral sanat gecicilik araciligiyla yok olusu gorindr
kilmaktadir.

Biyosanat, biyolojik altyapi Uzerine insa edilen ya
da biyoteknolojik yoOntemler dahilinde sanatsal mecrada
Uretimlerin gerceklestirildigi, cagdas bir sanat dala
olarak ortaya ¢ikmistir. Biyosanat ile ilgilenen sanatg¢ilar,
canli ya da yari- canli organizmalari sanatsal dretim
materyali olarak kullanarak beden, kimlik, do@a, teknoloji
alanlarinda dogrudan dretimler yapmakta ve kavramlar
Uzerinden soylemler gerceklestirmektedir. Biyoteknoloji
devriminin bir yansimasli olarak goériulen biyosanat, canli
organizmalarin kullanimi 1ile fani/6lumliu ve ephemeral
bir dil olusturmaktadir. BoOylelikle sanat¢i atoOlyeden
¢clkarak yeni bir alan olan deneysel tasarimlarin yapildigi
laboratuvar ortamina gec¢is yapmaktadir. Bu disiplinlerarasi
yapi, hem teorik dizlemde Uretimler yapmaya hem de sanat
alanina ait katman veya kavramlara yodnelik yeni disilnce
alanlari olusturmaktadir.



Ai-Made Artworks: Philosophical Perspectives On
Authenticity, Creativity And Ownership

Eda Keskin
edakeskin83@gmail.com

This talk 1investigates the complex relationship
between contemporary art and technological innovation, with
a particular emphasis on the philosophical implications of
AI-generated artworks. Drawing from Theodor W. Adorno’s
concept of the “aura” and Walter Benjamin’s theories on
the reproducibility of art, the discussion examines how
these frameworks illuminate questions of authenticity and
creativity in the digital era. The analysis begins by
exploring whether AI-generated art can be considered “art”
in the traditional sense, especially when assessed against
criteria such as creativity, emotional expression, and
originality. Notable case studies—including works produced
by AI tools like DALL:E and Midjourney—demonstrate how such
creations are gaining recognition and value within the
art market, thereby challenging conventional definitions
and expectations surrounding art and artists. The talk
further contextualizes AI’s role in art by referencing
foundational thinkers such as Licklider, Turing, Shannon,
Wiener, and Simondon. These theorists provide insight into
the evolution of human-computer symbiosis, the challenges
of communication between human and machine languages, and
the co-creative potential of technology. The discussion
highlights how AI, as a mediator, introduces new dynamics into
the creative process, enabling forms of collaboration that
were previously unimaginable. However, it also underscores
the interpretive difficulties inherent in AI art: lacking
personal biography and subjective meaning, AI-generated
works often resist traditional modes of art criticism
and interpretation. Additionally, the talk addresses the
socio-ethical implications of integrating AI into artistic
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practice. Benjamin’s notion of the “aura” and its erosion
through technological reproduction is revisited in the
context of AI, suggesting that algorithmic creativity
further transforms the cultural and political significance
of art. The discussion also engages with ongoing debates
about ownership and authorship, as public perception and
legal frameworks struggle to keep pace with technological
advances. Ultimately, this investigation contributes to
the broader discourse on how AI 1is reshaping artistic
expression, authenticity, and creativity, proposing that
the future of art will be increasingly defined by the
evolving collaboration between humans and intelligent
machines.



Between A Square And An 0ld Palace: Contemporary
Public Space In The Square (2017)

Ekin Pinar
Middle East Technical University, Turkiye
ekinp@metu.edu.tr

This paper examines the tensions between historicity
and contemporaneity that emerge in museum spaces through
an analysis of the film, The Square (Ruben Ostlund, 2017,
Sweden). In his analysis of our relationship to time,
Giorgio Agamben states that contemporaneousness 1is
“that relationship with time that adheres to it through
a disjunction and an anachronism.” In other words, our
contemporary moment remains somewhat obscure, which can be
partially clarified by understanding the past or the future.
Therefore, rather than a break with history, contemporaneity
should be seen as a merging of multiple temporalities.
Considering this view of contemporaneousness, the paper
explores how we can only fully understand the issues faced
by the contemporary art museum in The Square by examining
the history of museum institutions’ claims to public space.
The film revolves around a museum setting—a fictional museum
called X-Royal in Stockholm. Converted from an old palace
into a contemporary art museum, X-Royal initially embodies
the idealistic idea of the museum as a forum, that is, a
public space supposedly open to everyone. Such assumptions
about the museum as a public forum trace back to the history
of museum institutions, exemplified by the transformation
of the Louvre Palace into a museum in 1793 as a symbolic
act of overthrowing the monarchy and opening its private
spaces to the public. The film begins with a scene that
perfectly captures these claims of X-Royal (already hinted
at in its name): a crane removes an old royal equestrian
statue from its pedestal in front of the museum so that
a contemporary artwork, “The Square,” which claims to be
a genuine public space, can be installed in its place.
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However, every subsequent event reveals the emptiness of
this symbolic gesture, which alone is insufficient to truly
open the museum space to society’s margins. Moreover,
although the work’s true aim centers on creating an idealist
public space free from instrumental reasoning and financial
motives, the institutional actions of seeking funding,
promotion, and publicity suggest opposite concerns. Showing
a colonization of public space by spectacle, the film often
uses the motif of a square in relation to entertainment
and new media technologies, contrasting their implications
with the ideals the installation appears to promote. By
examining these tensions around the definition and function
of public space depicted in the film, the paper highlights
how the film questions the supposed and idealized rupture
that museum institutions represent: the transformation
of art spaces from private collections into publicly
accessible venues.



Nature Is A Mess: From Sublime Grandeur To
Relational Becoming

Emre Koyuncu
Ankara University, Turkiye
ekoyuncu@gmail.com

This presentation examines the role of aesthetic
discourse—particularly the notion of the sublime—in
sustaining the conception of nature as infinite, self-
contained, and ontologically distinct from the human.
Originating in Kant’s aesthetics and further elaborated
in Romantic art, literature, and philosophy, the sublime
experience positions the human subject as a finite observer,
confronted by a natural world that is overwhelming in scale,
grandeur, and power, yet ultimately external to its own
being. From the mountain peak to the stormy sea, Romantic
representations of nature not only celebrate its aesthetic
intensity but also reify a distance between the subject
and the world it beholds. I argue that this aesthetic
framing has not merely shaped cultural imaginaries of
ecological detachment; it has helped constitute the modern
metaphysical distinction between subject and environment.

The conception of nature as inexhaustible rests upon
and reinforces the image of an isolated self whose primary
relation to nature is either contemplative or managerial.
Even contemporary ecological discourse—marked by urgency,
responsibility, and calls for planetary repair—often
retains this structure of separation. In such narratives,
the human 1is cast as a moral agent tasked with addressing
environmental harm from a position of exteriority. My
concern is not with rejecting responsibility, but with
interrogating the ontological presuppositions that make
such a relation conceivable.

;

9™ MEDITERRANEAN CONGRESS OF AESTHETICS

9.AKDENIZ ESTETIK KONGRESI

SEPTEMBER 17_20 EYLUL 2025 GANAKKALE_TURKIVE



;

9™ MEDITERRANEAN CONGRESS OF AESTHETICS

9.AKDENIZ ESTETIK KONGRESI
SEPTEMBER 17_20 EYLUL 2025 GANAKKALE_TURKIYE

Rather than merely advocating a more virtuous or
conscientious stance toward nature, I propose that we
critically examine the aesthetic and metaphysical frameworks
that continue to frame nature as out there, and the
human as its legitimate albeit negligent caretaker. This
argument aligns with a growing body of work-by thinkers
such as Donna Haraway, Bruno Latour, Val Plumwood, and
Timothy Morton—that calls for a rethinking of human-nature
relations in terms of relationality, co-implication, and
material dependency. Drawing on these perspectives, I argue
for a transformation in aesthetic experience itself—away
from inherited ideals of grandeur, autonomy, and distance,
and toward a sensibility attuned to entanglement and the
dissolution of rigid boundaries between self and the Earth.



Fenomenoloji Ve Sanatin Imajlari

Emre San
Istanbul 29 Mayis Universitesi, Turkiye
emrsan@gmail.com

20. yuzyilda ortaya ¢ikan ve 21. yuzyilin ilk geyregine
damgasini vuran bldyuk anlatilarin sonu, bildigimiz dinyanin
sonu, aklin sonu, hakikatlerin sonu, U0Utopyanin sonu,
tarihin sonu fikirlerine eklemlenen sanatin sonu sodylemi
estetik deneyimimizin tam karsisinda konumlaniyor. Soylem
acisindan baktigimizda neredeyse sanatin sonunun sonrasinda
bulunuyoruz. Sanatin anlamina ve islevine dair sorulara
sadece gecmisin vyanitlari karsilik geliyor. Oyleyse
gundelik hayatimiza bu kadar nifuz etmis olmasina ragmen
gecmisteki belirlenimlerinden giderek uzaklasan sanati
kavramak felsefenin 6ninde bir meydan okuma gibi durur. Bu
calisma s6z konusu meydan okumanin dogurdugu firsatlari
ve sorunlari fenomenoloji ve imaj teorisi baglaminda ele
alacaktir.

20. ylzyilin basinda izlenimcilik ve kibizm gibi yeni
sanat formlarinin geleneksel sanat kavrayisini sarstigi,
O0zellikle resmin bicimsel 0©gelerinin ve kompozisyonun
asindigi donem cagdas felsefenin ana akimlarindan biri
olacak fenomenolojinin Almanya ve Fransa’da yayilmaya
basladigi doneme denk diser. Manet, Cézanne ve ardindan
Picasso ile mek&nin ressam tarafindan kurulumu onun sadece
algilanan degil kavranan bir mekadn olmasini saglar.
Ressam, resim yapmaya baslamadan ©once bos bir tuvalin
karsisinda degil de halihazirda zihnindeki, c¢evresindeki
ve atdlyesindeki imajlarla iliski ic¢indedir. Kaldi ki bu
donem fotograf ve sinema gibi teknik kayit nesnelerinin
imajlarinin da kamusal alanda gorinmeye basladigi yillara
denk duser. Boylece imajlar arasi iliskiler dzerine disilnce
resim sanatini belirleyen ana unsur haline gelir.
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Fenomenoloji ve sanat arasindaki iliskiler oncelikle
sanat yapitinin 6zel bir tanimi g¢ercgevesinde ortaya ¢ikar.
Bu tanim, sanat yapitinin maddi ve duyusal gercekligi
(nesne olma durumu) ve daha derin bir anlam ufkunda,
nesnel varolusunu askiya alacak bir ac¢ilimi arasindaki
gerilimde kurulur. Ozellikle goOrsel sanatlar so6z konusu
oldugunda, sanatin oOncelikle go6runmek ya da duyumsanmak
i¢cin ortaya c¢ikmasi, onu pratik imkénlariyla beliren
gunluk yasamin diger fenomenlerinden ayirir. Magritte’in
Imajlarin Ihaneti tablosunda ortaya koydugu gibi “bu bir
pipo degildir” (“ceci n’est pas une pipe”) fakat ayni
zamanda “bu”, “bu tablo” sadece oldugu sey de degildir.
Sanat eserinde bilince verilen fenomenler imajlastirilmis
gerceklik olarak sunulur. Dolayisiyla imaj-nesne hicgbhir
sekilde algilanan seyin maddi gercekligiyle ve temsil
edilen motifle karistirilamaz. Resim, fotograf, sinema
alanlarinda Uretilen imaj-nesneler farkli ¢calisma big¢imleri
gbzetilerek fenomenolojinin konusu haline gelir.

Su halde, fenomenolojinin imaj sorusu baglaminda
iki gorevi bulundugunu ©6ne slrebiliriz: Oncelikle
imajin nasil galistigini sorgulamak ve ardindan imajlari
birbirlerinden ayirt edecek kriterleri bulmak. Bunun ig¢in
estetik calismalarda imajin nasil eksiklik ve fazlalik
mant1g1 icinde kavrandigi goOsterilmeli. 1Imajin belli
bir gercekligi temsil etmesi ve bunu yaparken bir tidr
soyutlama ile calismasi s6z konusu ikiligi gordndr kilar.
Ozellikle metafizik sistemlerde ve onlardan etkilenen
estetik kuramlarda imaj bir seyin soluk kopyasi olarak
belli bir eksiklik icinde kavranir. Imaji tanimlamak onda
olmayan seyi One c¢ikararak baslar. Imaj, gercekligi hicbir
zaman eksiksiz yansitamaz. Fotograf cerceve secimiyle
bir kismi disarida birakir, sinema kurgu yoluyla zamanin
dogrudan akisini keser, resim ise gercgegin dogrudan fiziksel
gordndmind donusturerek yorumlar. Oysa doksanli yillarda
imaj teorisyenleri William Mitchell’in “Resimsel DOnemec”
(Pictorial Turn) ya da Gottfried Boehm’in “Ikonik Donemec”



(1konische Wende) olarak adlandirdiklari yaklasimlarda imaj
artik temsil lzerinden degil yogunluklarinin ve gug¢lerinin
etkisi Uzerinden betimlenir. Imajin isleyisinde siradan
nesnelerde bulunmayan bir guc¢ ve fazlalik mevcuttur. Imaj
gerceklige yeni anlamlar ve duygusal yogunluk ekler. Bu
calisma, s6z konusu ayrimdan yola ¢ikarak estetik kuramlarda
imajin eksiklik ve fazlalik olarak kavranislarinin
birbirlerine nasil eklemlendigini sorgulayacaktir. Boylece
imajda neyin eksik oldugu ve ondaki fazlalik fikri sanatin
imajlari sorusuna getirilen tarihsel ve cagdas yaklasimlari
karsilastirma imkani verecek.

;

9™ MEDITERRANEAN CONGRESS OF AESTHETICS

9.AKDENIZ ESTETIK KONGRESI

SEPTEMBER 17_20 EYLUL 2025 GANAKKALE_TURKIVE



;

9™ MEDITERRANEAN CONGRESS OF AESTHETICS

9.AKDENIZ ESTETIK KONGRESI
SEPTEMBER 17_20 EYLUL 2025 GANAKKALE_TURKIYE

Bakkha Ayinlerinden Halk Anlatilarina Cagdas Bir
Mit Yaratmak: Marina Abramovig, Kiki Smith

Erdal Demir
Turkiye
demirerdal767@gmail.com

Claria P. Estes’in Vahsi Kadin Arketipine Dair Mit ve
Oykiiler’i eko-feminizmin 6zgil konumuna dair ¢cagdas bir masal
derlemidir. Estes halk anlatilarindan cagdas gerceklige
¢ok katmanli bir anlati sunmaktadir. Bu ¢ok katmanli anlati
disincesine modernitenin monokrom akilciligina elestirel
mesafede, romantizmin halk kulturine edildigi sdylencesel
perspektifte, modern Oncesi zamanlarla iliski Kkurma
egilimindeki cagdas sanatta da rastlamaktayiz. Dionizyak
disin didnyasinin tersine uygarligini sabit cinsiyetli bir
st yapiyla insa etmis Apollonik Yunan kdlturunde kadin
ikincil konumdadir. Gu¢ ve iktidar dzerine kurulu caddas
Apollonik kdltirden gunumize kadinin bastirilmasiyla
doganin sOmuriulmesi es zamanli yuridmektedir. Bu baglamda,
Apollonik kultirun dogaya ve kadinlara yonelik rasyonel,
baskici ve sOmirici tutumu, doganin ve kadinligin
O0zline yabancilasmayi beraberinde getirir. Estes’e goOre
toplumsal cinsiyet rollerine go6re bicimlenmis bu baskazi,
modern toplumun dogaya ve kadina yoOnelik duyarliligini
azaltirken, gezegenin dogal varliklarinin da yok olmasina
neden olmustur. Diger taraftan yerlesik Apollonik Yunan
kltdrdnidn karsi konumunu olusturan ve tanri Dionisos’a
tapinmak i¢in yapilan, maniadlarin katildigi, Ozgurluk,
cosku ve dogayla birlesmenin kutlandigi Bakkha ayinleri
ise akiskan doganin temsiline doénusmektedir. Marina
Abramovig, insan doga 0zdesligini dogurganlik, bereket ve
tarim kdltunu de iceren Dogu Avrupa ritlel ve inanislarinin
oyunsal yapisi ve folklorik anlatisi ile ele aldigi video
performansi Balkan Erotik Epik ile Bakkha ayinlerine dontsen
cagdas bir mit yaratmistir. Kullanim mantigi icerisinde,
egemen sistem tarafindan belirlenen toplumsal cinsiyet



rolleri, ikinci kusak feminist hareketin karsi soylemini
olusturmaktadir. Onde gelen eko-feminist sanatg¢ilardan
Kiki Smith kadin bedenine yoOnelik kulturel yaklasimlari
hem biyolojik hem de toplumsal bir yapi olarak inceledigi
Dogum ve Lilith ¢calismalarinda hakim, yerlesik, erkek egemen
kutsal sdylencelerin karsisina feminist tarih anlatisi ile
¢cikmaktadir. Smith, sanat anlatisinda sabit cinsiyetli
bedensel kastrasyon udzerine kurulu, verili toplumsal
gerceklik tanimlarinin oOtesine gecen bir anlam dinyasini
acar ve kadin kimligini buradan kurar. Bu arastirmada capraz
literatir tarama yontemiyle, mevsimlik koéy eglenceleri,
halk anlati ve sdylenceleri bir Ust anlati olusturacak
sekilde Marina Abramovi¢ ve Kiki Smith’in sanat pratigi
dahilinde yeniden ele alinacak olup, bir kdk oOyki olarak
Yunan ve oOncesi disin dinyasi cagdas gerceklige metaforik
alan acacak sekilde degerlendirilecektir.
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Cartographies of Memory: Literary Waterscapes in
a Comparative Context

Esen Kara
Yasar University, Tilrkiye
esen.kara@yasar.edu.tr

This paper examines the role of water as a narrative
and mnemonic device in contemporary Anglophone and Turkish
testimonial literatures. Drawing from memory studies and
the emerging field of the Blue Humanities, it explores how
authors turn to rivers, seas, and other watery landscapes
to articulate submerged histories, traumatic pasts,
and experiences of displacement. Through a comparative
reading of literary texts, I argue that water functions
as an unofficial archive, both a medium of remembrance and
erasure, through which writers resist dominant historical
narratives and challenge anthropocentric and Eurocentric
frameworks.

Water 1in these texts operates on both metaphorical
and material levels, offering an aesthetic that can
rewrite temporal, spatial, and geopolitical boundaries.
Reimagining the silence of the sea as a site of mourning
or the flow of rivers as carriers of communal memory,
these literary waterscapes destabilize rigid historical
chronologies and propose alternative ways of remembering.
They create poetic spaces where the past resurfaces not
linearly but rhythmically and fluidly often intertwined
with ecological consciousness and critiques of capitalist
and colonial exploitation.

By focusing on how water mediates the relationships
between human and non-human lives, this paper highlights
how literature can challenge extractive logics and provide
new cartographies of connection, loss, and survival. Texts
that emerge from contexts marked by dictatorship, war,



and migration use aquatic imagery not only as a thematic
concern but as a structuring principle that shapes the
narrative form itself.

The paper proposes a contrapuntal reading that places
Turkish and Anglophone texts in dialogue, allowing their
shared watery imaginaries to speak to broader concerns in
postcolonial ecocriticism and cultural memory. It seeks
to show how water, as both trope and terrain, offers new
insights into how literature negotiates memory, identity,
and the possibility of reimagining collective futures.
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Gelene§i Yakmak: Estetik Ozgiirliikk, Beden Ve
Yaratici Cikis Olarak Ema

Fatma Kaya
Dicle Universitesi, Tirkiye
fatmakaya88@gmail.com

Bu calisma, estetik degerin kaynagini gelenekte goéren
yaklasima karsi bir tez ortaya koyar. Temel sav, sahici bir
estetik deneyimin 6zinde donustiridci oldugu; dolayisiyla
gelenegi yalnizca bir ¢ikis noktasi olarak taniyabilecegi,
fakat onu yeniden uretmekle yetinemeyecegidir. Estetik
deneyim, 0O0zne agisindan yalnizca haz veren bir duyumsama
degil hem zihinsel hem de bedensel dizlemde bir degisim ve
O0zgurlesme anidir. Bu anlamda gelenede sadakat, estetik
deneyimin dondstirucu potansiyelini bastiran sabitleyici
bir isleve donuslir. Oysa estetik olan, ancak gelenegi
asan, onu bozan ya da donustiren bir dizlemde 06zgurlikle
kesisebilir.

Bu kuramsal pozisyon, Friedrich Schiller’in On the
Aesthetic Education of Man adli eserinde savundugu estetik
oyun alani 1ile Nietzsche’nin The Birth of Tragedy'de
gelistirdigi yaratici yikim fikrinden destek alir.
Schiller’e goOre insan ancak estetik oyun alaninda tam
anlamiyla oOzglrdur; burada ne toplumsal normlar ne de
ahlaki zorunluluklar gecerlidir. Nietzsche 1ise estetik
deneyimi, yasamin yeniden kurulmasina imkan taniyan bir
sarsinti olarak dusunidr. Ona gOre sanat, temsil degil
yikimdir; dizenin tekrari dedil, yasamin yeniden icadidir.
Her iki didsUnir icin de estetik, yalnizca formun degil,
varolusun da yeniden yaratimidir.

Sunumda, bu kuramsal cercevenin cagdas bir ornegi
olarak Pablo Larrain’in Ema (2019) filmini ele alacagim.
Filmin bas karakteri Ema ve esi, evlat edindikleri cocugu
yasadiklari trajik bir olayin ardindan geri vermek zorunda



kalirlar ve bu durum onlari, toplumsal normlara butunuyle
aykiri bir gercekle yluz yuze getirir. Geleneksel annelik,
aile yapisi ve kadinlik rolleriyle bagdasmayan bu durum
karsisinda Ema’nin ¢dzimi, onun bir sanat¢i olarak sahip
oldugu estetik yaratim potansiyelinden beslenir. Dans
sanatc¢isi olarak Ema, yasadigi krize ahlaki ya da toplumsal
Olcutlere gore degil, bedensel ve yaratici bir sezgiyle
yanit verir. Estetik alandaki ac¢ikligi ve cesareti, onun
i¢cin yalnizca bir ifade bicimi degil, ayni zamanda bir
¢ikis yoludur.

Filmin merkezinde yer alan reggaeton dansi da bu
baglamda 6zel bir anlam tasir. Geleneksel olarak “yluksek
sanat” sayilmayan, hatta cogu zaman marjinallestirilen bu
beden dili, Ema ve arkadaslarinin elinde bir tir estetik
baskaldiriya donusur. Reggaeton, yalnizca bir dans degil,
bastirilmis arzularin, sinifsal 6fkenin ve yaratici ifadenin
bedensel bic¢cimidir. Ema’nin bedenle kurdugu iliski, estetik
deneyimin nerede baslayip nerede bittigine dair geleneksel
sinirlari yikar.

Filmin ilerleyen bo6lumlerinde Ema’nin ¢Ozdmdnin ne
kadar radikal oldugu belirginlesir: Geri verdikleri ¢ocugun
hayatina tekrar girebilmek ic¢in, c¢ocugun yeni ailesiyle
duygusal ve bedensel baglar kurar. Cocugun Uvey babasiyla
iliskiye girer, ondan c¢ocuk sahibi olur; Uvey annesini
ise kendisine asik eder. BOylece yalnizca yasal ya da
duygusal degil, bedensel bir yeniden bag kurma alani insa
eder. Bu ¢Ozum, ahlaki olarak sorgulanabilir olsa da,
estetik sezgiyle kurulan yaratici bir stratejidir. Ema’nin
kendi c¢ikmazina buldugu bu 6zgin yol, onun arzulariyla,
bedeniyle ve hareketle kurdugu yaratici bagda koklenir.
Tdm sorunlu yoénlerine ragmen, bu eylem estetik sezgisinin
guclu bir ifadesi olarak okunabilir.

Sonuc¢ olarak Ema, estetik deneyimin yalnizca nesnelerle
ya da izleyiciyle degil, bireyin kendi varolusuyla kurdugu
yaratici ve Ozgurlestirici 1iliski oldugunu goOsterir.
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Estetik deger, burada gelenege baglilikla degil, onu yakma
cesaretiyle ortaya c¢ikar. Film boyunca tekrar eden yangin
sahneleri, vyalnizca dis dinyayil degil, vyerlesik anlam
rejimlerini de atese verir. Ema’nin dinyasi, ancak kil olmus
geleneklerin ardindan yeniden kurulabilir. Onun ¢6zuUmu
ne itaatle ne isyanla sinirlidir; estetik bir icgoruyle,
radikal bir sezgiyle c¢izilmis essiz bir yaratim alanidir.



The Aesthetics Of Analytic Philosophy

Filippo Contesi
University of Cagliari, Italy
filippo.contesi@unica.it

The philosophical tradition that is mainstream in
much of the world today, viz. analytic philosophy, has
traditionally seen language as the key to understanding
the world philosophically. Although such an overt emphasis
on language has diminished in more recent decades, it 1is
still covertly crucial in establishing what the ideal
philosophical contribution looks like and in determining
which philosophical voices are most heard in contemporary
philosophy. This 1is in part a consequence of, on the
one hand, analytic philosophy being for a long time
overwhelmingly practiced in majority Anglophone countries
and, on the other, the adoption of English as the lingua
franca of much of academia. However, the current predicament
has undesirable consequences both on the quality and on
the internationalization of contemporary philosophy. In
a moment in which academic globalization and migration
should be standard, philosophy remains too provincial
and unjustifiably burdened with structural barriers for
non-native (Anglophone) philosophers. Indeed, philosophy
appears to be less diverse with respect to non-native
(Anglophone) scholars than many other academic disciplines
in the sciences and the humanities alike. Among the possible
causes of these problems is, I argue, the substantial role
that aesthetic considerations such as the linguistic style
of (both oral and written) philosophical presentation and
engagement play in signalling the virtues of clarity,
precision and rigour that are often associated with the
analytic tradition. The current emphasis on linguistic style
is not justifiable, in part because it deprives contemporary
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philosophy of a wider variety of philosophical perspectives.
In particular, it is much harder for non-native (English)
speakers to acquire and adapt to the linguistic style(s) that
are prized in contemporary philosophy. Such styles are, in
fact, overwhelmingly set by native (English) speakers and,
being intimately tied to native-(Anglophone) cultural and
linguistic competence, are much more difficult to master by
non-native than by native (English) speakers. This calls
for greater attention to linguistic, and hence cultural
diversity, in contemporary philosophy, to avoid prevent
the “linguistic turn” in philosophy from turning into a
“linguistic rut”.



Aesthetics Of Atrocity: Body Horror As
Biopolitical Terror In Night and Pan’s Labyrinth

Funda Civelekoglu
Ege University, Tlrkiye
fundacivelekoglu@yahoo.com

In Bilge Karasu’s novel Night (1985) and Guillermo del
Toro’s film Pan’s Labyrinth (2006), the aesthetic of “body
horror” functions as a tool for political critique, moving
beyond the traditional aspects of the genre to represent the
mechanisms of state violence. This paper argues that both
Karasu and del Toro deploy the grotesque transformation
and dismemberment of the body as a primary strategy to make
the abstract mechanisms of power tangible. Specifically,
they render the body as a text upon which the rationale
of Michel Foucault’s “biopolitics” is inscribed, exposing
how sovereign power regulates, disciplines, and ultimately
renders life expendable. To analyse this process, the
paper will also draw on Julia Kristeva’s theory of the
“abject” to explore the psychoanalytic and philosophical
underpinnings of this corporeal terror.

This biopolitical control is embodied in Night through
the “workers of the night” - anonymous apparatuses of
the state - who systematically torture the body, erase
its identity, and reduce it to “a bloody mass of flesh”
(35). Similarly, in Pan’s Labyrinth, the fascist Captain
Vidal acts as a biopolitical agent, enacting the will of
the regime directly and violently upon bodies. In both
narratives, the body becomes the site where ideology 1is
physically realized. According to Kristeva, the “abject”
is that which threatens the borders of the self and is
expelled from the symbolic order (e.g., the corpse, the
wound), yet continues to haunt it. The mutilated, disfigured
bodies in these works represent this abject produced by
power, bringing a repressed terror that destabilizes the
social order into the aesthetic realm.
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This theoretical framework establishes a multi-
layered connection with “Historicity and Contemporaneity.”
The historicity of the works lies in their grounding in
specific political traumas, namely post-1980 coup Turkey and
Francoist Spain. As theorists like Cathy Caruth claim, such
traumas often resist direct narration and can only emerge
through indirect, symbolic, and repetitive forms - in this
case, in the form of body horror. The contemporaneity of
the narratives, in turn, lies in the enduring relevance
of their criticism of biopolitics and the control of the
body, along with their poetic use of language to present
this standpoint.

In conclusion, this study will demonstrate that Night
and Pan’s Labyrinth, by employing body horror, show how
the most abstract violence of history and politics 1is
inscribed onto the most concrete space, the human body.
This analysis will demonstrate how “aesthetics of trauma”
becomes a powerful and unsettling vehicle for confronting
repressed historical truths.

Keywords: Body Horror, Biopolitics, Michel Foucault, Julia
Kristeva, Historicity, Aesthetics of Trauma, Bilge Karasu,
Guillermo del Toro.



Baumgarten’da $iir Ve Bilgi: Duyusal Bilisin
Estetik Temsili

Gamze Keskin
Kirklareli Universitesi, Turkiye
keskin.gamze@gmail.com

Bu calisma, modern estetigin kurucusu kabul edilen
Alexander Gottlieb Baumgarten’in estetik dislincesini,
estetik yarginin bilissel statusu ile siir temelli sanat
anlayisi etrafinda yeniden ele almaktadir. Baumgarten’ain
estetik yaklasimi, duyusal bilginin sistematik bir bicg¢imde
islenebilir ve degerlendirilebilir oldugunu savunarak,
estetigi bir bilme tarzi olarak felsefenin merkezine
yerlestirir. Ona goOre estetik, yalnizca guzellik Uzerine
disunmek degil, duyusal temsillerin mantiksal akil
yurutmeye benzer bigimde dizenlenmesini mumkdn kilan
analogon rationis ilkesi dogrultusunda kurulmus alternatif
bir perspektiftir.

Baumgarten’in 1735 tarihli  Siirin Gerekliligi
Uzerine Felsefi Meditasyonlar adli doktora tezi, siiri
“mikemmel duyusal sdylem” olarak tanimlayarak, estetigin
siir yoluyla duyusal bilginin islenis big¢imlerini
kavramsallastirabilecegini ileri surer. Bu yaklasim,
estetik yarginin sadece bir bedeni meselesi degil, ayni
zamanda belli formlarla yapilandirilmig, OQgretilebilir
bir ifade big¢imi oldugunu ortaya koyar. Aesthetica
(1750-1758) adli eserinde ise bu yaklasimi gelistirerek,
estetigi duyusal bilisin sistematik mikemmellestirilmesi
olarak tanimlar. Baumgarten’in estetik Kkategorileri -—
estetik zenginlik, buyukluk, hakikat, aciklik, kesinlik,
canlilik — 6zellikle s6z sanatlari i¢cin formile edilmistir
ve onun sanat anlayisinin merkezinde edebi bir teorinin
temellendirilmesi c¢abasi oldugu acgiktar.

Dolayisiyla Baumgarten’in estetik kurami, gOrsel
sanatlara ya da nesnel glizellige degil, so6zlid temsillerin
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—0zellikle siirin— vyapisal ve bilissel potansiyeline
dayanir. Estetik yarginin temelini olusturan duyusal
temsillerin bellekte canlanmasi, imgeler araciligiyla
etkili hale gelmesi ve belirli bicimsel 06lcutlere gobre
degerlendirilmesi, onun s$iiri yalnizca bir anlatim bigimi
degil, epistemolojik bir slrec olarak goérduguni gosterir.

Bu calismada, o6zellikle analogon rationis kavrami
araciligiyla, duyusal yarginin rasyonel yargiya benzer
yapida islerlik kazandigi gosterilmekte; bunun estetik
bilginin sistematik niteligini mesrulastiran kurucu bir ilke
oldugu savunulmaya calisilacaktir. Baumgarten, estetigi
yalnizca felsefi bir poetika degil, ayni zamanda “asagi
bilme yetisinin mantigi” olarak konumlandirarak, duyularla
edinilen bilgilerin de felsefi analiz ve kavramsallastirma
sureclerine dahil edilebilece@ini ileri surer.

Bu cercevede, calisma Kant’in estetigini arka plana
alarak, Baumgarten’in estetik dusincesini kendi tarihsel-
felsefi baglami i¢cinde 0Ozgin bir kavramsal butinliuk olarak
ele almaktadir. Baumgarten’in siir temelli estetik projesi,
yalnizca modern estetik teorilerinin degdil, ayni zamanda
bilgi kuraminin duyusal yoniune dair alternatif bir felsefe
yapma biciminin habercisi olarak degerlendirilmektedir.
Ozetle, Baumgarten’in estetik kavrayisinin temel hatlari
hem analogon rationis kavrami hem de s6z sanatlari eksenli
sanat anlayisi lUzerinden, estetigi epistemolojik ve edebi
bir form olarak yeniden disinmek Uzere ele alinmaya
calisilacaktar.



(Ap-)Eikazo: Odysseas Elytis’ Reflection On
Painting And The Aesthetic-Historical Role Of
Greece

Giulia Cervato
Universita degli Studi di Padova, Italy
giuliacervatol234@gmail.com

My paper seeks to define the aesthetic thought of
Greek poet and painter Odysseas Elytis, focusing on the
relationship between his reflections on painting and the
historicity of Greek identity, both as a source for and
an alternative to so-called “Western” aesthetics. Unlike
H6lderlin or Heidegger, who see Greece as a lost origin
in anticipation of a new beginning, Elytis locates the
extraordinariness of the Greek experience in its continuity,
manifested in language but, above all, in a poietic-
aesthetic dimension. In his notes to Axion Esti, Elytis
defines Greece’s contribution to Europe in strictly aesthetic
terms: Greece 1is a “sensation, alive and ever-present”
(alobnon, Jwvtavh Kol MAVTOTE Tapovcoa). Europe, he argues,
has often appropriated this legacy without developing the
necessary “sensory organs” (Ta oavdadoya aicOntipia) to
perceive it. Where West seeks to rediscover the classical
tradition, for example, in Renaissance or Neo-Classicism,
it most clearly betrays it, while Greekness remains vibrant
in experiences such as Minoan and Classical art, Byzantine
icons, modern works like those of Chatzikyriakos Gikas and
Theophilos, and even anti-classical European expressions
such as Cézanne’s post-impressionism and Picasso’s cubism.
Elytis calls this unifying “Greek” factor the “divisor
K,” the initial of klassiko and kathariotitas, though
he does not define it precisely. I propose identifying it
with his distinction he outlines between apeikazé (“to
depict”) and eikazo (“to picture”). Non-Greek art merely
depicts—imitating by translating sensory impressions onto
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the canvas, while authentic artists picture, configure,
“make visible.” This critique of mimetic art echoes Plato,
particularly the distinction of the Sophist (235d-236d)
between mimetic art (mimetiké techné), which sinks into
the particular, and eikastic art, which approaches the
idea. This connection is reinforced by a shared target
in both Plato and Elytis: the chiaroscuro dimension of
painting. Plato’s critique targets skiagraphia, which in
the fourth century BCE introduced shadow and color blending
to create 1illusory and perspectival effects. Elytis
similarly sees Renaissance art—and all European “realism”—
as collapsing into the particular through their abstract
use of perspective and shadow. Elytis not only inverts
the Cassirer-Panofsky model, which viewed perspective’s
conquest as the aesthetic culmination of humanism and the
organizing role of the subject, proposing instead that
it marks an abdication of this role; he also shows that
“Platonism” is far more alive in Eastern icons and the art
of Theophilos—resistant to perspective—than in the Western
tradition that presumed to revive it. Most importantly, he
reveals the nature of the famous coefficient that saves Greece
from its past and sustains it as an aesthetic permanence:
the capacity to manage light without compromising with
shadow. It is the uniquely Greek ability to “grasp the
mystery of the noonday light”-valuing its heuristic and
idealizing function, the exaltation of form and geometry
it enables, without succumbing to blinding. “Many [..]
claim that light makes lines disappear, annuls colors,
destroys forms”—a fear Westerners face when handling light
without the counterbalance of shadow. These sensory organs,
ultimately, Europe has long lacked. This is the sensation
Greece 1s tasked to preserve atemporally in its unfolding
through time.



Zamansallik Ve Temsil Sorunu: Hartog’un
Tarihsellik Rejimi Ve Miraslastirma Kavramlarina
Dair Elestirel Bir Degerlendirme

Glulcin Ayitgu Metin
Adiyaman Universitesi, Turkiye
gayitgu@gmail.com

Bu bildiri, gec¢misin temsiline 1iliskin estetik
ve politik sorunlari Francois Hartog’'un “tarihsellik
rejimi” (régime d’historicité) ve “miraslastirma”
(patrimonialisation) kavramlari c¢ercgevesinde tartismayi
amaglamaktadir. Hartog, ig¢inde bulundugumuz cagdas zaman
deneyimini “simdicilik” (présentisme) olarak adlandirir ve
bu kavrami, modern sonrasi donemde gec¢cmis, simdi ve gelecek
arasindaki iliskilerin yeniden kurulusunu analiz etmeye
yonelik distnsel bir ¢cerceve olarak ortaya koyar. Bu rejimde
gecmis, ardisik ve tek yonlu bir tarihsel surecin parcgasi
olmaktan ¢ikarak, simdiki zamanin ihtiyac¢lari dogrultusunda
yeniden anlamlandirilir. Bu dondsum vyalnizca bireysel
zaman algisini degil, tarihsel zamanin toplumsal dizeyde
nasil kuruldugunu da etkiler. Hartog’a g6re ortaya c¢ikan
bu zaman deneyimi, gec¢cmis ile gelecek arasindaki iliskinin
belirsizlestigi ve tarihsel zaman Uuretiminin Kkesintiye
ugradigir bir kriz durumuna isaret eder. Ancak bu kriz,
yalnizca gecgmis ile gelecek arasindaki bagin kopmasiyla
degil, gec¢misin buglnin ihtiyag¢larina gOre surekli yeniden
yazilmasi sonucunda asiri bic¢cimde simdilestirilip bir
fazlalik haline gelmesiyle de kendini goésterir.

Bu krizin gorunumlerinden biri, Hartog’un
“miraslastirma” olarak adlandirdigi surecte gbzlemlenir.
Miraslastirma, gec¢misin dogal bir sitreklilik ic¢inde
aktarilmasindan ziyade, simdiki zamanda kurulan temsiller
araciligiyla yeniden vyapilandirilmasini ifade eder. Bu
sire¢ anlatidan cok deneyime, belgelerden c¢ok hafizaya,
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dogrusal olandan c¢ok parcali ve simdi merkezli bir
zamansalliga dayanir. SOylemsel belirlenimlerin yani sira
mize yerlesimleri, anitlar ve gecici sergiler gibi goérsel
ve mekansal temsillerde karsilik bulan bu temsil bigimi,
mirasin estetikle kurdugu iliskiyi gorundr kilar. Hartog'a
gore estetik olan ancak etik ve politik olanla kesistiginde
anlam kazanir. Bu baglamda miras, yalnizca neyin temsil
edildigiyle degil, ayni zamanda temsilin nasil, kim ig¢in
ve hangi kosullarda gerceklestigiyle birlikte ele alinmasi
gereken etik ve politik bir iliskidir.

Bu bildiride tartisilan estetik sorunlar, gecmisin
ne olduguyla birlikte nasil gorsellestirildigine, nasil
duyumsanabilir kilindigina ve hangi anlati ile mekéan
stratejileri araciligiyla temsil edildigine odaklanir.
“Gegcmis nasil gOsterilir, nasil hissedilir, nasil
dizenlenir?” sorulari UUzerinden, temsilin icgeriksel,
bicimsel ve algisal boyutlari tartismaya acilir. Baska
bir deyisle, estetik olan, temsilin sorumluluguyla ic¢ ice
gecerek, gecmisin gorunir kilinisina dair elestirel bir
sorgulamayi midmkin kilar.

Hartog’un kuramsal c¢ercevesi, tarihsel temsili
zamansal duzeyde yeniden disinmeye olanak tanisa da, belirli
sinirliliklar icerir. Zamansalliklari cogul bicimde ele
almasina karsin, bu cogulluk blyuk 61l¢cude Antik Yunan yurttas
bellegi, Hiristiyanliktaki mesihc¢i zaman anlayisi ve Fransiz
Devrimi gibi egemen anlatilar etrafinda yapilandirilir.
Bu durum, bastirilmis ya da karsit tarihsel deneyimlerin
kendi ickin zamansalliklariyla degil, hakim rejimlerin
i¢cindeki yansimalar araciligiyla degerlendirilmesine yol
acar. Benzer bir sinirlilik, Hartog’un meké&nsal temsillere
yonelik analizlerinde de izlenebilir. Berlin 6rneginde ele
aldigi “duvarsiz mize” ve “mizeye donustirulmis kent” gibi
estetik big¢imlere dikkat cekse de, bu temsillerin geg¢misi
hangi duyumsal kodlarla yapilandirdigina ve kamusal alanda
nasil bir tarihsel algi Urettigine iliskin c¢Ozimlemesini
sistematik bicimde derinlestirmez.



Sonu¢ olarak bu bildiri, Hartog’un yaklasimini
tarihsel temsili zamansal, estetik ve kultirel boyutlarda
yeniden dustunmeye imkan taniyan verimli bir kuramsal zemin
olarak degerlendirmekte; ancak bu c¢ercevenin mikro tarih
yazimi, karsi hafizalar ve alternatif miras tartismalariyla
elestirel bicimde genisletilmesi gerektigini savunmaktadair.
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Peyzajin Zamansalligini Bati Toroslar’da Okumak:
Girdev Yaylasi

Glirkan Okumus
Istanbul Topkapi Universitesi, Tirkiye
grknokms@gmail.com

Akdenizhavzasi, Anadolugécger kulturiuntekosistemindeki
dolasim Oriuntdsidni izleyerek o6grenir. Akdeniz’in gb6gebe
¢cobani, Toroslarin koyun ve kecilerini saglikli meralara
ulastirmak ic¢in kiyi duzlikleriyle daglik ekosistem
arasinda mekik dokur. Mevsimlik dikey hareket, topragin
donguselligine gbre bicimlenir. Canlilarin benzesen ritmik
hareketi cografyayla araytuz olusturur. Elverisli cevresel
kosullariyla Toroslarda yaylacilik (transhumans) hareketi
pastoralizmle birlikte varligini surdirir. Gécerin ‘barinma
pratigi’ peyzajin ‘surekli insa’ haliyle iliski kurar.
Zamanlarindan bagimsiz olarak her kdltiur peyzaj igine
yerlesirken kendine barinak vyaratir. Insanin ‘eylemler
manzarasi’ peyzajin diger bilesenleriyle kurdugu iliskiler
agiyla butidncil perspektifte anlam kazanir. Peyzaj, pasif
ve duragan bir pitoresk arka plan degil, insan ekolojilerini
Ureten degisken ve hareketli bir kultirel imgedir. Kirsal
barinma kdltdrinin gozlemlenmesine olanak veren hafiza
yerleridir. Bu cerceveden hareketle calisma, Tim Ingold’un
(1993) eylem odakli fenomenolojik peyzaj yaklasimi ve
gbcerin barinma pratigini bdtdncul baglamda ele alair.
Zamansalligin tarihsel donemler Uzerinden de@gil, parcasi
oldugu peyzaj ve insan eylemleri baglaminda anlasilacagini
savunur.

Calismada, teorik zeminin o6rnek saha c¢alismasiyla
aktarildigi Akdaglarin (Kragos) zirvesindeki Girdev
Yaylasi, Pisidia ve Likya uygarliklari arasinda ve Tlos-



Oinoanda sinirinda yer alir. Bu alanin antik hafizada
otlak, kereste ve tarim amaciyla kullanildigi bilinir.
Oinoanda teritoryumundaki yayla 1775 metre yiukseklikte,
Bati Toroslarin wuzantisindaki Akdag, Eren ve Tezekli
Daglari arasina gizlenmistir. Yerlesimin Oinoanda’ya bagli
bir sayfiye koyu oldugu bilinmektedir. Girdev, krater go6lu
ve zengin biyocesitliligiyle c¢ok katmanli bir kultdrel
peyzajdir. GOlun kuzey ve batisinda antik tas bloklar
ve aslanli lahit kapagi yer alir. Buglin, yaylada catma
agil, cadir ve ardig-tas struktirinden olusan barinaklar
bulunur, vyaz aylarinda c¢evredeki farkli kodylerden pek
¢cok aile hayvancilik ve taraim icin buraya gelir. Goécebe
¢oban topluluklarinin yerli bilgi 1siginda ¢aglar boyunca
gelistirdikleri yaratici ve 0Ozgun mekansal Orgutlenme,
Girdev Yaylasi’nin yasayan miras degeridir. Gocebe
pastoralist meké&nsal bilgi, binlerce yildir biriktirdigi
deneyimle sirdiridlebilir gecim kaynaklari saglar ve mera
ekosistemini korur. Bu geleneksel bilgi, iklim ve cevresel
krize karsi micadele eder, vyerlesik yasam pratigini
sorgular, nesiller arasi ekolojik bir referanstir. Gocger,
arazi ve cografyay1l hizla kaynak haline getirerek tuketen,
pastoralist bilgiyi tehdit eden ve peyzajin sirekliligine
midahale etmenin temsili Antroposen c¢agda, mekana bagli
degil mekan baglayici insan varliginin cagdas elestirisini
sunar. Bu baglamda, oldukg¢a sinirli sayidaki gbger pratigin
izlerini kayit altina almak pastoralist bilginin gelecege
aktarilmasi icin son derece de@erlidir.
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Notes For A Non-Aristotelian Aristotelian
Aesthetics: Harman’s Planets, Yiicefer’s
Celestial Bodies

Hakan Atay
Mersin University, Tirkiye
hakanatay@mersin.edu.tr

Alvaro de Campos, one of Fernando Pessoa’s main
heteronyms, claimed to have invented a brand new theory
of art in an essay called “Notes for a Non-Aristotelian
Aesthetics” in 1924. He was impressed by the creation of
some non-Euclidean geometries and thought that he might
go ahead and devise a non-Aristotelian aesthetics by
replacing the most restrictive Aristotelian concept with
an unexpected one. Although the idea of force supplants
the classical notion of beauty at the outset, Aristotelian
emphasis on sensibility remains intact and turns Campos’
project into the outline of an aesthetic theory which
seems to be both non-Aristotelian and Aristotelian at the
same time. Taking the cue from this remarkable attempt, I
would like to discuss the works of two philosophers, Graham
Harman (b. 1968) and Hakan Yucefer (b. 1980), who, just
like Campos, experiment with the Aristotelian framework, by
removing one major Aristotelian constraint, while sticking
to, or even aggrandizing some others. American philosopher
Graham Harman is well-known to be the founder of Object-
Oriented Ontology, which 1is based on an aesthetically
motivated fourfold model. Claiming that aesthetics is the
first philosophy, and not metaphysics or ethics, Harman puts
forward a renewed concept of object, encompassing every
single entity, thereby re-enacting Aristotelian attention
to singular, discrete things. However, unlike Aristotle, he
does not limit human knowledge to generic information and
tries to demonstrate that there are cognitive capabilities
which present us with the opportunity for an indirect
access to real entities. For Harman, such access is bound



to be aesthetic in nature. On the other hand, Turkish
philosopher Hakan Yilcefer, an expert on Aristotle and
modern French philosophy, 1in a remarkable essay entitled
“Like Celestial Bodies Thrust Out of Orbit: Aristotle,
the Supralunary Universe and Art” (2021), takes 1issue
with the bipartite structure of Aristotle’s finite universe
and asserts, in a speculative thought experiment, that we
perceive art objects just like Aristotle sees supralunary,
heavenly bodies. Remembering that the title of one of the
most beautiful philosophical essays Harman has written 1is
“Rogue Planets” (2011), where he draws an analogy between
the status of real objects and that of planets which
are “thrust out of orbits,” we realize that Aristotelian
sensibility does not 1lose any of its zest, and Kkeeps
forcing contemporary thinkers to take it into account,
even though ways which are non-Aristotelian.
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Kant Ve Hegel Estetigi: Sanatin Estetik
Rejiminde Gilizellik Ve Yiicelikte Etik Politika

Hakan Daloglu
Canakkale Onsekiz Mart Universitesi, Tlrkiye
hakanpainter@hotmail.com

Etik, en ylce olani: Mutluluk, o©Ozgurlik ve 1iyilik
kavramlarini niteler. Immanuel Kant’a go6re zihnin
faaliyetinden dogan o6zgurliuk ve paralelindeki 6zgir segim
kapasitesi, mutluluk ve iyilikle birlikte insan olmanin
0zunli karakterize eder. Ozgirluk, duyarli bir varligin
iradesini kullanma gucudir ve bu nosyon, XIX. vyuzyildan
itibaren modern toplumda sanatin algilanmasi, hissedilmesi
ve yorumlanmasina iliskin- Kant’in Aydinlanma goérisleriyle
Ortisen estetik bir rejimin etik-politik ifadesidir. Ancak
0zgurluk, Kant’a gore bireyde arzu temelinde degil, belirli
kurallar altinda kisitlanmasi gereken -kisitlanmadigi ve
akillabelirlenmis bir tutarlilik yasasi olmadigi takdirde en
korkung¢ edimdir- etik iradenin belirmesidir. Akli, istenc¢li-
ruhsal eylemlerinin temeline oturtmus bireyin, 6zgir olarak
yaptigi uretime sanat adini verdigimize go6re; Kant, doga
yasalari ile sanat ve estetik yargilarini yapma alani /
virtus operativa, etik ve ahlakin gerceklestirilmesine
imk&n kilabilecek bir uzlasma olasiligi olarak gormektedir.
Cunkl Kant, guzellik ilkesinin anlama yetisi ile imgelemin
O0zgur iliskisi oldugu sonucunu c¢ikarmaktadir. Her seyden
Once Kant'’ta gluzel ve yice, soylu olandir ve iyilikten ayri
olarak degerlendirildiginde glizelin; istegin / vita activa
degil, daima anlamaya dair seyretmenin / vita contemplativa
nesnesi oldugunu imler. Kant’in nihai amaci I.Kritik:
Doga dinyasi, II. Kritik: Ozgurluk-Ahlak-Etik alani, III.
Kritikte reflektif Yargi GlcUni; -yasa koymak bakimindan
birbirine degmeyen- bu 1iki alani temas ettirecektir.
Boylelikle Kant’a gore Begeninin Kritigi / Geschmach olarak
niteledigi Yargi Yetisinin Elestirisi’nde bu d4¢ kritigin
bir bdtidnlik arz etmesi gercgeklesmis olacaktar.



Bildiri, bu Kkritik bdtdnldgin amacini; estetik
tecribenin doga ve o6zgurluk bakimindan begeni yargisiyla
etik-politik olanin 1ilintisini bir arada belirlemeye
calisacaktir. Gercekten de kritik projesinin sistematik
birligini go6rmek acisindan Kant’in akilci bir dusunce
gelisimi i¢in Yargi  Yetisinin Elestirisi’nde  Saf
Aklin Elestirisi ve Pratik Aklin Elestirisi arasindaki
baglantilarai, -estetik ve teleolojik yargilari-
birlestirdigini soéyleyebiliriz ki bu bakimdan gizel ve
yluce kavramlari etik ve estetigin kesisen ugragidir. Georg
W. Friedrich Hegel’de c¢alismalarinda Kant’in ardindan
guzellik ve vyluceligi etik bakimdan degerlendirmistir.
Estetik ve etik yazilarinda Moralitat ve Sittlichkeit,
ahlakilik anlamindadir ve 1lki moralitat; 06znel-kisisel
vicdanilik olarak ahlakiliktir; ikincisi Sittlichkeit;
nesnel ve toplumsal etik hayati, gelenege ve kurumlara gore
akli-sorumluluk bic¢ciminde yasamayi nitelemektedir. Onun
Tarih Felsefesi Uzerine Dersler’inde “Guzel Bireyligin
Bi¢imlendirimleri” adli bolimde sanat kavraminin Antik
dinyadaki yerini en genis anlamda irdeleyerek; sanatin,
bireyin ahlaksal; toplumunsa genel-etik gelisimde tinsel
bir islevi oldugunu belirlemektedir. Tragedyalarda trajik
figurler: Akhilleus, Antigone, Kral 0idipus, Macbeth,
Hamlet ve Kral Lear’da oldugu gibi Tanrilik yalnizca
birer imajdir ve ahlaksal iradeleri daima agir basmistir.
Dolayisiyla Aristoteles’in Tragedya Kurami / Katharsis:
Trajik olanin izleyiciye verdigi haz ve acima, 1zdirap
ve korku duygulari, Hegel estetiginin de etik karakterini
belirlemektedir. Sonugta antik tragedyalardan ve modern
cagl hazirlayan disunurlerin tarihsel metinleri Uzerinden
etik-estetik degerler uUreten Kant ve Hegel, estetik hazzin
guzelden duyulan bir bedgeni olmayip, Yiuce / das Erhabene
karsisinda duyulan bir etki ve haz oldugunu saptarlar.
Cuinkl tragedya glzelden daha ¢ok yuceyle ilgilidir ve tam
da bu bakimdan Yuce’nin uyandirdigi hazda etik o6zellikler
daha agir basmaktadir. Bilhassa Hegel’de insanin Tin'e
ulasmasinda tragedyanin moral-etik yaninin 6nemi siklikla
vurgulanir. Ozetle bildiride Kant ve Hegel’in -Antik
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dinyada oldugu gibi- c¢alismalarinin temeline insan olma
degerini koymakla, kendi modern sanat teorilerinde etik-
estetik olani bir arada disinerek, sanat eserine bir aracg
olarak degil; amac¢ olarak baktiklari tanitlanmis oldu.



Antik Yunan’da Doga (Phisis) Anlayisi
Cercevesinde Tragedya Ve 0lim

Hakan Giiney
Tuarkiye
guneyhakan.g@gmail.com

Bu calisma Antik Yunan dustncesinde phdsis (doga)
kavraminin, 06lim ve tragedya 1ile iliskisini felsefi
baglamda incelemeyi amaclamaktadir. O0lim, doJaya ait
bir olgu olarak; tragedya ise dogaya ait bir olgu olarak
01lUmin anlamlandirilma cabasina yonelik bir deger alaninin
acilmasina imka&n veren vyapisi itibariyle o6nem teskil
etmektedir. Antik Yunan’da doga (phdsis) anlayisi ise
kendisinde bulunmayan ve asilmasi gereken bir deger alaninin
yaratilmasindan ziyade deger alani UuUzerinden dolayima
sokulmasi suretiyle anlamlilik boyutuna kavusabilecegi
bir nitelik arz eder. Ayrica Antik Yunan’da phdsis yasamin
kendiliginden aciga cikisi olarak dogma, bldyume, gelisme
ve yok olma surecini imler. Bu anlamlari ile paralel olarak
hem bir energeia hem de karsitliklari ihtiva etmektedir.
Bu karsitliklar icerisinde en onemli olan kavram c¢cifti ise
yasam ve o6lumdir. Karsitliklarin bir arada dusunulmesi,
phidsisin bir denge ve dizen durumuna isaret etmekle birlikte
gerilimi de ac¢iga cikarmaktadir. Bu gerilim, phdsis olarak
doganin anlasilmasinda oldugu kadar deger alani olarak
somutlasan tragedyada mevcuttur. CuUnkd olus anlamindaki
phdsis erisilen hal ya da yapi anlamindaki phdsise giden
yol oldugu ig¢in phdsisin kag¢inilmazliginda atesin yakmaszi,
suyun akmasi gibi bir seyin dogasi ne ise o olur. Insan
da phdsis varligi olarak gerilimin aciga c¢iktigi yasam ve
01Uum dengesinde 6lumliu olmasi Uzerinden karakterize olur.
0lumli olma bir doga yasasi olarak tragedyada belirgin bir
motiftir ve phdsis, tragedyanin gorinmeyen 0Oznesi olarak
karsimiza c¢ikar. Dolayisiyla tragedya, phdsisin 1insana
yazdigi sonu, insanin buna karsi c¢ikisini ve bu ¢ikisin
sonuglarini gosterir. Tragedya, insanin bu dogal ve kozmik
dizene karsi geldiginde ne oldugunu - yani doganin yasasina
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karsi gelenin trajedisini - anlatir. Tragedyada kahraman,
kendi dogasiyla (phdsis), Tanrisal dizenle ya da yazgisiyla
catisma halindedir ve bu bir gerilim yaratir. Bu anlamda
kahramanin phdsis 1ile wuyumsuzlugunu veya sinirlarain
zorlanmasini trajedi  formunda gOrmemiz, trajedinin
phdsisin bozuldugu, tersine dondugu, dogal dizenin krize
girdigi anlari temsil ettigini duslinmemize olanak verir.
Ancak tragedyanin 0zu, phdsise aykiri olarak davranmanin
sonucunda aciga cikan kacinilmaz son ile karakterize olur.
Sonu¢ olarak insanin 6lumld olma bilinci, tragedyanin aciga
¢ikisina ©Oncel oldugu ic¢in 6lumu anlamlandirma Uzerinden
aciga cikan tinsellik, dolayli olarak dogayi bir zemin olarak
almak durumundadir. Eger dogaya ait bir olgu olarak o6ldmlu
bir varlik isek ve tinsellik doga uzerinden anlasilmaya
calisiliyor ve tragedya da bu noktada aciga c¢ikiyorsa,
doganin tinselligi vurgusu tragedyayi Olum Uzerinden
anlamamiza imkan verir. Antik Yunan tragedyasi, doganin,
varligin, yasalarin, sinirlarin ve donldsUimin sahnelenmesi
olarak phdsisin sanat Uzerinden simgesel bir gorunumuduir.
Bu dogrultuda bu calisma boyunca Antik Yunan felsefesi ve
tragedya metinleri arasindaki kavramsal baginti, phidsis ve
0lUm dzerinden iliskisel olarak ele alinacak olup felsefe
ve tragedya 6zelinde sanatin birbirleri UGzerindeki dustnsel
etkisi analiz edilecektir.



Manzara Sinemasi Ve Antroposen

Hasan Cem Cal
Kadir Has Universitesi, Turkiye
h.ce.cal@gmail.com

Manzara sinemasi (landscape cinema) sinemanin
baslangicindan beri var olan, hatta ilksel sinema oldugu
sbylenebilecek bir sinema. Basit bir tanimla, manzara
sinemasi1, yalnizca c¢esitli manzaranin kayda alindigi ve
birbiriyle iliskilendirildigi, genel itibariyla hareketsiz
ve gbrece uzun planlardan olusan bir filme/film yapim sekline
isaret eder. Bu tanima gdre manzara, filmin temel ve yegéane
0gesidir ve film kamerasi kayda girdigi andan itibaren
gorundr bir hal alan zaman-mekan dstunden 1is goridr. Zaten
manzara sinemasinin ilksel sinema addedilebilme nedeni de
budur, zira film kamerasi her seyden Once bir manzarayi
kayda alir. Bu acidan bakildiginda, manzara sinemasinin
sinemanin her bir déneminde varlik gésterdigi sO6ylenebilir;
ama bir yandan da sOylenebilecek sey, manzara sinemasinin
gorundigt haliyle dunyayi kayda aldigidir. Ve goriunir
dinyanin goérunme seklini, o6yleyse duyulma seklini, diger
bir deyisle estetigini disavurdugudur. Ornegin, sinemanin
baslangicinda, Lumiere kardeslerin Urettigi manzara sinemasi
orneklerinde (mesela Swimming in the Sea), manzara daha
ziyade natlralisttir. Sonrasinda, Joris Ivens’in Rain’i
ve benzeri filmlerle birlikte, sembolik bir niteligi haiz
olur. Robert Flaherty gibi bir ydnetmen, diger taraftan,
manzarayl antropolojik niteliklerle donatir ve insanin
yasayls tarzlarini manzaralar ustinden anlatisallastirir
(Industrial Britain ve The Land). James Benning ise, son
olarak, Deseret adli filmiyle baslayarak, killiyatinda
manzarayl tarihi/siyasal bir nesne olarak konumlar. Tum bu
orneklerde degisim godsteren, basitce, manzara sinemasinin
estetigidir; ama ayrica, manzara sinemasl yalnizca dinyay1l
gorundr  kildigi oranda, dunyanin gOrunme seklidir.
Dolayisiyla, manzara sinemasli araciligiyla didnden bugline
degisen sey, biraz da dinyanin goérundsid ve bu gorundsin
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gbsterilme  seklidir; yani  dinyanin duyumsanisidir.
“Buglnin manzara sinemasi ne tdr bir manzarayi, nasil
bir dinyayi yansitiyor?” diye sordugumuzda ise aldigimiz
cevap, tek kelimeyle “antroposen”dir. 1Insan eliyle
tahribata wugratilmis, insandan arindirilmis mekanlar,
bu filmlerin icerigini, dolayisiyla gunumiz manzara
sinemasinin estetigini tanimlar. Bu filmlerdeki manzara,
artik dogal bir gorungl degil insan yapimi bir gorungudir
ve manzaranin estetik niteligindeki ko6kliu bir degisimi
yansitir. Bu bildiride, Anthropocene: The Human Epoch,
Manufactured Landscapes ve benzeri oOrnekleri dstinden,
antroposenik manzara sinemasinin estetigi ve bu estetigin
igcerimleri irdelenecek.



Heritage, Nostalgia, And Narratives Of Belonging

Dascalu Ileana
University of Bucharest, Romania
ileana.dascalu@filosofie.unibuc.ro

As a mediator between past and present, cultural
heritage has often attracted expressions of nostalgia. The
need to revisit greatness and beauty, mixed with those of
belonging and making sense of the world have been accompanied
by volatile emotional expressions: feelings of loss, of
an irretrievable distance, of an imposed exile into the
banality of the present, complemented by a compensatory
aesthetics. As a result, cultural heritage has been used
to legitimize symbolic lineages and narratives of national
identities promising to recapture some of that past. Inside
the cauldron of “restorative nostalgia”, symbols of the
“home and homeland” are reconstructed, gaps in the memory
are filled, “in an attempt to conquer and spatialize time.”
The second kind, “reflective nostalgia”, is apparently more
modest in aim: it “cherishes shattered fragments of memory
and temporalizes space.” (Boym 2001, 49)

In this presentation I propose to apply Boym’s
distinction to the two conceptual categories characterizing
cultural heritage in the terminology of UNESCO. I will
argue that there is, to a great extent, an affinity between
restorative nostalgia and tangible heritage, and, on the
other hand, between reflective nostalgia and intangible
heritage. There 1is also a dynamic at play: whereas the
first pair of concepts has been associated with large-scale
identity construction projects, involving authority and
hierarchy in terms of expertise and values, the second seems
to be more open to community-validation and subjective
experiences. With the introduction of intangible cultural
heritage as a new conceptual category in the UNESCO system,
the focus has shifted more on the living nature of heritage.
Unlike Roman ruins which evoked the nostalgia of British
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romantics, intangible heritage is everyone’s heritage or
can be made into being so. It has assoclated practical aims,
such as building resilient, self-sustainable communities,
as the sense of belonging needs cohesion, equity and well-
being. In the end, the question for reflection remains
whether intangible heritage, a light and pleasant vehicle
for transporting the past into the future, re-signifies
nostalgia.

Svetlana Boym.2001. The Future of Nostalgia. New York: Basic Books



Duyusal Biitiinliigiin Hacimlerinden Goérsel
Alginin Yiizeylerine: Tiirkiye’deki Barinma
Mimarisinin Degisimi Uzerine
Estetik Bir Okuma

Ilkyaz Samur Avci & Kemal Reha Kavas
Akdeniz Universitesi, Turkiye
ilkyazsamuravci@akdeniz.edu.tr

Tarih boyunca farkli toplumlarda temel islevsel
ihtiyacg¢lari karsilamak Uzere olusan geleneksel barinma
mekanlari cevreyle kurulan estetik bir iliskinin
ifadeleridir. Bu mekéanlar, kendi yasam alanini elleriyle
insa eden kullanici ve c¢evre arasindaki iletisimin ve
kiltdridn tasiyicisi olarak meydana gelir. Endistri
toplumunun dayattigi yasam ve lUretim dinamikleri sonucunda
ise insan-cgevre bidtunlugu parcalanir; kullanici cevreden
bagjimsiz tekil bir varlik olarak cevresini tahakkim altina
almayi hedefler. Kent merkezlerinde artan nidfus baskisi ve
barinma ihtiyaci ile konutun anonim kullaniciya ydnelik
olarak seri Uretimi ve standardizasyonu meydana gelir.
Gelenekten uzaklasilan bu mek&n Uretim sidrecinin sonucunda
iklim, cografya ve kullaniciya O0zgu yasantilar ile bag
kuramayan kimliksiz cevreler olusmaya baslar. Bu kirilim,
geleneksel toplumlara ig¢kin olan cgevre-yasam iliskisinin
mimkin kildigi batdnldkld estetik algida koklu bir
donidsime yol acar. Nihayetinde, mevcut piyasa ekonomisi ve
insaat sektoru kosullarinin etkisi ile estetik, gundmiz
Tirkiye’sinin baskin konut stogunda ancak ylzeylerin
gbrselligine indirgenen bir konu haline gelmistir.

Ulkemizde anonim kullanici icin lGretilen en yogun konut
tipi olarak apartmanlar ele alindiginda, bu yapi tipinde
hem kent 06lceginde kutle ve cephe bakimindan hem de ig
mekan 6lceginde plan semasi, malzeme ve donati bakimindan
yogun bir standartlasma goruliur. Tek tiplesen malzeme
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ve tasarim kodlarinin siklikla kullanimi dogrultusunda
bedenin deneyimini yok sayan, go6rme odakli bir anlayisin
hakim oldugu bu sirecte apartman dairelerinin ic¢c mekéanlari
benzesmeye baslamistir. Kullanici nezdinde bu benzerlik,
bilindik olma halinin verdigi guven ile siklikla “ic¢i temiz
bir daire” olarak ifade edilir. Bahsi gecen “temizlik”
ifadesi, piyasadaki malzeme yelpazesinin kisitliliginin
meydana getirdigi dar bir estetik algiyi ifade etmekte;
estetigin kiltdrle, baglamla ve bedenle iliskilenen genis
duyumsama alaninin disinda kalmaktadir. Bu begeni ifadesi,
gundelik hayatta toplum nezdinde estetik alginin ylzeylerde
guzellik ve hijyen dustncesine indirgendigini ortaya koyar.
Buglnin estetik algisi, hacmin ve duyumsamanin konusu
olmaktan c¢ikarak yuzeylerin iki boyutlulugunda ve gOrmenin
alaninda sinirlandirilmistar.

Barinma yapilarinda gelenekten yeni olana giden bu
slireci estetik alginin dondsidmi Gzerinden okumak, toplumda
cevre dislincesinin degisimini ortaya koyar. Geleneksel
konut pratiklerinde, bilincinde olunmayan fakat cevre-insan
arasinda hiyerarsik olmayan bir iliskiselligin yansimasi
olarak ig¢sellestirilen bir cevre estetiginden sz etmek
mimkdndur. Buna karsilik, gunumizin barinma anlayisinda,
cevrenin insanin etkilesimde olmaktan ziyade kullanmayi
tercih ettigi dissal bir varlik olarak konumlandirilmasi
sebebiyle estetik alginin varlik bulabilecedi bedensel
duyumsama alanindan s6z edilememektedir. Bu anlayis, bir
tartisma alani olarak c¢evre estetiginin de zeminini yok
eder. Mekanin ve bedenin cgevreden yalitilmasi; insan ve
insan olmayan her seyin iliskisini kapsayan butincidl bir
cevre anlayisinin Onidnde durmaktadir. GUnUimiz barinma
yapilarinin gelenekten uzaklasma slireci; estetigin bedenden
gbze, U¢ boyuttan iki boyuta, c¢ok duyulu algidan hijyen
talebine indirgenen donusumini ortaya koyar.



Public Art, Historical Representation And The
Transformation Of Public Sphere: The Case Of
Atatiirk Boulevard In Ankara

Isil Kazaz

Politics and architecture are intertwined in a complex
relationship. The connection between power and architectural
practice plays a determining role in how cities are
designed and in which actors have a say in the urban space.
In Tiurkiye, local governments have often intervened 1in
urban space as direct representatives of political power;
however, at certain times, they have assumed a counter-
public character and operated beyond the boundaries defined
by the hegemonic sphere—particularly after the 1970s, when
central and local governments came to be run by different
political parties for the first time in Turkiye’s history.
Following the proclamation of the Republic, the capital
city Ankara was approached as the spatial embodiment of
the founding principles of the republican revolution, and
public art (mostly monuments) became a significant component
of this organization. Throughout the twentieth century,
the hegemonic public sphere has been reshaped through
struggles initiated by various counter-publics seeking to
be part of that very sphere. Visibility and representation
within urban space constitute an inseparable part of this
struggle and inherently generate a demand for influence
over the transformation of space. Therefore, the dynamics
between political power and public space are decisive in
the mechanisms of decision-making and aesthetic judgment
that enables the articulation of public art within the
urban fabric. In this context, monuments function not
only as aesthetic objects but also as tools of historical
representation, often embodying a selective memory shaped
by dominant ideologies. The demand for representation
cannot be separated from the aesthetics of the city. The
artworks placed along Atatirk Boulevard in Ankara since the
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1970s reflect the processes in which this relationship has
become more clearly articulated. These works also reveal how
public art becomes a site of contestation over historical
narratives, raising ethical questions about whose history
is represented, and how. By the 1990s, with the involvement
of civil society organizations such as SANART it became
possible to speak of efforts to establish a limited but
relatively democratic public sphere capable of exerting
influence over public space. This study will examine the
relationship between public sphere and public art through a
selection of public artworks, with a particular focus on the
aesthetics and politics of historical representation.



Dijital Mekanlarda Yiiruylsler

Kadir Kayserilioglu
Izmir Ekonomi Universitesi, Turkiye
kkayserilioglu@gmail.com

Yurumek her ne kadar her insanin asina oldugu bireysel
bir eylem olarak bilinse de, rotasiz ve amag¢siz yuriuyusler
uzun silredir kultdrel alanlarin bir unsuru olarak kabul
edilmektedir. 17. ylzyil Oncesi Bati resimlerinde, kendi
bahcelerinde yiuruyuse ¢ikan soylulara sikca rastlanir. Bu
donemde bahcgeler, peyzaj mimarliginin bir U0Urinu olarak
0zel bir anlam kazanmistir. Bahgeler, kentin denetimli
yapisindan uzak yuriyds alanlari olarak tasarlanmis, ancak
ayni zamanda doganin tehlikelerinden arindirilmis 0Ozel
alanlar olarak insa edilmistir.

YUrayusiun kulturel degeri sadece soylulara ait bir
ayricalik olarak kalmamistir. Zamanla sanatin ve politikanin
bir araci, degeri ve yontemi haline gelmistir. Ozellikle
kentsel yurayidsler sanat ve politika alanlarinda 6nemli bir
yer edinmistir. Charles Baudelaire’den Sirrealist avangart
sanatcilara ve Sitlasyonist Enternasyonal hareketine kadar
yluridylus eylemi, tekrar tekrar bir sanat ve direnis bicimi
olarak yuceltilmistir. Rebecca Solnit, “kaybolmak” (lost)
kelimesinin, ordularin dagilmasi anlamina gelen Norvecgge
“los” kelimesinden geldigini soyler. Kaybolmusluk h&linin
antimilitarist bir duruma yakinligi ddsunuldugunde,
sanatcilarin amag¢siz yurayusleri bir direnis yontemi olarak
benimsemeleri sasirtici degildir.

Peki, post-dijital medya caginda sanal mekéanlarda
yurimek ne anlama geliyor? Video oyunlarinda ve sosyal
medyada amag¢sizca dolastigimizda aslinda ne yapiyoruz?
Artik populer olmayan bir ¢evrimic¢i oyunun bos haritalarinda
dolasirken ya da YouTube’da eski videolar arasinda
kayboldugumuzda ne deneyimliyoruz? Bu mekanlarin arsivsel
degeri nedir ve bize ne o6gretebilirler? Bu sunum, bu
sorulara yanit vermek Uzere tasarlanmistir.
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Artistic Values and Market Dynamics: A Case for
the Autonomy of Art

Kerem Eksen
Istanbul Technical University, Tlurkiye
eksen@itu.edu.tr

This paper, consist of a discussion on the classical
idea of the “autonomy of art” and its critique throughout
the 20t" & 215t centuries. Following a brief overview of the
modern (more specifically 18t & 19t" century) understanding of
art as an independent sphere of practices and institutions
with its own set of “intrinsic” aesthetic values, I will
make a quick excursion into the history of 20" century
art, which is often characterized by a critical and even
subversive attitude towards the previously dominant notion
of artistic autonomy. Based on Peter Blrger’s seminal
analysis of the historical avant-garde (most notably Dada),
I will underline certain key aspects and long-term effects
of this “anti-autonomy” attitude, exemplified by numerous
artists and groups, arguably including AI artists.

After this historical introduction, where some of
the positive aspects of this critical stance will be
emphasized, I will turn my focus to a more detailed analysis
of its real and potential shortcomings and risks in the
contemporary context. This major part will consist of a
re-contextualization of some central ideas that Alasdair
C. MacIntyre articulated in his magnum opus After Virtue.
My initial proposition here will be that MacIntyre’s
original conception of “practice” may prove very useful in
analysing the contemporary “post-avant-garde” art scene,
where artistic outputs are often evaluated without any
central reference to historically established sets of
norms and criteria. I will proceed by first giving a brief
account of MacIntyre’s notion of practice understood as “a
socially established cooperative human activity” with its



own internal values and standards. As expected, MacIntyre’s
examples for practice include arts (as well as sciences,
various types of games, politics and so on) and more
specifically fine arts (in the classical sense), with their
own proper values and standards. My subsequent point will
be that a possible consequence of the anti-autonomy stance
towards art has been the liquidation of this understanding
of art as an established collective practice with its own
internal (i.e. "artistic”) values.

Following this, I will proceed to my final argument:
Even though, from an anti-autonomy perspective, one may
have some good reasons to welcome the erosion of any notion
of art as “practice,” a crucial aspect of MacIntyre’s more
general political argument in After Virtue hints towards a
serious risk haunting the contemporary artworld. A central
problem with the market-dominated liberal system, the
argument goes, is the constant erosion of various fields of
“practice” through the replacement of core internal values
with external ones (most often those related to market
dynamics). I will argue that this general problem applies
to arts in a very specific way, and that the disappearance of
autonomy (and the erosion of the internal values that this
process causes) may often be facilitating the colonization
of the artworld by market forces.
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The Raft Of Medusa: Horrifying Aesthetics,
Navigating In The Seas Of The Romantic And
Contemporary Political Nightmares

Konstantinos Moraitis
National Technical University of Athens, Greece
mor@arsisarc.gr

In 1818, Théodore Géricault presented at the Salon
in Paris his painting under the title The Raft of Medusa.
A scandalous painting in reference to the shipwreck in
the Mediterranean of a French navy frigate, the Medusa,
wherefrom only ten sailors survived on a raft, having
to resort to cannibalism to stay alive. We could insist
on the denotational references of the depiction, on the
denotational description of the castaways trying to come in
contact with a possible rescue vessel-or we could insist on
the romantic halo of Géricault’s interest in the breakdown
of the triumphal classical aesthetics, of the promises of
Reason as pronounced by the 18t"-century Enlightenment. The
hope for a better social and political future was sunk in
the traumatic experience of the French ‘Empire de Terreur’
or the successive, devastating Napoleonic Wars. Political
promises continued to be addressed to the populations
of the world; nevertheless, the traumatic storms of the
military confrontations did not stop tormenting reality and
implanting horrifying aesthetics in cultural and political
symbolism. Modernism, surely, tried to offer an optimistic
vision to culture. Futurism and constructivism offered a
positive movement to the future, ‘running’ together with
Umberto Boccioni’s Unique Forms of Continuity 1in Space
or climbing up towards a promising vision on Vladimir
Tatlin’s Tower. Nevertheless, two successive world wars
came, and Guernica destroyed the integrity of the image
presented, pronouncing a pictorial scream. It was during
the same historic period that Salvador Dali deformed the
human body in his Premonition of Civil War, in a painting



that always reminds me of the disarticulated, figuratively
‘cannibalized’ body members used by Géricault as formal
inspiration for his Raft of Medusa.

The two World Wars finished, and hopes arose again
for a better, peaceful world to come. Alas, the Indochina
War took place, as did the Korean War and the Vietnam War
as well.. We have nearly accepted that Civilization 1s
always followed by its Discontents, and thus we may nearly
accept as normality the contemporary wars and even the
possibility of a nuclear confrontation. We nearly accept
as normality the hecatombs of the immigrants and refugees
drowned in the Mediterranean, trying to reach a better way
of life. Again, the Mediterranean Sea, as 1in Géricault’s
depiction, again the 1liquid birthplace of civilizations
violently transformed into the burial place of our human
integrity. We continue to navigate in the seas of romantic
political nightmares, projecting their dark narratives as
a central part of our contemporary literature, filmic art,
and artistic imagination. Poetry could not stay intact
after the Second World War atrocities, Theodor Adorno
commented. It does exist, but in many ways, it may result,
as art in general, in a desperate expressive response.

An anti-slavery painting?

Géricault’s work was unusual in that it depicted anonymous
castaways in a style generally reserved for ancient heroes.
The figures resemble idealized nude studies, depicted
according to the norms of classical beauty. The pyramid of
bodies draws the eye upwards to the figure waving a cloth:
the fact that he 1is dark-skinned was significant in the
early 19th century when the abolition of slavery was a
burning issue.
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Anti-Diyalektik Imgeler Olarak Alt-Right Mem
Estetigi

Koray Kirmizisakal
Uskidar Universitesi, Tlrkiye
koraykirmizisakal@gmail.com

Bu sunum, dijital kdltdridn belirleyici gorsel
formlarindan biri olan memleri; estetik, ideoloji ve
tarihsel biling ekseninde yeniden dusinmeyi amaglamaktadir.
Memler yalnizca mizahi ya da viral igerikler degil, siber
uzamda dolasima giren, bilince tortu hé&linde yerlesen ve
ideolojik islevler Ustlenen imgeler olarak ele alinmaktadir.
Bu baglamda memler, o6zglin ya da 0zsel bir icerige sahip
olmayan; baglamsizliklari sayesinde her tdrld anlam
dizgesine wuyarlanabilen bos go6sterenlerdir. Bu yapisal
bosluk, onlari O6zellikle Alt-Right gibi sagci hareketlerin
propaganda aygiti haline getirmistir.

Sunum, memlerin Walter Benjamin’in “diyalektik imge”
kavraminin karsiti olarak isledigini ileri sdrmektedir.
Diyalektik imge, temelde Sergei Eisenstein’in diyalektik
kurgu anlayisina benzer sekilde isler. Bu kurgu teknigi,
iki 1iliskisiz goOruntdndn birbiri dzerine bindirilerek
yeni, dg¢incu bir anlam yaratilmasina dayanir. Benjamin ic¢in
diyalektik imge, ge¢misin henuz gerceklesmemis vaatlerini
simdiyle iliskilendirerek, tarihsel sitrekliligi kesintiye
ugratma ve devrimci bir bilin¢ yaratma potansiyeline
sahiptir. Bir bakima, Tarih Meledi’nin rolini dstlenir:
gegmisin gerceklesmemis, vaat edilmis didslerini devrimci
bir itkide yogunlastirmaya c¢alisir. Diyalektik imgede
gegmis, simdinin igerisine ani bir bic¢cimde fiskirir;
Benjaminci ifadeyle, gec¢cmis “kaplan sigrayisiyla” simdiye
nufuz ederek onu donustarur.

Buna karsilik Alt-Right memleri, diyalektik bir gerilim
tasimaz; vyalnizca simdinin tek boyutlu propagandasini



yeniden Uretir. Iki iliskisiz baglamin rastlantisal ve
egreti bigimde birlestirilmesiyle olusan bu 1imgeler,
tahripkar ya da ironik bir tavir takiniyor gibi goérinseler
de, esasen o0 éana 0zgu kisa erimli duygusal yatirimlara
dayanirlar. Bu yonuyle Alt-Right mem estetigi, Benjamin’in
fasizmi “siyasetin estetize edilmesi” olarak tanimladigi
durumu gunumiz dijital gorsel rejimlerine tasir. Estetik
bicim, politik icerigin yerine gecerken; imgeler Uzerinden
yurdtilen ideolojik ©6zdeslesme, elestirel mesafeyi
imkansizlastirir. Boylece memler, Alt-Right O6rneginde
oldugu gibi, tarihsel bir bilin¢ Uretmek yerine, 1irkcz,
cinsiyetc¢ci ve beyaz ustiunlidkclU bir bilin¢ UOretimini
hizlandiran anti-diyalektik imgeler haline gelir.

Bu  sunum, Alt-Right’in estetik stratejilerini
Benjaminci kavramlar araciligiyla analiz ederek, dijital
gorsellik ile ideolojik yeniden Uretim arasindaki iliskiye
elestirel bir perspektiften yaklasan teorik bir calisma
olacaktir.
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Restaging Digital Archives and the
Spatiotemporalities of Digital Culture: On the
Work of Natalie Bookchin, Cory Arcangel
and Refik Anadol

Lewis Kelir Johnson
Bahcesehir University, Tiurkiye
lewiskjohnson@gmail.com

This paper will offer a critical exposition of
different modes of the restaging of digital archives in
recent digital art. In drawing attention to such restagings
as more and less provocative of an understanding of the
regulated framing of the spaces of the storage of digital
images, the paper will consider in what ways the out-of-
view character of the stored digital image brings with it,
through these restagings, senses of other spaces as such.
In so doing, I will be exploring how such senses convoke
an experience of temporality along with indicators of the
historicity of the forms of digital culture.

Thus, the paper will consider notable cases of the
editing of sampled internet sites by artists Natalie
Bookchin and Cory Arcangel, 1in particular where the
meanings of the spaces of the restaging of these samples
are brought into question: where gallery space evokes
spaces of cinematic projection, spaces of gaming, 1lo-
fi web design, or streaming and social media apps, and,
sometimes, vice versa. Looking back to Bookchin’s powerful
Mass Ornament (2009), contrasting digital archiving and
streaming with cinema, but running into tensions over
rights of use, I will suggest a trajectory of her work that
re-explores archiving and its terms of access, with the
original footage of interviews with the homeless edited
into Long Story Short (2016) and the more recent use 1in
the evocative installation Ghost Games (2021) of footage



related to Covid-19 quarantine, found, made, but also
received through public call.

Arcangel’s career also suggests a move from the
virtuoso editing of stored digital images, with the hacked
CGI of the Nintendo Super Mario game cartridge restaged
in gallery spaces from around 2002, or the compositing
of footage of domestic cats on keyboards into a version
of Schoenberg’s atonal Drei Klaveirstiicke, op.11 (2011).
More recently, Arcangel’s Let’s Play Majerus G3 (2024) has
streamed footage of the work of recovering files from an
out-of-date Apple computer used by deceased German artist
Michel Majerus, and reconstructing his wuse of digital
drafting for his studio work, uncovering ‘mixed reality’
tendencies in early digital art. In so doing, as with
Bookchin’s work, Arcangel enables a rediscovery of senses
of space recorded in particular digital images in relation
to an experience of their reframing.

The work for which Refik Anadol has recently become
best known, by contrast, appears to spectacularise the
digital archives held by notable institutions, whether
this be that of the Museum of Modern Art in New York City
or the Ministry of Culture and Tourism of the Republic of
Tirkiye. The dramatic staging of the automated animations
of the passage from one archived image to another produces
what Anadol claims is a sort of staging of AI ‘dreaming’ or
‘hallucinating’ the intertext of these archives. Reviewing
some critical terminology associated with Situationism
and the criticism of spectacular culture in relation to
digital visual culture, I shall be asking, though, whether
these notable AI-enabled installations enable us to think
about these archives, the terms of their organisation and
regulated use, or whether, in insisting on visibility, they
obscure the out-of-view character of the stored digital
image, tending instead to promote generalised notions of
dynamism and mutability in line with the interests of the
powerful institutions that accommodate them.
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Aestheticizing Heritage: Sensory Engagement And
Spiritual Tourism At Arkaim Museum-Reserve

Marina Zagidullina
Chelyabinsk State University, Russia
mvzagidullina@yandex.ru
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Introduction

The Chelyabinsk State Historical and Archaeological Museum-
Reserve “Arkaim” is a contested heritage site (Rotherham
2019), embodying dual narratives: as a scientifically
significant Bronze Age settlement (21st-18th centuries BC)
and as a spiritual “place of power” or the “navel of
the Earth” (Zdanovich 1999). These interpretations shape
distinct tourist practices - from guided historical tours
to embodied rituals such as sunrise viewing, meditation,
river bathing, and sound immersion. This paper explores how
aesthetic and sensory experiences 1influence contemporary
heritage consumption and argues for their integration into
museum interpretation strategies.

Methods

We conducted mixed-method field research during the 2023
and 2024 tourist seasons. Surveys (N=443 in 2023; N=483
in 2024) captured visitor motivations and expectations.
Observational rhythmanalysis (Lefebvre 2007 [1992]; Edensor
2010) traced spatial-temporal patterns of ritualistic
and aesthetic activities. Data were thematically and
gquantitatively analyzed.



Results

Survey data show that over 71% of visitors are drawn to
Arkaim primarily for its spiritual and aesthetic appeal
rather than its archaeological value. Many engage in
self-directed, non-institutionalized practices - often
independent of formal tours. Rhythmanalytic observations
reveal a strong connection between the natural environment
and the symbolic meanings attributed to the site, indicating
that affective and sensory engagement significantly shapes
cultural memory enactment.

Discussion & Conclusion

The prevalence of spiritual-aesthetic engagement challenges
traditional museum paradigms centered on cognitive
transmission of history. We propose that museums integrate
sensory elements - such as curated soundscapes, seasonal
rituals, and guided sensory walks - into interpretive
frameworks. This can enhance emotional connection, broaden
accessibility, and revitalize management of contested
sites without compromising scholarly integrity. Arkaim
exemplifies how pluralistic approaches can be scaled to
other heritage sites, supporting inclusive and ethically
grounded representations of history (Smith 2006).
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Dogrusal Perspektifi Kirmak: Orta Cag’dan Modern
Sanata Alternatif Hakikat Arayisi

Maya Mandalinci
Istanbul Topkapi Universitesi, Turkiye
mayamandalinci@gmail.com

20.yy. baslarinda yasamis o©Onemli bir Rus dusunur
ve teolog olan Pavel Florenski, Tersten Perspektif adli
eserinde, felsefeyi asirlardir mesgul eden sanat-hakikat
iliskisini Orta Cag sanatindaki perspektif kullanimzi,
O0zellikle de Dogu Ortodoks ikonalari Gzerinden inceler. Onun
yorumuyla Bati sanatini belirleyen dogrusal perspektif,
temelde, hakikatin yonunu goériunuslere ceviren bir aracg
olarak is gOormektedir. Dogrusal ve tek merkezli perspektif
(merkezde birlesen kac¢is c¢izgileri), gercegin temsiline
dair, imgelerin rejimine riayet eden bir yorum sunar.
Bu aslinda Platoncu mimesis elestirisinden beri asina
oldugumuz bir sanat tanimidir: GOruUnuslerin cazibesine
kapilarak onlarin pesi sira ilerlemek, hakikati duyusal
olanda aramak ve onu temsil ederek kendine mal etmek. Fakat
Orta Cag Bizans sanati buna bir istisna olusturur ve esyanin
verili tabiatina, mekanin ve figirlerin gorintsteki iliski
yapisina uygunsuz disen ve yer yer “cocuksu” bir safl1gi akla
getiren c¢izimler ya da ikonlar dretir: Sekilsiz vucutlar,
yamuk duran ayaklar, genisleyen acilar, ufukta birlesmeyen
kenar c¢izgileri, carpik mimari 0geler ve bidtin kenarlari
ayni anda gorulen Incil tasvirleri.. Sayisiz gorsel kurali
ihlal etmekten sakinmayan bu Orta Cag perspektif teknigi
(ki burada perspektifin teknik kurallarinin ortaya henuz
konmadigi bir zaman dilimine gdndermeyle konustugumuzu da
hesaba katalim) genelde sanatsal anlamda bir beceriksizlik
hali, sanatin gelisim safhasindaki erken bir doénem veya
dini mesajin Onceligi karsisinda big¢imsel bir ihmal olarak
okunur. Florenski 1ise bu alisildik tarihsel okumayi
tumiyle terse cevirme niyetindedir. Onun iddiasi, tersten
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perspektif tekniginin, hakikate yOnelik goOrintulerden
ziyade iz slUrmeye odaklanan alternatif bir bakis agisi
sundugudur. Benim bu arastirmadaki amacim, Florenski’nin
ters perspektife odaklanan bu modern Orta Cag okumasini
mesrulugu bakimindan sorgulamak ve onu, benzer sekilde
dogrusal perspektifi yikmaya calisan ama bunu Kkutsala
yonelmekten ziyade bilinci pargalamak adina yapan modern
sanat ile karsitligi Uzerinden ele almaktir.



Elestirel Estetik Tartismalari

Mehmet Siray
Mimar Sinan Glzel Sanat Universitesi, Turkiye.
mehmet.siray@msgsu.edu.tr

Elestirel estetik tartismalari heterojen gic¢leri agiga
¢ikaran duyusal ve dusunsel dizenlemeler olarak, yapma
ve Uretme bicimleriyle bunlara karsilik gelen goérunirliok
formlari UGzerine dusinmenin zemini olarak belirir.
Estetigi salt bir teori olmaktan c¢ikaran bu yaklasim,
onu bir organizma fikri lGzerinden hem kendi tekilligi hem
de tarihsel bir yapi ic¢inde aciga c¢ikarmayi amaclar. Bu
baglamda, disiplinler arasi bic¢imde ele alinmasi gereken
estetik; felsefe, tarih, sosyoloji, film calismalarz,
mimarlik ve sanat tarihi gibi farkli alanlarin elestirel
katkilariyla tartisilmaktadir.

Sanat ve estetik, toplumsal dizenin kurucu sinirlarini
ifsa ettikleri o6lclide, bu dizenin dogalligini sorgulayan
ve alternatif duyusal-algisal evrenler yaratabilen eylem
alanlari olarak degerlendirilebilir. Bu bakimdan sanat,
ne salt hazza hitap eden ne de dogrudan propaganda araci
olan bir alandir. Onun elestirel gucu, bicimsel yapisinda
ve celiskileri ifsa etme kapasitesinde yatar. Elestirel
estetik calismalari, sanat ile politikanin derin bir iliski
i¢cinde oldugunu ve her estetik yarginin belirli duyusal
deneyimlerin goérunur ya da goérunmez, duyulabilir ya da
duyulamaz kilindigi bir alani Orgidtledigini savunur. Bu
acidan bakildiginda, politika basindan itibaren estetik
bir sahnelemedir. Estetik pratikler ile siyasal pratikler
arasindaki paralelliklere odaklanan elestirel estetik
yaklasimlari, temsil, 6zne ve anlamin sabitligini sorgulayan
cagdas felsefi tartismalarda oOnemli bir yer tutar. Bu
cercevede sanat yapiti artik yalnizca bir “temsil” degil,
anlamin cogullugunu gorundr kilan; kimlik, cinsiyet, irk
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ve sinif gibi yapilarla hesaplasan bir mudahale alani
olarak duslUnulmektedir. Elestirel estetik, yalnizca
kuramsal bir sorgulama degil, ayni zamanda pratik bir
midahale bi¢cimi olarak gelismektedir. Bu tartismalar, insan
merkezli olmayan estetik anlayislara yoOnelerek, estetigi
yalnizca insan 6znesine ait bir alan olarak degil; insan-
disi aktorlerin, maddeselligin ve duygulanimlarin i¢ icge
gectigi bir etkilesim alani olarak kavrar. Bu yaklasim,
sadece insanin degil, tim varliklarin estetik-politik
alanin birer 0znesi oldugunu One surer.

Bu calisma, elestirel estetik tartismalarini cagdas
felsefeye ickin yeni bir disinme alani olarak isaret etmeyi
ve bu alanin ayirt edici unsurlarini gorunir kilmayi
hedeflemektedir. Ayni zamanda, estetik ve politikanin
birbirini dondstirme potansiyelini ac¢iga c¢ikararak,
sanatsal dretimin elestirel dusunceyle olan baglarini
yeniden disinmeyi Onermektedir. Bu yonuyle elestirel
estetik, yalnizca sanatin degil, dusinmenin big¢imini de
sorgulayan radikal bir didsinsel imkan olarak belirir.



Ronesans Ve Aydinlanma Donemlerinin Antik Cag
Imgesine Yaklasimlarindaki Benzersizlikler Ve
Bu Benzersizliklerin Ogrettikleri

Mehtap Serim
Turkiye
mehtapserim@gmail.com

Her tarihsel ddnemin Antik cag tasavvuru farklidir.
Farkli olmakla birlikte o doneme hakim olan yontem ve donemin
tarih vyazarlarinin kavrayis bicimi ile baglantilidir.
Ornedin Burckhardt’a gore RoOnesans c¢ok karmasik bir
olgudur. Onu karmasik yapan, uzun silreler devamlilik
gbstermis Antik imgelerin, kisa sireli Uslup kararlariyla
karsilasmasidir ve bu kararlarin arkasinda her seyde ve
her yerde Antik cagi yeniden canlandirmayi hedef edinmis
ve basarmis bir toplulugun ideali vardir. Dolayisiyla
uzun O6murld antik imgeleri, kisa slrede bize sunmus olan
ROnesans’1in karmasiklastirilmis zamanindan gecmise bakmak
zevklidir, anlamak ise zordur.

Ote yandan Aydinlanmanin Antik ¢ag imgelerini kavrayais
bicimine iliskin zaman modelinin daha az karmasik oldugunu
sbyleyebiliriz. Adeta donemin imgeleri o gine saf bir zaman
nesnesi gibi c¢agirilir. Nesnelerin zamanina 1iliskin bu
indirgenmis tavir, boylece bu imgeleri, kat edip geldikleri
cagin mitlerinden soyup temizler. Ancak anlamlarindan yoksun
kalmis nesneler ayni zamanda imge degerlerini de kaybetmis
olur. Aydinlanma yazarlari dunyayl Barok’tan Kkurtarmayi
vaat ederken, donemsellestirmeye iliskin yon kaybina karsi
duracaklarini da ima ediyorlardi. Ronesans’in sebep oldugu
anakronizmaya karsi, sunduklari care ise anlamsizlasmis
nesneleri birbirine baglayacak yeni mitlerle bir tir meta-
tarih yaratmak ve onlari bir meta-cografyaya yerlestirmek
oldu.18.ylzyil Antik c¢ag goruntiuleri bu yluzden adeta
yersiz, zamansiz ve Oznesizdir. Duzeltilmis, oranli ve
ideal bir dinyadan biraz da tepeden bakar bize.
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Iki donemin yaklasimi arasindaki farki sakli tutsak
da uzak gecmis hakkinda dustunmek, onun tarihini yazmak hem
antikite hem de modernite kavramlarini es zamanli olarak
insa etmeyi gerektiriyor. GUnldn zaman kavrayisi, gecmis
tasavvurundan yalitilmis bir yerde olusturulamiyor. Bugun
antik cag ve modernite Ulzerindeki kavrayisimiz hala blyuk
O0lcude 18.yuzyilin formiulasyonuna dayanmakta. Hatta durust
olmak gerekirse onlarin gosterdigi empatiden de yoksun.
Cunkld onlar antik cag ve modernite arasindaki farklari
sistematik olarak dustunmeye calisirken, gecmise ve icinde
bulunduklari zamana karsi derin bir anlayis gelistirmek
zorunda kalmislardi. Tdm 6grenme ve teknoloji alanlarinda
geride biraktiklarini dusindiukleri Antik c¢agin yaratici
sanatlarini nasil da yakalayamadiklarini sorguluyorlardi.
Bugunin bizleri, farki dahi g6éremeyecek kadar uzakta
konumlanmaktayiz.

Ben bu calismada Antik cagin varligini sdrdirmesi
gerekliligini her c¢alismasinin merkezine koyan Aby Warburg
literatldrine dayanarak bugin bu devamliligin imkanlarini
Rbnesans ve  Aydinlanma dénemlerinden yararlanarak
sorgulamaya calisacagim.



Hareketli Mekanlar, Degisen Anlamlar: Tekerlekli
Kiiciik Evlere (Tiny House On Wheels) Estetik Bir
Bakis

Melis Yilmaz
Istanbul Teknik Universitesi, Turkiye
yilmazml7@gmail.com

Bu calisma, giderek gorundrlugu artan kucguk ev “tiny
house” yapilarini ve kiucuk ev hareketini, tarihsel bir
perspektifle ele alarak estetik donusumiune odaklanir.
Klucuk ev hareketi, yalnizca ekonomik ya da cevresel bir
alternatif olmaktan cikmis; ayni zamanda sadelik, 6zgurlik
ve surdiriulebilirlik gibi degerleri yilcelten bir estetik
form haline gelmistir. Calisma kapsaminda 1ise, 1989
yapimi Gulen Adam filmindeki Yusuf karakterinin yikilan
gecekondusunun ardindan insa ettigi tekerlekli kuguk ev
ile gunumizdeki kucuk ev yapilari arasinda hem bigimsel
hem de anlatisal bir karsilastirma yapilmaktadir.

Jay Shafer’in 1999 tarihinde kurdugu Tumbleweed Tiny
House sirketi ve Sarah Susanka’nin 1997 tarihli “The Not
So Big House” kitabini kicik ev hareketinin kodkenleri
olarak kabul eden popller anlatilara ragmen, mobil kicuk
konutlar daha uzun ve daha ¢cesitli bir tarihe sahiptir. Daha
Oncesinde, 1987'de mobil kiucuk evler Les Walker tarafindan
“Tiny, Tiny House” kitabinda tanitilmistir (Anson, 2014).
Hareketin ortaya cikisinda ise; Thoreau ve Emerson’un 19.
yluzy1il romantizmine dayanan en aza indirme, gereksiz seyleri
ortadan kaldirma ve kucgultme kavramlarindan (Anson, 2014,
Morrison, 2014) ve 20. ylzyilin minimalist mottosu ‘’az
¢oktur’’ sodyleminden esinlenilmistir (Ford v.d., 2017).
Ancak gunumizin populer kicik evlerinin aksine; bu yapilarain
Onculeri olarak gorulebilecek karavan parklarindaki kacuk
konutlarda yasayan insanlar siklikla damgalaniyor, “karavan
¢cOpu” gibi asagilayici terimlerle aniliyorlardi (Shearer
v.d., 2019). Kicuk evler ise, ayricalikli, cogunlukla
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beyaz, orta sinif insanlarin uygun fiyatli konut arayisina,
ekonomik givensizlige ve sosyal damga nedeniyle “gekici
olmayan karavan parklarinda” yasama isteksizligine bir
tepki olarak ortaya c¢ikmisti ve bu Oncilerine kiyasla
estetik olarak daha arzu edilebilirdi (Anson, 2014),
bu nedenle de Facebook ve Instagram gibi sosyal medya
kanallarinda da siklikla yer almaktalar (Shearer v.d.,
2019). Bu estetik fark ve bunun arkasindaki motivasyonlar,
kicuk ev hareketinin sinif farkliliklara dayanarak kendini
fark ettirmeden diger benzer 6rneklerden ayirmasini saglar
(Anson 2014). Turkiye’de ise mobil kucuk evler ilk olarak
2016 yilinda Uretilmeye baslanmistir. 2020’'den itibaren
O0zellikle COVID-19 salgini sonrasinda taleplerde bir artas
gbzlemlenmis; 2023'teki Kahramanmaras Depremi sonrasinda
daha givenli, uygun fiyatli ve dogayla i¢c ice konutlara olan
ilgi daha da artmistir (Aydin v.d., 2024; Cakir, 2025).

Mobil klicuk evler satan ilk ABD sirketinin temellerinin
1999 vyilinda atildigar g6z oOnune alindiginda, Yusuf’un
tekerlekli kucuk evinin dikkat c¢ekici bir ©Ornek oldugu
sbylenebilir. Bu calisma kapsaminda, Yusuf’un mobil
kiguk evi, benzer Ozelliklerdeki tekerlekli kuguk ev
(THowW) ornekleri ile, BC Tiny House Collective (2021)’in
belirledigi o6lcitler Uzerinden karsilastirilacaktir.
Karsilastirilacak ornekler ise gunumizde etkin kullanilan
sosyal medya kanallarindan Youtube platformunda yer alan
’Living Big in a Tiny House’’ isimli kanalda yayinlanan
videolardan sec¢ilmistir. Yusuf’un evi, zorunluluk sonucu
yaraticilikla dretilmis bir barinma ¢o6zumudur. Ancak
yapinin estetik bir ama¢la insa edilmemis olmasi, onun
anlamini azaltmaz; tersine, bu yapi gunumizde farkli bir
estetik bakisla yeniden okunabilir. Bachelard’in (1994)
“poetik mekan” anlayisiyla Yusuf’un evi, gecici ve mitevazi
yapisina ragmen aidiyet, mahremiyet ve hayal gucu Ureten
bir i¢ dinya sunar. Jacques Ranciere’in “duyusal olanin
paylasimi” kavrami ise, gecmiste goOrunmez olan mekansal
bi¢cimlerin bugin mimari so6ylem ic¢inde nasil farklilasarak



yeniden degerlendirildigini ag¢iklamak agisindan onemlidir.
Bu karsilastirmali analiz ile, tekerlekli kiucuk ev (THoW)
yapilarinin estetiklesmesinin, yalnizca gorsel begeni
dizeyinde degil, toplumsal baglamda da ne tidr donusumler
icerdigi irdelenmektedir.
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Traditional Houses In Cartoons In Mid-Twentieth
Century Tiirkiye

Meltem Cetinel Ak
meltemcetinel90@gmail.com

This study investigates how traditional houses are
portrayed in cartoons produced between the 1950s and
1980s—a period marked by profound changes in housing
production, urban expansion, and everyday 1life. Rather
than idealizing traditional domestic architecture, these
visual commentaries often place it in direct contrast
with the rising apartment blocks, using irony, critique,
or comparison to reflect changing values, aesthetics, and
living conditions. Cartoons are selected as the central
medium for this inquiry due to their unique ability to
convey critique, irony, and social observation 1in a
visually accessible format. Rooted in their cultural and
historical context, cartoons serve as reflective tools that
articulate public sentiment and collective anxieties about
urban transformation and architectural change.

During the 1950s to 1980s, modern apartment blocks
and squatter settlements became the dominant forms of
housing in urban Turkiye, reflecting broader processes of
industrialization, migration, and modernization. However,
these developments did not emerge on a blank slate.
Before the surge of high-rise blocks and informally built
neighbourhoods, traditional houses had defined the urban
landscape, embodying local materials, social customs, and
spatial practices. The gradual disappearance of these
houses—often demolished to make way for dense housing
blocks—was not only a physical transformation but also
a cultural rupture. Cartoons from the period engage with
this rupture, 1illustrating the tensions between old and
new, preservation and progress. In this context, cartoons
function as critical documents that visualize the complex



dialogue between tradition and modernity. They provide an
alternative lens to examine how traditional houses were
remembered, problematized, or rendered obsolete in the
public imagination. Through humour and exaggeration, these
visual narratives open space for deeper reflections on the
changing meanings of house, memory, and identity in a
rapidly urbanizing society.
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Revisiting General Organology For An Aesthetics
Of Empathy

Miki Okubo
Institute of Advanced Media Arts and Sciences, Japan
mk_@iamas.ac.jp

Thispresentationaimstodeconstructtheanthropocentric
premise that privileges humans as the sole possessors
of technology and to redefine technology as a basis for
empathy with nonhuman beings. To this end, I revisit the
underexplored significance of general organology—a concept
rooted in the French tradition of philosophy of technology—
through the lens of Emanuele Coccia’s philosophy of life,
particularly his conception of the “cocoon” as a metaphor
for a new understanding of technology. In doing so, I seek
to update the aesthetics of empathy by grounding it in a
non-anthropocentric conception of technicity.

General organology offers a philosophical framework
that understands technology as an extension of biological
functions. The concept originates from Georges Canguilhem’s
interpretation of Henri Bergson’s Creative Evolution, which
he described as a form of general organology. This idea has
influenced thinkers such as Gilbert Simondon, who emphasized
individuation 1in 1living beings; Bernard Stiegler, who
examined the co-evolution of mental, technical, and social
systems; and Yuk Hui, who has proposed “cosmotechnics”
based on second-order cybernetics and German idealism.
However, these lines of thought do not form a coherent
lineage. Their philosophical potential—especially as a
critical framework for contemporary aesthetics—has not yet
been fully realized.

This presentation therefore returns to Bergson’s
vitalist understanding of life and positions technics as



emerging from life itself. By situating Coccia’s theory of
the “cocoon” within the framework of general organology, I
propose a reinterpretation of technicity that transcends
human exceptionalism and the anthropological closure
characteristic of many philosophies of technology. Such a
redefinition opens the possibility of an evolved aesthetics
of empathy—one that enables a reconceptualization of life
and environment beyond human centrality. In this way, the
project aims to redefine technics in order to expand the very
theoretical foundation of “empathy” within aesthetics.

The presentation proceeds in three parts. First,
it explores Coccia’s biological philosophy of technics
through the concepts of immersion and cocoon, as developed
in his recent works. Second, it revisits Bergson’s
philosophy of technology via the concepts of “instinct” and
“intelligence” in Creative Evolution. Finally, I examine
the implications of this redefined technicity through the
three interconnected concepts of “organ,” “extension,” and
“empathy,” thereby offering a new theoretical foundation
for an aesthetics that bridges humans and nonhumans through
shared technogenesis.
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Estetik Kuramlar Isiginda Erken Cumhuriyet’in
GOorsel Dizeni: Sergiler

Mine Bican
Orta Dogdu Teknik Universitesi, Turkiye
mineb@metu.edu. tr

Bu calisma, Tirkiye’de 1923-1950 yillari arasinda
gerceklestirilen sergileme pratiklerini, doénemin ideolojik
ve estetik yoOnelimleri dogrultusunda go6rsel kultdr
baglaminda analiz etmeyi amaclar. Inceleme alani yalnizca
guzel sanatlar sergileri (karma, grup, retrospektif, tematik
ve kisisel sergiler) ile sinirli kalmamakta, ayni zamanda
Erken Cumhuriyet ddneminden Demokrat Parti’nin iktidarina
kadar slregiden donemde dizenlenen ulusal ve uluslararasi
fuarlari; sanayi, ziraat ve ticaret sergilerini de
kapsayarak estetik bir soylem lzerinden yeniden dusunmeyi
hedeflemektedir. Sergileme pratikleri bir sunum bicimi
olarak degil, ayni zamanda bir ideolojik temsil ve estetik
rejim olusturma alani olarak kavramsallastirilmaktadir.

Cumhuriyet’in kurulus yillarinda, devletin
modernlesme ve ulus 1insa sureclerinde gOrsel kultur
araclarina yuklenen anlam, Jacques Ranciere’in “duyusal
rejim” (régime du sensible) kavramsallastirmasi Uzerinden
okunabilir. Ranciére’e gOre estetik, bir seyin neyin
gorindr olacagina, neyin temsil edilebilecegine ve kimin
bu temsili yapabilecegine iliskin bir ayrim rejimi yaratir.
Bu baglamda erken Cumhuriyet doénemi sergileri, yalnizca
birer estetik Uretim mecrasi degil; ayni zamanda bu duyusal
rejimin aktif tasiyicilaridir.

Mustafa Kemal Atatirk ve sonrasinda 1Ismet Inoni
donemlerindeentelektiel kadrolar tarafindansekillendirilen
kiGltir politikalari, Kant’in “kamusal aklin kullanimi”na
dayali bir estetik kamu alan insa etmeye yonelmistir. Sanat



sergileri bu anlamda birer “kamusal egitim alani” olarak
gorulmius ve estetik duyarlilik lUzerinden bir yurttas tipi
insa edilmek istenmistir.

Turk Ocagi, Halkevleri ve Sergievi gibi vyapilar,
yalnizca fiziksel mekanlar degil, ayni zamanda estetik
deneyimin ideolojik olarak kurgulandigi alanlardir. Bu
mekanlar, izleyicinin sadece sanatla degil, ayni zamanda
modernlik fikriyle karsilasmasini miamkin kilar. Bu noktada
Adorno’nun “estetik Ozerklik” kavrami devreye girer, zira
Cumhuriyet sergileri her ne kadar estetik formlar sunsa da
bu formlar 6zerk bir sanat alani degil, dogrudan kamusal
bir ideolojinin tasiyicisi olarak islev goriur.

Sergileme pratiklerine birer politik ekoloji olarak
bakildiginda, her donemin (Atattrk, In6ni ve Demokrat Parti
donemleri) sergileme mantigi farkli bir estetik-politik
rejim onerir. Atatlirk doéneminde sergileme, devrimlerin
gorsel temsili olarak islev gorurken; Inéniu doneminde daha
kurumsallasmis, Odretici bir forma donustugu goralar.
1950’11 yillarla birlikte ise, sergilemenin daha fazla
piyasa odakli ve modernist estetik kodlarla yeniden
bicimlendirildigi bir doéneme girilir. Burada hem ulusal
hem wuluslararasi fuarlarda Tirkiye’nin sanayi Uretimi
ve modernlesme kapasitesi go6rsel olarak sunulur, bu da
Guy Debord’un “gbsteri toplumu” vyaklasimiyla birlikte
degerlendirilebilir.

Sergi tasarimlari estetik stratejiler olarak
degerlendirildiginde ise sergilerin bir 6lclde icerikleri
degil, sergi tasarimi ve dizenlenis big¢imi de basli basina
birer estetik ifade olarak ortaya c¢ikar.

Hangi anlatilarin One ¢ikarildigi, hangi renklerin,
grafiklerin, tipografilerin kullanildigi; butun bunlar birer
anlam Uretim sUrecidir. Bauhaus etkisiyle birlikte gelisen
modernist tasarim dili, 6zellikle 1940’lardan sonra sergi
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dizenlemelerinde etkili olmaya baslamis ve bu da Turkiye’nin
estetik modernlesme siurecini sekillendirmistir.

Sergiler bir estetik kod alani olarak; tek basina
gecmisin belgeleri olmamistir. Sergiler, donemin estetik,
kiltirel ve ideolojik tercihlerinin kristalize oldu@u
alanlardir. Bu yodnluyle hem estetik kuramlar hem de goérsel
kiltdr calismalari ag¢isindan incelenmeleri, sadece sanat
tarihine degil; siyaset bilimi, kdlturel calismalar ve
ideoloji kuramlarina da katki sunacaktir.



Siyasal Olanin Kutsal Estetigi: Gobeklitepe
Uzerine Bir Diisiiniim

Mustafa Arikan
Tuarkiye
marikan2003@gmail.com

GObeklitepe, yalnizca arkeolojik bir kesif degil,
ayni zamanda estetik, kutsal ve siyasal olan arasindaki
tarihsel baglari g6zler oOnune seren kurucu bir sahnedir.
M.0. 10. binyila tarihlenen bu mekan, yerlesik hayata
gecisten oOnce, insanlarain topluluk olarak bir araya gelip
kutsala adanmis yapilar insa ettiklerini gostermektedir. Bu
durum, kutsalin toplumun yalnizca bir UGstyapi unsuru degil,
bizzat kurucu ilkesi oldugunu dustundirmektedir. Ustelik
GObeklitepe’de karsimiza c¢ikan duzenleme ve semboller,
kutsal olanin estetik formlarla ifade edildigini ve bu
ifadenin toplumsal birlikteligi hem mimkiun kilan hem de
yonlendiren bir islev gdrdugunu ortaya koyar.

Bu bildiride, GoObeklitepe’yi yalnizca bir arkeolojik
alan olarak degil, ayni zamanda siyasal olanin estetik ve
kutsal araciligiyla nasil kuruldugunu gosteren tarihsel
bir moment olarak ele aliyorum. Marcel Mauss’un armagan
ve kolektif insa dusuncesinden, Emile Durkheim’in kutsalin
toplumsal islevine dair gOrislerine; Roger Caillois’nin
kutsalin estetik bigimlerle iliskisine; Marcel Gauchet’nin
dinin “g¢ikisi” kuramina; Jacques Ranciére’in estetik rejim
anlayisina ve Claude Lefort’un siyasal olanin bos mek&nina
dair analizlerine wuzanan dusinsel bir hat Uzerinden,
GObeklitepe’yi bu t¢li iliskinin (kutsal, estetik, siyasal)
kesisme noktasi olarak yorumluyorum.

GObeklitepe’deki dikilitaslarin bigimsel duzeni,
kabartmalarin simgesel dili ve mekanin kamusal nitelidi;
estetigin yalnizca duyusal dedil, ayni zamanda siyasal bir
isleve sahip oldugunu dusundirmektedir. Kutsalin bu erken
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estetik tezahiuru, yalnizca dini inang¢lari degil, kolektif
0zdesligi ve mekédnsal dizeni de sekillendirmistir. Bu
baglamda estetik, yalnizca bir sunum degil, siyasal olanin
kurulumuna ickin bir pratik olarak karsimiza c¢ikar.

Kongrenin “Tarihsellik ve Cagdaslik” temasina paralel
olarak, bu sunumda gegmisin yalnizca birikimsel degil, ayni
zamanda kurucu bir deneyim olarak bugine nasil seslendigini
gbstermek amaclanmaktadir. Gobeklitepe, sadece tarihin en
erken donemlerine ait bir arkeolojik veri degil, ayni
zamanda c¢agdas sanat ve siyaset teorileri acisindan da
yeniden dusunulmeyi hak eden bir epistemolojik imkandaxir.
Bu nedenle, gecmisin estetikle bic¢imlenen kutsalligina
bakarak, buglin de siyasal olanin hangi estetik formlar
araciligiyla kuruldugunu yeniden disiunmek mumkin olabilir.



Cuvallayan Moda: Cuvalin Estetik Ve Ekolojik
Tarihi

Nazli Avcilar
Ankara Universitesi, Tirkiye
nazliavcilar@gmail.com

Bu calisma, cuvali en erken dokuma tasiyici form olarak
ele almakta, ona hem maddi bir nesne hem de estetik-politik
bir big¢im olarak yaklasmaktadir. Calisma, cuvalin tarihsel
izini tarihéncesi toplayicilardan gunimiz sdrdirilebilir
tasarim pratiklerine kadar surmektedir. Cuvalin ham ve
mitevazi karakteri -kaba, asindirici, saran, iceren- kriz
anlarinda barindirdigi dondstidridcd potansiyeli gizler.
Cuval vyalnizca modanin unutulmus bir oOnculu degildir;
islev, birlikte tasarim ve ekolojik diren¢lilik temelli
bir zihniyetin tasiyicisidir.

Bu g¢alisma, cuvali tekstil dUretiminin genis tarihsel
evrimi i¢cinde konumlandirir. Buhar glcune dayali sanayilesme
Oncesinde, tekstil Urinlerinin bdydk kismi insan emegine
dayali  likslerdi. Makinelesmeyle birlikte, tekstil
drinleri artik goridndrde birer luks olmaktan ¢ikti; ne var
ki giysiler uzun slire el isc¢iligine dayanmayi surddrdi.
Bu donemde kullanilan islevsel c¢uval kumaslari—0rnegin
1950’ ler civarinda Tirkiye’de kullanilan saglam pamuk ya
da keten cuvallar—orta 20. yuzyila dek varligini sdrdirda;
dayanikliliklari nedeniyle bu c¢uvallar ev tekstilinde
degerlendirildi.

1930’ 1lar Amerikasi’na bakildiginda ise un guvallarinin
kiyafete donustirulmesi pratigi; kitlik, zorunluluk
ve tasarimin nasil Kkesistigini gOsterir. Buyuk Buhran
doneminde, aileler wun c¢uvallarini vyeniden kullanarak
giysiler dikti. Ureticiler bu egilime karsilik vererek
cuvallari bilerek elbiseye donusebilecek sekilde sislemeye
basladi. BOylece islev ve estetik bilincin i¢ icge gec¢tigi
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bir tasarim yaklasimi ortaya c¢ikti. Bu egilim, estetik
kaygilarla ekonomik zorluklarin nasil birlikte ekolojik-
yenilikg¢i tasarimlara zemin hazirlayabilecedinin 6rnegidir.

Bu tarihsel kesitler lUzerinden calisma, cuvalin caddas
surdirilebilirlik anlayisi icin kalici dersler sundugunu
One surer. “Gercek ihtiyaclar kendilerini dayattiginda,
tasarimin etikle yeniden ylzlesmesi gerekir” Onermesi
cercevesinde, cuval; dayaniklilik, vyeniden kullanim ve
yerel yaraticilik temelli bir tasarim etiginin simgesine
dondasdr.

Ekolojik bilin¢ ve maddi kualtir merceginden hareket
eden bu c¢alisma, gec¢cmisin tutumlu giyim pratiklerini
gundmizin silrddrdlebilir moda tartismalarina baglar.
Ekolojik kriz anlarinda disiuk degerli malzemelerin estetik
ve etik anlam kazanabilecegini o6ne slrer. Cuvalin zaman
icindeki doénusumi, gelenek ile yenilik, yerel pratik ile
kiiresel sistemler arasindaki gerilimleri gorunidr kilar.

Bu 6neri, islev, birlikte tasarim ve ekolojik zorunluluk
gibi unsurlarin nasil birleserek modanin gelecegi igin
gucld bir model olusturabilecegine dair duslinmeye cagirir.



Deconstruction Sonrasi Estetik

Necmi Karkin
Inonlt Universitesi, Tirkiye
necmi.karkin@inonu.edu. tr

Deconstruction (yapibozum), 1960 sonrasi modern ve
postmodern dislince sonucunda olusan teorilerden biri
olarak sanata yansiyan agirligi 1970’lerin sonunda kabul
gbrmesiyle onem kazanmistir. Jacques Derrida’nin Yapibozum
teorisi Postmodernizm ile baglantili olarak, 1960'lar ve
1970’ lerde sanatin yeniden tanimlanmasindan beslenmistir.
Bu surecten itibaren kuramsal olarak sanat tarihi ve
yapibozum pratigi arasinda guc¢li bir sekilde etkilesim
olmustur. Yapibozum ve estetik deneyim arasinda kurulan
iliskiye dair sanatc¢i yorumlarina ulasmanin mimkin oldugu
inanci ortaya c¢ikmistir. Yapibozumun, bati felsefesinde
temsil krizi olarak adlandirilan sirecte, okuma ve yorumlama
dizleminde yer bulmasi, sanat yapitiyla etkilesmesine
neden olmustur.

Buna ek olarak, Jacques Derrida’nin yazilarina hem
de gorsel sanatlardaki yorumlamalara atifta bulunarak,
disipliner silre¢ acisindan bakildiginda olumlu sonuc¢lara
varildigi soylenebilir Dahasi, bu yorum ve degerlendirmenin
bircogu yapibozumun estetik dusunceden ayrilamayacagini
gbstermektedir. Deconstruction, yazi ve plastik sanatlar
arasindaki 1iliskiyi vurgulamak Uzere, yapisalciligin
savlarina karsit olarak duran bir hareket olarak 1960'larda
Derrida tarafindan ele alinmis Postmodernizmin kendi ic¢cinde
Bati metafizigine karsi lUretilen ve ayni zamanda sanatin ve
krizin didslince motifidir.

Estetik olarak disunuldiginde modern ve postmodern
sanat deneyimi araciligiyla bize ama¢ ve anlam duygumuzu
yeniden dusunmeyi saglayan bir alan vardir. Bu calisma
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yapibozum teorisine yakin gorinen sanat 6rnekleriyle yeniden
ortaya ¢ikabilecegimizi dusunmeye davet etmektedir. Ayrica,
icinde bulundugumuz cagin sanatinin hangi konumda acilimlar
saglayabilme konusunda hatirlatmalar yapilmaktadir. Basta
Mimari olmak Uuzere, yapibozum teorisinden sonra, sanat/
sanat¢ci oOrnekleriyle estetik algi ve yorumlari yeniden
disunmeye davet etmektedir. Ayrica, ic¢inde bulundugumuz
¢agin sanatinin hangi konumda ac¢ilimlar saglayabilme
konusunda hatirlatmalar yapilmaktadair.



Postwar Embassy Competitions In Turkey:
Platforms For Aesthetic Experimentation And
Architectural Visibility On The International
Stage

Oncu Ozalp
Middle East Technical University, Tlurkiye
oncu@metu.edu.tr

Between 1962 and 1968, an unusually concentrated
sequence of eleven architectural competitions for embassy
spaces was held in Turkey.! While primarily organized
within a national framework as limited and open calls,
these competitions offered meaningful opportunities for
architects in Turkey to gain international visibility and
to receive possible future collaboration requests abroad.
They also served as platforms for aesthetic experimentation.
By entering these post-war embassy competitions, alongside
comprehensive architectural programs, architects were
challenged to engage with the notion of contemporaneity
and to search for new aesthetic expressions while working
within unfamiliar design cultures and urban environments
shaped by complex social and historical transformations
which they had no prior professional experience.

By highlighting significant positions of architects
and competition organizers on the conceptualization of
the aesthetic dimensions of designing spaces for embassy
buildings through the lens of post-war competitions, this

During this period, the following embassy competitions were
announced in Turkey: New Delhi Embassy Competition (1962), Bonn
Embassy Competition (1963), Kabil Embassy Competition (1963),
Nicosia Embassy Competition (1963), Lisbon Embassy Competition
(1963), Islamabad Embassy Competition (1964), Brazil Embassy
Competition (1966), Warsaw Embassy Competition (1966), Beirut
Embassy Competition (1968), Jakarta Embassy Competition (limit-
ed, 1968), and Sofia Embassy Competition (limited, 1968).
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paper aims to offer a new understanding of how architectural
design conceived at the intersection of the discursive
dimensions of these professional events by giving emphasis
to the moments 1in which architecture mediates between
the international and the national discourses. Building
on the author’s extensive post-war competition archive,
assembled from sahafs (second-hand bookstores) during
doctoral research, the paper examines how contemporary
architectural vocabularies were negotiated, interpreted,
and modified within the embassy competition submissions.
Through discourse analysis of jury reports and a close
examination of the rare book titled Embassy Buildings
(1983), this research provides a layered view of how the
aesthetics of post-war embassy competitions were interpreted
by architects and how the submitted designs articulated
multiple modes of contemporaneity.



The Liberating Role Of Art In Spinoza'’s
Philosophy

Oviing Cengiz
Canakkale Onsekiz Mart University, Turkiye
ovunccengiz@gmail.com

This presentation will defend the thesis that art
offers a liberating experience, especially when considered
from the perspective of naturalistic ontology as expressed
in Spinoza’s philosophy. According to the naturalistic
understanding, everything that is part of nature 1is
determined by natural processes and other natural entities.
In this sense, it 1is not possible to act outside of
nature while existing within it. However, this does not
necessarily mean that freedom is just an illusion: things
are free as long as they can act according to the necessity
of their own nature (1d7).! Wwhile there is no freedom
that transcends nature, a form of freedom in the sense of
self-determination—that is, realizing one’s own nature—is
possible. In other words, while categorical (absolute)
freedom is not possible for human beings, scalar freedom—
that is, liberation or ‘becoming freer’—is within human
capacity. The more a person acts from the necessity of her
own nature and less from the necessity of external bodies—
in other words, the more she enhances her power of acting—
the more she becomes free. To understand the role of art
in this process of liberation requires an understanding

Baruch Spinoza, Ethics, in The Collected Works of Spino-
za, Vol. 1, ed. and trans. Edwin Curley (Princeton University
Press, 1985). All references will be to the Ethics. The first
Arabic numeral indicates the part of the book; “d” refers to
a definition, “p” to a proposition, the second Arabic numeral
to the number of the proposition, and “c” to the corollary of
that proposition.
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of two themes in Spinoza’s philosophy: 1) the identity of
body and mind, and 2) the imagination as a virtue, that
is, a power.

According to Spinoza, the body and the mind are two
different expressions of one and the same entity (2p7).
Therefore, the perfection of the mind can also be understood
through the perfection of the body. Accordingly, the more
capable a body is of interacting with other bodies (both
in the sense of affecting and being affected), the more
capable the accompanying mind is of understanding. Thus,
experiences that enable a person to interact with more
bodies in more diverse ways increase human perfection
and therefore freedom (4p38). Artistic experience, too,
enhances human perfection—hence has a liberating effect—
inasmuch as the artwork, as a body, expands the experiential
horizon of the human body (4p45).

Secondly, for Spinoza, imagination—-that 1is, the
mind’s ability to bring forth various representations
without being affected by an external cause—points to
the mind’s perfection, or virtue (2pl7c). Since human
liberation depends on the intellectual perfection of the
mind (and the causal power of the body), the more the
mind can generate representations from its own structure,
the more it perfects itself. In other words, imagination
is an important faculty that allows the individual to
transcend externality (givenness) and shape it according
to the necessity of her own nature. As long as it keeps
the power of imagination alive and fosters it, artistic
experience becomes the affective dimension of freedom and
thus a key component of human liberation. In short, only a
being capable of producing art can transcend externality—
or conversely, only a being that can transcend externality
can produce art.



Soyut Disavurumculuk Ve Kiiltiirel Hegemonya:
Soguk Savas’in Estetik Stratejileri Uzerine Bir
Okuma

O0zge Yilmaz
Istanbul Bilgi Universitesi, Tiurkiye
ozge7y@gmail.com

Bu bildiri, II. Dinya Savasl sonrasinda Amerikan
sanatinin yukselisiyle birlikte sekillenen Soyut
Disavurumculuk akimini, estetik bir donusumin Otesinde,
politik ve tarihsel bir temsil stratejisi olarak ele alir.
Ozellikle Soguk Savas doneminde, Soyut Disavurumculugun
Amerikan dis politikasi ve kultirel diplomasi kapsaminda
nasil islevsellestirildigi sorgulanir. Sanatin yalnizca
bireysel ifade ya da estetik deneyim olarak degil, ayni
zamanda bir bellek politikasi ve ideolojik aygit olarak
nasil konumlandirildigi, donemin mize stratejileri, sergi
politikalari ve kurumsal destek mekanizmalari cercevesinde
incelenir.

Clement Greenberg’in Kant’in ereksiz ereklilik
ilkesine dayandirdigi bic¢imsel Ozerklik anlayisi, Soyut
Disavurumculugu tarihsel baglamindan soyutlayan bir “salt
resim” idealiyle tanimlar. Bu yaklasim, Amerikan dis
politikasinin kilturel yayilma stratejileriyle birleserek
estetik o6zerklik soOylemini hegemonik bir anlatinin
tasiyicisina donusturmistir. Eva Cockcroft, Serge Guilbaut
ve Frances Stonor Saunders gibi sanat tarihg¢ilerinin
analizlerinden hareketle, Soyut Disavurumculugun
yalnizca bir sanat hareketi degil, ayni zamanda Amerikan
degerlerinin sembolik bir tasiyicisi oldugu ileri suruldr.
MOMA gibi kurumlarin uluslararasi programlari araciligiyla
yurdtilen  kdalturel diplomasi  faaliyetleri, sanatin
aracsallastirilmasini perdeleyen ideolojik bir zemin
yaratmistir. Jackson Pollock, Mark Rothko, Ad Reinhardt ve
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Helen Frankenthaler gibi sanatg¢ilarin eserlerinin, estetik
dizlemde tasidigi soyutluk ve bireysellik vurgusunun
tarihsel olarak nasil bir unutma politikasi ile i¢ ice
gectigi, bu bildirinin temel tartisma noktalarindan
biridir. Paris merkezli avangardin devreden c¢ikarilmasi
ve New York’un sanatin yeni baskenti ilan edilmesiyle
birlikte modernizmin yonU biling¢li bic¢imde degistirilmis;
Avrupa’nin savas sonrasi travmatik bellegi, bireysel duygu
ve bicimsel saflik Uzerinden estetize edilerek go6rinmez
kilinmistar.

wWalter Benjamin’in Tarih Kavrami Uzerine Tezler
metninden hareketle, bu donusim tarihsel sidrekliligin
kesintiye ugramasindan c¢ok, travmatik gecmisin estetize
edilerek bastirilmasi biciminde okunur. Benjamin’in tarih
yazimina dair uyarilari, burada bir sanat tarihi meselesi
olarak yeniden yankilanair: Soyut  Disavurumculuk’un
bicimsel sessizligi, temsilin etik bir yokumlilugunden
kagis, hegemonik bir duyumsama rejiminin parcasi haline
gelir. Bu baglamda, Jacques Ranciere’in “duyumsanabilir
olanin paylasimi” (Le Partage du sensible) kavrami da
bu c¢o6zumlemeye katki sunar. Ranciére’e goOre estetik,
yalnizca bir big¢im sorunu degil, ayni zamanda neyin
gorindr, neyin duyumsanabilir/duyulabilir, neyin temsil
edilebilir olduguna dair siyasal bir ayrim rejimidir. Soyut
Disavurumculuk’un formel Ozerklik sdylemi, bu ayrimin
icinden gecerek belirli tarihsel travmalari gérunmez
kilmis, belirli duyumsama bigimlerini mesrulastirmistar.
Bildiri, bu estetik rejimin yalnizca bigimsel degil, ayni
zamanda tarihsel ve siyasal duzlemde konumlandirilmasi
gerektigini savunur.



Yapay Zekad Dahi Bir Sanatc¢i Olabilir Mi?

Ozgiic Given
Istanbul Universitesi, Turkiye
ozguc@istanbul.edu.tr

Bu bildiride, sanatsal yaraticiligin dogasini ve bu
yaraticiligin derin O0grenme temelli genis dil modellerine
(LLM"ler) dayali vyapay zeka sistemleri araciligiyla
gerceklestirilebilirligini tartismayi amagliyorum. Temel
tartisma sorum ise su: “Yapay zeka biricik bir sanat eseri
liretebilir mi?” Bu soruyu yanitlarken “biricik eser”
kavramini, vyalnizca teknik anlamda 0zgunlikle sinirli
tutmayip ayni zamanda yaratici O0zneye ickin bir kavrayisin
Urdnd bir Uretim olarak tanimliyorum. Dahi sanatc¢iyi ise
boylesi bir cergevede Uridn veren olarak koyuyorum.

Bu dogrultuda o6nce genis dil modellerinin teknik
ve bilissel sinirlarini irdeleyecegim. Genis  dil
modelleri, devasa veri kumeleri Uzerinde istatistiksel
karsiliklara dayali olarak Oruntd tanima ve metin Uretimi
gerceklestirebilen sistemlerdir. Ancak bu sistemler,
baglamsal anlam Ulretme, yonelimsellik ya da 06znel deneyim
bicimlendirme gibi insan yaratiminin temel bilesenlerinden
yoksundur. Ozellikle sanatsal yaratimda belirleyici olan
i¢sel yonelim, vyasanti, eldeki birikimle etkilesim ve
cevreyle dinamik iliski kurma gibi fenomenolojik yodnler,
bu sistemlerin yapabildiklerinin disindadir.

Ikinci olarak, insan Uretimi biricik sanat
eserlerinin hangi kosullarda ortaya c¢iktigini ve bu
eserleri siradan estetik dridnlerden ayiran yanlarin neler
oldugunu tartisacagim. Bu baglamda sanatsal biricikligi;
yonelimsellik, kendine 0Ozguluk, tarihsel baglam ve
alimlayici Uzerindeki etkisi Ustinden ele alacagim.
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Bu kuramsal c¢ercgevenin ardindan, derin 06grenme
ile dretilmis muzik ve resim Ornekleri sunacagim. Bu
orneklerin teknik olarak etkileyici olmalarina karsin
biriciklik kosullari tasiyip tasimadiklarini tartisacagim.
Odaklanacagim temel nokta biricik bir eser olmanin dnlindeki
temel engelin bir eylem ortami i¢cinde anlam olusturularak
degil, eldeki bidyik veriye dayanilarak Uretim yapildigi
olacak. Bu baglamda affordance (eylem olanakliligi)
kavramini merkeze alarak, yapay zekd modellerinin cevreyle
etkilesim kurarak anlam tretme yetisinden yoksun olduklarini
ileri sidrecegim.

Sonu¢ olarak, gunumiz yapay zekd modellerinin teknik
bir sanat dUreticisi olarak goOrulebilecegini ancak dahi
bir sanatci olmak, es deyisle biricik ve gorkemli eserler
yaratmak ic¢in gerekli olan yaratici biling, yonelimsellik
ve baglamsal farkindaliktan yoksun olduklarini savunacagim.
Bu nedenle, gunumiz vyapay zekad modellerinin, dahi 1isi
sanat eserleri Uretemeyeceklerini 6ne surecegim.



Goriinmez Beden, GoOriiniir Sanat: Marina Abramovié
Ve Bedensel Biling

Ozlem Derin Saglam
Istanbul Gelisim Universitesi, Turkiye
ozlemderin22@gmail.com

Fenomenoloji, 0zellikle Edmund Husserl ve Maurice
Merleau-Ponty tarafindan bedenin sadece biyolojik bir varlik
degil, deneyim ve bilincin ayrilmaz bir parc¢asi olarak ele
alinmasiyla gelismistir. Husserl, bilincin her zaman bir
nesneyeyotneldiginiifadeeden”ydnelmislik” (intentionality)
ilkesini ©6ne surer. Ona go6re, bilin¢ bos degildir; her
zaman bir seyin bilincidir. Bu baglamda, “fenomenolojik
indirgeme” (epoché) yontemiyle dinya hakkindaki 6nyargilar
paranteze alinarak, fenomenler olduklari gibi incelenir.
Yasantilayan beden (Leib) kavrami, Dbedenin yalnizca
fiziksel bir nesne (Korper) olmadigini, 6znel deneyimimizin
merkezi oldugunu go6sterir. Merleau-Ponty, bu dislinceleri
genisleterek bedensel bilin¢g (corporeal consciousness)
kavramini gelistirir. Ona goOre beden, dinyayla pasif bir
sekilde etkilesime giren bir nesne degil, anlam yaratan bir
varolus big¢imidir. “Bedenim ben oldugum yerdedir” diyerek,
bedenin dinyayi algilamamizi saglayan temel unsur oldugunu
vurgular. Bedenin sgseffafligi kavramina gore, gundelik
hayatta bedenimizi genellikle fark etmeyiz; ancak sanat
ve performans gibi olaganidsti durumlar bedeni gorunlr
kilar. Bu fenomenolojik perspektif, Marina Abramovic’in
performans sanatinda acgcikca goridlir. The Artist is Present
performansinda sanatcinin yalnizca oturup izleyiciyle g6z
temasi kurmasi, bedensel varolusun hem sanat¢i hem de
izleyici i¢in nasil guc¢lu bir deneyim sundugunu gosterir.
Rhythm O performansinda ise, izleyicilerin sanatg¢inin
bedenine dogrudan mudahale etmesi, bedenin sinirlarinin
ve 6znelliginin nasil ihlal edilebilecegini ortaya koyar.
Sonu¢ olarak, fenomenoloji performans sanatinda bedenin
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yalnizca bir go6steri nesnesi olmadigini, ayni zamanda
bir deneyim alani ve anlam dreticisi oldugunu vurgular.
Abramovic¢’in performanslari, Husserl’in “yasanan beden”
kavramini ve Merleau-Ponty’nin “dinya ic¢inde var olma”
fikrini sanat yoluyla somutlastirair.



Ai Generated Art And The Specter Of The
Technological Sublime

Oznur Karakas
Usklidar University, Turkiye
oznur . karakas@uskudar.edu.tr

This presentation examines contemporary art practices
that incorporate artificial intelligence, focusing on
the works of artists such as Refik Anadol, Kerem O0zan
Bayraktar, Ian Cheng, and Jon Rafman. These artists
produce distinct and more contemporary instantiations
of what Julian Stallabrass (2007) has termed the data
sublime—a condition in which the aesthetic and affective
dimensions of artistic production are increasingly shaped
by advanced technological processes, often at the expense
of conventional notions of subjectivity and creativity. In
these new instantiations of the data sublime, sometimes
dubbed the AI sublime, the artist’s creative agency 1is
mediated, if not displaced, by the algorithmic capacities
of AI, resulting in works that further blur the boundaries
between automation and agency, control and contingency.
This human-machine entanglement is often analysed through
the lens of posthuman or transhuman tendencies, wherein
human agency is assumed to be either distributed or rendered
obsolete in the wake of generative AI.

Building on this framework, the presentation
interrogates whether AI-generated art signifies a genuine
withdrawal of subjectivity—a decentralization of the human
auteur—in favour of a new materialist aesthetics that
purports to access non-representational entanglements
with the non-human. It questions the extent to which AI-
generated or AI-mediated art can dismantle anthropocentric
epistemologies and foreground the 1intra-active, co-
constitutive dynamics between matter, perception, and
meaning.

;

9™ MEDITERRANEAN CONGRESS OF AESTHETICS

9.AKDENIZ ESTETIK KONGRESI

SEPTEMBER 17_20 EYLUL 2025 GANAKKALE_TURKIVE



;

9™ MEDITERRANEAN CONGRESS OF AESTHETICS

9.AKDENIZ ESTETIK KONGRESI
SEPTEMBER 17_20 EYLUL 2025 GANAKKALE_TURKIYE

In doing so, the presentation critically assesses
posthumanist interpretations surrounding AI-based artworks,
asking whether these practices succeed in challenging the
residual anthropocentrism embedded in cultural production,
or whether they nonetheless inadvertently re-center the
human as creative subject—endlessly recombining the
collective debris of historical production—while at the
same time further diminishing her as homo laborans, whose
labour is now not only automated but appropriated through
the uncredited ingestion of copyrighted artistic material.
Such a contradiction may, in fact, be interpreted in these
artworks as a renewed dramatization of the technological
sublime, one that signifies our failed attempts at
representing the totality of the systems surrounding us
through cognitive mapping.



Sergileme Ve Ortme, Siyaset Ve Ekonomi Arasinda
Mizelestirme Pratikleri

Pinar Karababa Demircan
Istanbul Topkapi Universitesi, Turkiye
pinarkarababa8i@gmail.com

Mizeler de dahil sergi mekanizmalarin gundmizdeki
hedefleri kapali alanlari c¢oktan asmis durumda. Terim
olarak muzelestirme ya da daha bilinen ismiyle mizelesme
artik sadece tarihi eserlerin, sanat tarihinde Uzerinde
uzlasilmis calismalarin belli bir tarihsellestirmeyle
derlenmesi ve izlemeye ac¢ilmasindan c¢cok ileri bir noktada.
Kentin belli alanlarinin dahi dahil oldugu, izleyici ya da
deneyimleyici ile yerlilik arasindaki sinirlarin eridigi
buyik ve sehir planlamasini ve belediye hizmetlerini de
i¢cine almaya coktan baslamis buyuk bir kategori.

Mlizelestirme Uzerine yapilan teorik c¢alismalarin odak
noktasi buyuk 6lcude tarihe getirilen belli bir yorumun, pek
¢cok tarihsel anlatinin ve deneyimin elenmesi ve sec¢cilmesiyle
olusan tekil bir anlatinin ister bir binanin sinirli
alanlarinda ister kent cografyasina yayilmis farkli sergi
bicimleri seklinde tarihin ve/veya sanatin tek temsilcisi
veya uzmani olarak kendini konumlandirmasi Uzerinde durur
ve Foucault’nun disiplin mekanizmalari arasinda mizenin de
yer almasi gerektigini savunur. Sergileme pratiklerinin
epistemolojik dstunlige dayanan bilgi Uretimi bir yandan
mekani da metalastirir ve serginin siyasetine kacginilmaz
bir ekonomik boyut da ekler.

Mizelesmenin siyasal ekonomisinin okumalari icinde
gundelik hayatin tarihsel veya sanatsal 0oQgelerle, ait
olmadigi bir tarih ve deneyim tarafindan mimlenmesi ve
donusturulmesi buyuk o6nem tasisa da Ortdld olanin sadece
baska tarihler degil ayni zamanda da bir ani, tarih
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veya urun ekonomisini asan ekonomik boyut oldugunun
altini c¢izmek gerekir. Bu c¢alisma daha az deginilmis
ekonomik boyuttan hareket ederek sembolik degisimlerin
bir ada ekonomisini ve dolayisiyla glindelik hayatini
degistirdigi Yassiada’nin (Plati) “Demokrasi ve Ozgurluk
Adasi’na” dondsdminid mizelestirme kavrami ile birlikte
ele almaktadir. 20001i yillarin ikinci on yili igerisinde
kuvvetlenen bir sembolizmin mizesel bir ddnlisim getirdigi
adanin estetik doénusumi beraberinde ikinci bir yeniden
iretimi, ekonominin adayi ve tarihini yeniden Ulretmesini
getirmektedir. Bu anlamda semiyotik donusumin, estetigin
yeniden Uretilmesinin, siyaset-sergileme iliskisinin
ayrilmaz bir parcasi olarak estetigin ekonomisi de
tartismaya acilmaktadir.



From Transculture To Transecology: Global Art
Exhibitions As Sites For Entangled Narratives Of
Global Modernity

Rana Oztiirk
Istinye University, Tlrkiye
rana.ozturk@istinye.edu.tr

This paper adopts transecology as a critical framework
to examine how global contemporary art exhibitions have
begun to dismantle the human-centered, colonial legacies
of global modernity by proposing reconfigurations of the
global entanglements through ecological and posthumanist
perspectives. While transecology originates 1in queer,
trans and posthumanist ecocritical approaches within
the environmental humanities, this paper draws on its
broader capacity to disrupt binary logics—such as nature/
culture, human/non-human, center/periphery—that underpin
the hegemonic narratives of global modernity. It offers a
transversal methodology through which curatorial discourse
can move beyond anthropocentric, Eurocentric, and linear
modernist models, engaging instead with situated knowledges,
co-existing temporalities, and ecological entanglements.

The concept offers to be a productive tool for
examining the transformation of global art exhibitions
as critical transcultural arenas for challenging Euro-
American art-historical canons and fostering spatially
differentiated global cultural narratives to one that also
engages with environmental and ecological interconnections
across the world. Peripheral biennials—such as those 1in
Istanbul, Havana, Sharjah, Johannesburg, and Dakar—have
been instrumental in integrating previously marginalized
art practices into global circulation, enabling a more
transnational dialogue in contemporary art. Simultaneously,
hegemonic institutions like documenta have been reshaped
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by these global discourses, responding to calls for
postcolonial reflexivity and geographic diversification.
While early debates foregrounded geopolitical entanglements
and efforts to renegotiate the West’s relationship with
its “others,” recent curatorial practices have expanded
to encompass relational ecologies, catalyzed by rising
awareness of climate change and environmental crisis.

This shift necessitates a reframing of global
exhibitions—from transcultural to transecological-since
geopolitical and identity-based frameworks alone are no
longer sufficient to account for the ecological, multispecies
relationalities emerging within increasingly fluid and
interconnected geographies. Contemporary exhibitions
increasingly engage with posthumanist themes—emphasizing
human-nature and human-non-human relations—to explore
alternatives to anthropocentric worldviews. This paper
reconsiders the concept of the contemporary as both a
transcultural and transecological temporality within global
modernity. It proposes that the contemporary encompasses
not only human histories but also the temporalities of
land, nature, ecosystems, and non-human agents. By tracing
this curatorial shift from documenta 13 (2012) and the
14th Istanbul Biennial (2015), both curated by Carolyn
Christov-Bakargiev, to more recent exhibitions, such as
documenta 15 (2022) and “Foreigners Everywhere” in the 60th
Venice Biennale (2025), this study highlights how global
curatorial practice contributes to the reimagination of
modernity through situated, plural, and planetary lenses.



Not Just A Picture: The Image As Extension Of
The Body

Ray Drainville
University of Waterloo, Canada
ray.drainville@uwaterloo.ca

Do we distinguish ourselves from our representations,
or do we understand them as extensions of us? The former is
understood as a modern, rational perspective, whilst the
latter is considered a relic from much older, pre-rational
times: if anything, it is a form of magical thinking. I
argue that this pre-rational belief continues to this
day, and it reveals the rhetorical power of imagery to
influence our perception of its subject. The parameters of
this extension have changed over time, having modernised
into something more informal and arguably more pervasive.
For instance, we no longer need a magical ritual to extend
the image: we need only assert the connection between
the person and the representation. And with ubiquity of
technologies to represent people, through photography
and Photoshop, any of us may now feel vulnerable through
imagery portraying us.

The phenomenon I describe can be most clearly understood
by examining artefacts that have been physically damaged to
attack their subjects, or that metaphorically damage their
subjects through mockery or unflattering portrayals. These
have been experienced as harm to the subjects they depict
and have provoked strong emotional, social, and even legal
responses. Historical examples such as Akkadian salmu,
figurines used in love spells, and defaced statues of the
gods by early Christians reveal that this belief has long
underpinned how images are treated. In modern contexts,
this dynamic persists through satire, protest art, and
viral media, where representations can elicit powerful
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reactions precisely because they are seen to affect their
subjects. The legal prosecution of caricatures, censorship
of politically charged images, and public outrage (and
sometimes acclaim) over acts of 1image destruction all
point to a persistent, if often unspoken, understanding
of imagery as socially and psychologically consequential.
Even in everyday life, the ability to curate and control
one’s digital likeness—such as untagging oneself from an
unflattering photo on social media-reflects a continued
sensitivity to how representations impact both selfhood
and social perceptions of the self. Rather than a mere
detached depiction of a subject, the image remains a site
of deep identification and vulnerability, suggesting that
the ancient intuition of image-body continuity remains
deeply embedded in contemporary visual culture.



Estetik Diisiincenin Orgiitsel Bicimi: Sanart
Dernegi Uzerinden Siire¢ Odakli Bir Okuma

Saadet Kok Ayaz
Istanbul Beykent Universitesi, Turkiye
mimsaadet@gmail.com

Bu makale, Tirkiye’de c¢agdas estetik didsuncenin
kavramsal ve oOrgutsel olusumunu analiz etmek amaciyla
1990’larda kurulan SANART Estetik ve GOrsel Kultir
Dernedi’ni incelemektedir. Estetik disuncenin sadece felsefi
veya sanatsal dizlemlerde degil, ayni zamanda Orgutsel
yapilar, iliskisel aglar ve cok aktorld kolektif olusumlar
araciligiyla da sekillendigi argumanindan yola c¢ikarak,
SANART Dernegi Manuel DelLanda’nin toplumsal 6beklesme
teorisi (assemblage theory) 1siginda incelenmektedir.

SANART, estetik diusince etrafinda sanat, mimarlik,
tasarim ve felsefe gibi farkli disiplinleri bir araya
getiren o©Oncu bir platformdur. Bu 6zelligi ile sadece
disiplinlerarasi degil, ayni zamanda disiplinler otesi,
iligskisel ve sure¢ odakli bir estetik anlayisi temsil
etmektedir. Makale, bu c¢ok katmanli yapinin nasil insa
edildigini, baglantili oldugu tarihsel ve entelektiel
iligkilerinden gelisen nasil bir estetik c¢ergeve sundugunu
incelemektedir. Bu ba@glamda, SANART Dernedi Turkiye’de
estetik didslincenin cagdas olusumu ic¢in nasil bir kurumsal
platform saglamistir? Obeklesme teorisi, estetik dustncenin
kurumsal olusumunu analiz etmek ig¢in nasil bir analitik
cerceve sunmaktadir? SANART’1in ig¢sel ve dissal iliskileri,
estetik dusuncenin tarihsel donusimleriyle nasil
kesismektedir? Kurucu aktorlerin (6zellikle Jale Erzen)
bireysel katkilari, iliskisel aglarin ve estetik temalarin
olusumunu nasil etkilemistir? sorulari ele alinmistair.

Bu analiz, Manuel DelLanda’nin 0Obeklesme teorisi
temelinde insa edilen bir ¢6zum Uzerine Kkurulmustur.
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Metodolojik olarak, SANART dernegine ait yayinlar, sempozyum
metinleri, konferans bildirileri, kurumsal belgeler ve
gazete makaleleri gibi arsiv materyalleri analiz edilmis;
elde edilen veriler igsel (aktorler, kavramlar, yapilar)
ve dissal (diger kurumlar, entelektiuel etkiler, tarihsel
kosullar) bilesenler (zerinden siniflandirilmistair. Bu
cercevede, dernegin aktorleri ve kisilerarasi aglarz,
toplumsal Obeklesme teorisinin terminolojisine gOre
orgutsel dizeyde tanimlanmistir. Ozellikle, Jale Erzen’in
ag kurucusu olarak roli, SANART'1n entelektiel yonelimini ve
tematik cercgevesini sekillendirmede belirleyici olmustur.
Orgutsel baglarin dugumleri dogrultusunda makale, dernek
tarafindan dizenlenen sempozyumlarda ve yayinlarda 6ne ¢ikan
temalarin, donemin kiresel ve yerel estetik tartismalariyla
nasil kesistigini incelemektedir. Bu bireysel katkilarin
kolektif yapilarin olusumundaki etkisini degerlendirirken,
makale ayni zamanda tematik karsilasma ve kurumsal dondsim
kavramlari Uzerinden 1ilerlemektedir. Bu Kkarsilasmalar
sayesinde SANART’1in bazen kavramsal ortakliklar kurdugu,
bazen de 6zgin katkilariyla 6nculik ettigi savunulmaktadir.

Bu cerceve icinde SANART, Tiurkiye’deki estetik
disincenin tarihsel ve cagdas baglamini bir araya getiren
benzersiz bir platform olarak konumlanmaktadir; estetigi
disiplinlerarasi ve 1iliskisel bir dizleme tasiyan
yapisiyla, 21. yuzyilda devam eden teorik donusumlerin
somut bir O©Ornedini sunmaktadir. Makale, cagdas estetik
teorilerinin sadece teorik dlizeyde degil, kurumsal ve
kolektif yapilar araciligiyla da nasil sekillendigini
gbstermeyi amaclamaktadir.



Olcilemez Olanin Figiuratif Politikaszi:
Hypotyposis, Ritmik Cagdaslik Ve Spekiilatif
Tarih

Salih Akkanat
GUumushane Universitesi, Tirkiye
salih.akkanat@gmail.com

Bu bildiri, figlratif o6lclstzligin estetikte actiga
yariktan siyasete uzanan esigi yoklamayi hedeflemektedir:
Dinyayil yalnizca “g0stermekle” yetinmeyen, ortak olclyd
daima tasiran bir sunum kipinin, kamusal muhakemeyi nasil
harekete gecirdigini sorgulamayi amac¢lar. Bildirinin temel
iddiasi; estetik sunumun, kavramin gerisinde kalan bir
susleme degil 6l¢i ile Olgusuzlugun gerilimini sahneleyen,
henliz adi konmamis bir “biz” 1i¢in yer acan bir eylem
oldugudur.

Bildirinin temelinde, Uglnci Elestiri’de kavramsiz
tekilde evrenseli goruandr kilan “hipotipozis” kavrami
bulunmaktadir. Bilindigi gibi sematik kipte sezgi
ile kural arasinda bir araytz kurulmakta; sembolik
kipte ise soyut olan, tekil bir imge ya da sahnelemede
cisimlesmektedir. Bu baglamda, guzel, ortak duyunun dilini
kurarak paylasilabilir bir 06lc¢u Onerirken; yuce, Olcuyu
asan fazlaligiyla dilin sinirlarini zorlamakta, kararsiz
bir agiklik dretmektedir. Reflektif yargi, evrenselin hazir
olmadigi yerde “6rnek” araciligiyla ortak gecerlilik icat
ederken; estetik deneyim bdylece, =zevklerin mahrem bir
toplami degil, kamusal tartismayi Orgutleyen bir sunum
teknigi olarak anlam kazanmaktadir.

Ne var ki cagdas goruntrlik rejimi, gosterilir olani
stoklayan ve isletime sokan bir mantikla calismaktadir;
1s1gin artisi bazen anlamin yipranmasl manasina gelir.
Burada “pece” figurd bir pedagojidir haline gelir: Gostermek
i¢in saklamayi bilmek; acikligin kendisini tuketmemek.

;

9™ MEDITERRANEAN CONGRESS OF AESTHETICS

9.AKDENIZ ESTETIK KONGRESI

SEPTEMBER 17_20 EYLUL 2025 GANAKKALE_TURKIVE



;

9™ MEDITERRANEAN CONGRESS OF AESTHETICS

9.AKDENIZ ESTETIK KONGRESI
SEPTEMBER 17_20 EYLUL 2025 GANAKKALE_TURKIYE

Fakat pece, mesafeyi kararin ertelenmesine dondsturdugu
anda siyaseti etkisizlestirir. Bu yuzden aradigimiz
sey, blyulenmeyi frenleyen ama karari iptal etmeyen bir
mesafedir: GOzlUn Onine getirme, kararin kosuludur; fakat
karar da gosterinin sonu degil, kamusallasmasinin esigidir.

Bir bakima figur, siyasal alanda kag¢inilmazdir; fakat
kolayca “tiplesme”ye, kimlik olarak donmaya meyleder. Burada
Onerimiz, figurd tumden reddetmek degil, onu “hiperbolik”
bir fazlalikla a¢ik tutmaktir: Imge kendi sinirini iceriden
asip tam kapanacagi yerde tasabilir ve boylece, mitik
sabitlemeyi bozma ihtimali belirir. Bu taskinlik, yalnizca
estetik bir jest degil, siyasal bir givenlik valfi gibi
isler: Kapanmaya direnen figir, c¢ogullugu diri tutmaya
hizmet eder.

Bu nedenle siyaset, bedenlerin ve dillerin yOnetimi
degil; gordndrin paylasimini yeniden ayarlayan, evrensel
iddia tasiyan kararlarin sahnelenisidir. Payi olmayanlarin
gorundrluge c¢ikisi, vyalnizca temsil edilmekle degil,
“6rnek”in kamusal etkisiyle gerceklesir: Tekil bir sahne,
genelin dilini kurabilir. O halde bir ritim Oneriyoruz:
Mesafe, buylulenmeyi frenlerken 6rnek, tekilden evrensele yol
acabilir; hiperbolik fazlalik, figiriu donmaktan alikoyarken
karar, sahneyi kurumsal bicimlere tercime edilebilir bir
kamusalliga tasiyabilir. BoOylelikle ne yonetimselligin
estetize edilmis konforuna teslim oluruz ne de mit-kurucu
imgelerin huzuruna siginiriz.

Sonucta hipotipozis, vyasa 1ile icadi, mesafe 1ile
karari birlikte tutan bir politik iml& olarak yeniden
distntlmelidir. Olcuyl korurken 6lclstzlugin hakkini veren;
O0rnegi verili kurallara indirgemeden evrensel iddiayi
duyulur kilan; tekilden baslayan ortak gecgerlilikleri
kalici bicimlere c¢evirmeyi deneyen bir dil.. Bu dil,
catismayil bastirmadan cogullugu birbirine baglayacak ve
“biz"”1i, tekrara dismeden, yeniden kuracaktair.



Defining Realism Historically

Sam Heffron
University of St Andrews, Scotland, United Kingdom
sh367@st-andrews.ac.uk

People often describe some films as more realistic than
others, but what makes them so? One might think it is a
matter of how films create a convincing perceptual experience
of objects and events akin to how we experience them 1in
reality, but this is mistaken. Throughout discussions of
realism in film little philosophical attention has been
paid to how the medium might be causally responsible
for generating these experiences. Although it is widely
acknowledged that films are made according to conventions
for establishing certain spatial, temporal and narrative
relationships, the 1idea that realism 1is a product of
conventions has been less well received. Against this
scepticism, I argue that understanding realism requires
situating cinematic conventions and viewers’ judgements of
realism within their broader historical context.

This paper will proceed in three sections. The first
involves examining a case study where I propose focusing on
how the cinematic medium is used to make certain perceptual
information of an object salient to a viewer. On this
account, our experience of cinematic content is determined
by conventions and styles that bring certain kinds of
features to our attention, while backgrounding other kinds
of features. I use this analysis to establish a causal
framework for considering the relationship between a film
and the experiences viewers have.

In section two, I discuss why certain types of
information are deemed more relevant than others for
generating experiences we deem realistic. Following
Catharine Abell (2007), I propose understanding realism
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in terms of how relevant certain information is to the
perceptual appearance of the object depicted. I show how
our sense of realism is shaped by both our knowledge of
real-world appearances and cinematic conventions that guide
expectations. I argue that realist works can be understood
as belonging to a historical narrative of realistic
representations and judging a film as realistic involves
recognising how it responds to pre-existing realist works.

In the third section, I use the findings of the foregoing
sections to give an account of how different cinematic
styles can be described as realistic and how the term
‘realism’ is used to mark the difference between these
styles. I propose understanding the realism of a style in
terms of how it is informative about certain aspects of
reality which other styles are not. Different film cultures
and traditions aim to capture reality in different ways.
My proposal articulates this diversity and explains how
realism is relative to each of these styles in terms of how
they are informative about aspects of reality that were
relevant to viewers in different social and historical
contexts.

I conclude by arguing that the theory I advance offers
a more holistic view of cinematic realism than existing
theories by providing a more plausible account of (i) how
viewers engage with films and reality, (ii) how the evolving
nature of the cinematic medium fits into our conception of
realism in film, and (i1ii) the diverse range of information
that counts towards realism based on its relevance within
a film’s historical context.



The Turkish House in Transition: Memory,
Modernization, and the Aesthetics of Loss

Secil Ozcan Geylani
Baskent University, Turkiye
secil@baskent.edu.tr

The post-war modernization period in Turkiye brought
about profound transformations in cultural, social, and
spatial dimensions. These shifts are particularly evident
in architecture and literature, where traditional concepts
of aesthetics were challenged and redefined. Although the
historiography of architecture from this period primarily
focuses on urbanization, rural-to-urban migration, and
modern housing policies, literary texts provide rich, nuanced
representations of space that engage with temporality and
collective memory. At the heart of this transformation
is the tension between the traditional Turkish house and
the modern apartment. This contrast reflects not only
physical alterations to the built environment but also
deeper changes in lifestyles, social values, and aesthetic
sensibilities. How do these different media -architecture
and literature- represent and negotiate this shift? How
is the traditional domestic space reimagined or contested
as modern housing become more prevalent? Exploring these
guestions reveals how space becomes a site where tradition
and modernity intersects, producing complex aesthetic and
cultural narratives.

The architectural discourse of the time, as seen
in Sedad Hakki Eldem’s typological studies, emphasizes
reinterpreting traditional house forms through their
physical and functional aspects in modern architecture.
In contrast, Carel Bertram’s concept of collective
memory highlights how the social and cultural image of
the Turkish house transforms into a symbolic construct
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over time. Literature serves as an intermediary between
these two perspectives, shedding light on the temporal
and social dimensions of space and expressing nostalgic
and aesthetic responses to the erosion of traditional
forms. This dynamic is evident in literary portrayals of
traditional houses being replaced by apartment blocks,
which are often depicted as an aesthetic and mnemonic
reflection of a disappearing way of life. These spatial
changes entail not only architectural modifications but also
the reconfiguration of daily routines, social relations,
and cultural values. Thus, domestic space functions as a
site of memory, commemorating what is lost while critically
interrogating emerging modes of living.

Within this framework, the interplay between rational
and nostalgic depictions of the traditional house merits
further examination. The aesthetic articulation of tradition
can be understood as a form of resistance to rapid, disruptive
modernization processes. Thus, aesthetics operates not
only on a formal level, but also as a field of social and
cultural contestation where competing narratives about
identity and belonging are negotiated. Examining these
interwoven themes through the interdisciplinary lenses
of architecture and literature reveals the multilayered
transformation of mid-20th-century Turkish housing culture
as a complex negotiation between continuity and change. This
approach challenges traditional architectural histories
by highlighting literature’s essential role in shaping
spatial meanings and collective memory. Ultimately, this
approach enriches our understanding of how tradition and
modernity coexist and conflict in the evolving Turkish
domestic landscape.



The Memory You Have Called Cannot Be Reached At
The Moment

Seda Hayal Tatli & Baki Burak Acil
Istanbul Topkapi University, Tlurkiye
sedahayaltatli@topkapi.edu.tr

Memorial are monuments used to remind of specific
historical information from a particular perspective;
it may also involve commemorating through ceremonies or
rituals; and may refer to keepsakes or mementos designed
to preserve memories. This study explores the translation
of intangible values into tangible forms and investigates
optimal modes of expression. Sub-questions, including the
lifespan of memorial places and consensus on behavioural
norms within memorials, are also addressed.

During the study, examples of monuments that gained
attention from the media and triggered public reactions
were examined. A literature review covered topics like
monuments, collective memory, memory commodification, and
the relationship between memory and history. The study
encompasses various types of memorials. Selected examples
include Memorial to the Murdered Jews of Europe (Berlin),
emphasizing symbolic commemoration; a monument in Taksim
Square, Istanbul, sampling the hierarchy and social
positioning around it; and a temporary commemoration
-Memory Room exhibition to remind recent traumatic losses-
in Diyarbakazir.

The examined examples share a commonality in terms
of the disconnection of individuals interacting with the
values they represent. The connection with the past may
have been severed or may never have been established.
In such cases, the commodified past begins to serve as
decoration for someone else. Conflict with those who have a
connection with the past or the memorial is thus ignited.
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In this context, the disconnection in the relationship
between the memorials and the symbolic values they carry
needs to be examined in terms of the spirit of time and
social norms.

Monuments representing the struggles encompass creative
expressions. In the context of social confrontation or
social reproduction, monuments aim to hold onto time.
Embodying history or events in memorials should also bring
social acceptance. Otherwise, ‘contextlessness’ and a lack
of connection will be experienced.

Key words: Memorial, monument, tangible, intangible, memory
commodification, commemoration



Hayali Gecmisler Ve Bugiiniin Estetigi: Zaman
Sorunu Ekseninde Bir Degerlendirme

Selda Salman
Istanbul Kultiar Universitesi, Tirkiye
seldasalman@gmail.com

Bu sunumda Benedict Anderson’un Imagined Communities
(HayaliCemaatler)adlikitabindastzettigiulusallastirilmis
anlatilarin zamansal referanslar tasimamasi Uzerinden
zaman algisi ve estetik arasindaki iliskiyi ele alacagim ve
zaman referanslari olmayan boylesi anlatilarin yarattigi
politik-ideolojik deformasyonu tartisacagim.

Uluslar, etnik topluluklar ya da benzeri yapilardaki
insan topluluklari gec¢gmislerini “kurtarici ata” ya da
“peygamber” kultlu dzerinden dusunur ve buna 1iliskin
destanlar ile sdylenceler olusturur. Cogu zaman tapinaklar,
ikonalar, edebi eserler, heykeller, resimler, dokumalar
gibi —bugin bir kismini sanat olarak adlandirdigimiz—
insan drunlerinde karsiligaini bulan bu anlatilar, zaman ve
uzamin kavranis bigimlerini degistirir. Somut, yasanmis,
tarihsel olaylarmis gibi ele alinan ve sonraki kusaklara
aktarilan anlatilarda —ya da bizatihi tarihsel olaylarda—
zamansal-uzamsal referanslarin kayboldugunu ve bu nedenle
bu sbéylencelerin bugline etkilerinin devam edebilme gtlcine
sahip oldu@unu dusundyorum.

Bu anlatilarda zamana-uzama iliskin referans noktalari
olmadigi gibi cografi ve antropolojik 6zellikler de hesaba
katilmaz. Kanimca, bu durum dzellikle de antropolojik anlamda
zaman ve mekanin kesisim iliskilerini degerlendirme disina
iterek, hayali bir gecmisten kopusun ©Online gecer. Neden-
sonu¢ iligskilerini de askiya alan bu inanislar, anlatilar,
tarihsellestirmeler politik anlamda epistemolojik bir
deformasyona neden olur. Nitekim bu anlatilar zamanin
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ve uzamin tarihsel anlamdaki sureklilik ve kopuslarinin
algilanmasini glUg¢lestirir. Antropolojik anlamda hem
biyolojik hem kultirel evrimsel slrecleri degerlendirme
disi birakan bu anlati ve inanislar —Anderson’in da dile
getirdigi gibi— insanlarin toplumsal biraradaligina katki
saglayabilir; ancak onlara sirekli ihtiyac duyan toplumsal
yapilarda zaman ve uzam ekseninde olgusal dusunebilme
baglaminda epistemolojik bir deformasyona neden olmasi
vakiadir. Bu nedenle bu tidrden “hayali cemaatler”in
gelecek oryantasyonunun gerceklesmesi noktasinda zayif
kalabildigini dusunuyorum. Asla gecemeyen hayali bir
gecmiste takili kalmak ve zamansal-uzamsal referanslari
olmayan bir zaman girdabi icinde suruklenmek de kismen
yine bu zaman algisinin mahiyetinden kaynaklaniyor
kanaatindeyim.

Anderson, bu durumu Hiristiyan Avrupali topluluklarda,
0zellikle Orta Cag’da, kilise resimlerindeki tasvirlerin
gecmisin degil o donemin tarihsel 6zelliklerini tasimasindan
hareketle ileri surmustid. Buglin ise benzer bir islevi
gorsel-isitsel kultir endistrisinin dridnlerinin devraldigi
ve buglinin estetigi 1ile gecmisin yeniden ve yeniden
insasinin bir tarihsellik degil zaman referansi bulanik bir
buginktlik icerdigini sodyleyecegim. Bu baglamda Anderson’un
calismasini yalnizca gecgcmise donik bir degerlendirme olarak
degil, bugin devam eden bir silrecin bir parcasi olarak ele
alacagam.



Harabeler Ve Yankilar: Adorno Ve Benjamin’de
Sanat Ve Tarihin Diyalektigi

Selvihan Polat
Igdir Universitesi, Turkiye
polat.selvihan@gmail.com

Bu calismada, Elestirel Teori geleneginin iki o6nemli
figuri olan Theodor W. Adorno ve Walter Benjamin’in
estetik ile tarihsellik arasindaki iliskiye dair ©6zgin
yaklasimlarini, onlarin kendi metinlerinde tartistiklari
sanat eserleri ve imgeler Uuzerinden incelenmektedir. Her
iki dusundr de bu konuda etkili ancak birbirinden farkli
teoriler gelistirmis olsa da calismalari ortak kaygilar
ve zengin bir tartisma sunmaktadir. Adorno ve Benjamin,
tarih ve estetik deneyimin dogrusal, bdtincil ve uyumlu
degil, parcalanmis, sureksiz ve fragmanter oldugu konusunda
hemfikirdir. Her ikisi de sanatin tarihsel kosullari nasil
yansittigaini, bunlarla nasil etkilesime girdigini ve
elestirdigini arastirmaktadir.

Benjamin Alman Yas Oyununun Kbékeni’'nde alegori
kavramini merkeze alarak klasik tarih anlayisinin dogrusal
ve ilerlemeci yapisina karsi, tarihin her an devrimci
kirilmalar ve olanak barindirdigini ileri surmektedir. Ona
gbre, gegmisinanlami, simdininihtiyac¢larive deneyimleriyle
yeniden olusturulur; tarih, vyalnizca tamamlanmis bir
olaylar dizisi degil, her an yeniden harekete gecirilebilen
ve yeniden yorumlanabilen bir olasiliklar alanidir. Tarih
Kavrami Uzerine Tezler’deki “tarih melegi” (Angelus
Novus) imgesi, gecmisin yikintilarinin ve felaketlerinin
bugline tasindigi ve tarihin bir ilerleme Oykusu degil,
felaketlerin birikimi oldugu fikrini estetik bir dizlemde
somutlastirmaktadir.

Adorno’nun kavramsal cercevesi ise hem sanatin hem de
tarih bilincini elestirel bir sekilde yeniden disunmeyi
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mumkidn kilmaktadir. Beethoven’in ge¢ dodnem doOrtlileri,
Schénberg’in atonal mizigi ve Paul Klee’nin resimleri gibi
Ornekler Gzerinden, sanat yapitinin tarihselligi, bicimsel
¢c6zulme, gerilim ve tamamlanmamislik duygusu araciligiyla
deneyimlenebilecegini savunmaktadir. Adorno’ya gbre sanatin
Onemi, tarihin tortularini ve travmalarini dogrudan temsil
etmekte degil, bic¢imsel parcalanma ve estetik uyumsuzluk
yoluyla elestirel bir mesafe olusturmakta yatmaktadir.
Picasso’nun “Guernica”si1i gibi eserler, tarihin travmatik
anlarini evrensel bir aci ve direnis diliyle islemektedir.

Adorno ve Benjamin’in sanat ve tarihsellik iliskisine
dair verdigi oOrnekler, estetik deneyimin gec¢misle kurdugu
iliskinin higbir zaman tamamlanmig, butuncul ya da dogrudan
temsilci olmadigini gdsterir. Barok dramdan modern mizige,
Klee’'nin resimlerinden Picasso’nun “Guernica”sina kadar,
sanat yapiti tarihin parcali ve elestirel bir sekilde
deneyimlenmesine olanak tanimaktadair. Bu yaklasim,
tarihsellik ve guncellik arasindaki dinamigi estetik
deneyimin merkezine yerlestirmektedir.

Sonu¢ olarak, Adorno ve Benjamin’in fikirleri,
sanatin tarihsellikle nasil bir diyalog i¢inde oldugunu ve
toplumsal gercekleri yansitip sekillendirirken elestiri
ve donusum olasiligini nasil koruduguna dair derin bir
kavrayis sunmaktadir.



Reconsidering Tolstoy’s “Proper Feelings” Of Art
Today

Seniye Tilev
Kadir Has University, Turkiye
seniyetilev@gmail.com

In a world full of natural beauty and everyday
pleasures, one might ask: why does art matter? What
makes it wuniquely valuable, and on what grounds are
the efforts to produce, preserve, and exhibit it truly
justified? These are not only aesthetic questions but also
political ones, especially when cultural resources are
unequally distributed. In his seminal work What 1is Art?,
Leo Tolstoy critiques the elitism of institutionalized art
and argues that true art must function as a sincere and
accessible communicative act between human beings. For
Tolstoy, art and science are the two principal organs of
humanity’s moral and spiritual development. His ideal of
art is almost religious in tone: it is the transmission of
“proper feelings” that uplift and unify the human soul.
Tolstoy insists that each historical epoch has its own
paradigm of such “proper feelings.” For his time, these
were love, empathy, and solidarity — emotions that he
believed true art should “infect” the audience with. Art
that fails to evoke or cultivate these feelings, no matter
how technically impressive, is considered by Tolstoy to be
a fancy play, for a privileged minority.

This paper argues that Tolstoy’s vision of art as a
social and unifying force is not only historically important
but urgently relevant to our contemporary aesthetic and
political conditions. In the wake of postwar disillusionment
and the rise of postmodernism, much of contemporary art
abandoned grand narratives and universal ideals. Yet, as
Claire Bishop argues, many forms of participatory and
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socially engaged art today attempt to rebuild art’s ethical
and communal function — not by abandoning aesthetics, -or
reducing it to propaganda- but by reimagining spectatorship
and relationality.

Additionally, Jacques Ranciére’s concept of the
“distribution of the sensible” helps us understand how
aesthetic practices shape what 1is visible, sayable,
and thinkable in the political sphere. In this sense,
contemporary grassroots and digital art forms can be seen
not only as aesthetic but also as acts of resistance and
reconfiguration of collective perception.

Thus, while Tolstoy’s aesthetic philosophy emerges
from a very different historical context, it provides a
provocative lens for rethinking the intersection of art,
ethics, and politics today. In a global moment marked by
alienation, inequality, and ecological crisis, art that
fosters awareness, justice, and shared emotional experience
may be one of the few remaining means to nourish the
human spirit. Tolstoy, it can be argued, would urge us to
reconsider which feelings are worth spreading through art
in our time — and justice, both social and ecological, may
be among the most vital.



Polyphony’s Genesis, The Quantum Score, And
Entangled Musical Aesthetics: How Notation
Shapes The Musical Mind

Serena Allegra
University of Milan, University of Messina, Italy
serena.allegra@unimi.it

This paper explores howmusical notation has transformed
our fundamental cognitive engagement with sound, the
nature of musical aesthetics, and the way we create and
preserve music. The transition from oral traditions to
written forms precipitated a cognitive revolution, thereby
enabling the externalisation and preservation of thoughts.
While there are similarities between this transition in
music and verbal writing, there are also key distinctions.
In contradistinction to literary texts, musical scores
do not offer a complete aesthetic experience through
mere reading (Dahlhaus, 1982). 1Instead, music 1is an
exploratory, multimodal experience that weaves together
auditory, sensorimotor, cognitive and affective elements.
The creative process is not merely the transcription of
an idea; rather, it is a performative act involving play,
listening and creation, and the blending of the nature of
a work of art with that of a technical artefact.

The advent of notation enabled a significant cognitive
shift, paving the way for complex forms such as motets,
madrigals and twelve-tone music. As ethnomusicological
studies confirm, polyphony did not simply emerge from
visualising and superimposing voices on a graphic
medium (Busse Berger, 2005). Rather, notation empowered
musicians to master intricate musical structures, vastly
expanding compositional and performative possibilities.
The development of polyphony at the School of Notre Dame
provides a valuable case study, enabling us to trace its
evolution by comparing existing manuscripts.
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As an 1intermodal medium (Parisi 2019), notation
facilitated sensory hybridisation, thereby effecting a
radical transformation in creativity. The present study
posits that an understanding of polyphony through this
particular 1lens assists 1in transcending the 1long-held
prejudice, rooted in Cartesian dualism, that frequently
relegates Western cultivated music to a purely intellectual
realm. This 1s a realm in which the composition of music
is considered to be “high art” and performance is merely
a secondary effect.

This techno-aesthetic perspective on musicality also
challenges the strict ontological division between written
and performed music. The advent of musical notation, far
from diminishing performance, furnished a visual depiction
of pitches and rhythms. The impact of this phenomenon
on visual memory and the visual-mental organisation of
compositions was significant, with substantial consequences
for cognition itself and participatory sense-making
(Schiavio and De Jaegher 2017).

From this perspective, the musical score can be viewed
as a site of aesthetic quantic entanglement, connecting
diverse temporalities and aesthetics inanon-linear fashion.
In the quantum state of the score, a superposition of all
possible aesthetic and performative outcomes 1is posited.
The act of performance thus constitutes the collapse of
the wave function, whereby the system actualises into a
specific, determinate state. The dynamic interplay between
the potentiality of the score and its realisation in
performance highlights how the music aesthetically fully
actualises in that entangled state.



Cagdas Seramik Sanatinda Plastiklik Ve Erime
Uzerine Kavramsal Coziimlemeler

Sibel Kibar
Kastamonu Universitesi, Turkiye
skibar@kastamonu.edu.tr

Seramik, tarih boyunca hem kirilganligi hem de direnc¢li
dogasiyla dikkat ceken bir malzeme olmustur. Baslangicta
yalnizca fonksiyonelligi gOzeterek bigimlendirilen seramik
objeler, bugln sanatg¢ilar tarafindan malzemenin fiziksel
sinirlarinin esnetildigi ve doénusturildagd o6zgun ifade
bicimlerine evrilmistir. Bu suUrecte sanatc¢ilar, ortaya
koyduklari eserlerde kimi zaman malzemenin sahip oldugu,
guc, dinamizm, hareket ritim ve plastiklik gibi kavramlari
temsil eden atiflarda bulunmuslardir. Kil ic¢in temel bir
O0zellik olarak kabul edilen plastiklik, bu arastirmada
yalnizca fiziksel sekillendirilebilirlik baglaminda degil,
ayni zamanda estetik ve felsefi bir problematik olarak
ele alinmaktadir. Bu dogrultuda arastirmada akma, erime,
cOkme, bukulme ve sinme gibi cesitli deformasyon bic¢imleri
hem teknik yo6nleriyle acgiklanmakta hem de c¢agdas sanat
pratigi icgerisindeki goOrsel ve kavramsal izdusumleri
Uzerinden tartisilmaktadir. Boylece plastikligin goridndr
ki1ldigi deformasyon, salt bir “bozulma” olmaktan c¢ikarak,
form ve anlam dretiminin yaratici bir bileseni olarak
degerlendirilmektedir. Seramigin plastik yapidan kati forma
gecis slUreci, sanatcgilara hem kontrolld hem de rastlantisal
midahaleler icin essiz olanaklar sunar. Yiksek 1sida
maddenin davranisindaki degisimler, bicimin kaliciligina
ve estetik normlara yodnelik elestirel bir sorgulamayi
beraberinde getirir. Bu noktada ylzeyde ve formda ortaya
¢cikan c¢ozilmeler, yalnizca fiziksel bir sire¢ degil, ayni
zamanda nesnenin islevine ve sanatg¢inin midahalesine donuk
disunsel bir yorum olarak anlam kazanir.

Ozellikle yiksek sicaklik altinda g6zlemlenen erime
olgusu, seramigin hem fiziksel sinirlarini hem de estetik
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potansiyelini ac¢iga c¢ikarir. Teknik anlamda erime,
¢ogunlukla sirain camsilasmasiyla iliskilendirilse de bu
sire¢c yalnizca yuzeyde degil, ayni zamanda malzemenin
yapisal buatinloginde de ortaya c¢ikan sinme, sidneklik,
esneme, akma ve ezilme gibi deformasyon bic¢imleriyle
birlikte dusunidlebilir. Bu c¢alisma, seramik sanatinda
“erime” olgusunu yalnizca teknik bir silre¢ degil, ayni
zamanda estetik ve felsefi bir problematik olarak ele alir.
Bu bildiri, seramikte erimeye iliskin tekniklerin tarihsel
kokenlerinden vyola c¢ikarak, c¢agdas sanat pratiginde
bu tekniklerin nasil estetik bir dondsime ugradigini
incelemektedir. Erime, sirlarin camlasmasiyla bic¢im dzerinde
akiskanlik, co6zulme, ¢Okme, tasma gibi etkiler yaratirken;
ayni zamanda maddenin sabitligine, big¢imin bdtunldgine ve
nesneye atfedilen islevsel anlamlara karsi bir midahale
olarak da okunabilir. Bu ydnuyle erime hem zamanla hem
de yercekimiyle etkilesime giren, maddesel bir ¢ozulus
pratigidir. Geleneksel olarak, sirindizgin, parlak ve yluzeyi
butinlukld sekilde kaplamasi beklenirken, cagdas seramik
sanatinda bu beklentiler yerini “tasma”, “akma”, “cokme”,
“kabuklanma” gibi kontrolll deformasyonlara birakmistir.
Bu calismada Takuro Kuwata’nin sir hatalarini estetik
avantaja donustidrdugu taskin formlar, Christina Schou’nun,
Zoe Preece’nin ve Koji Shiraya’nin damlayan organik sirlari
ve Eva Hild’in devinimsel soyut kompozisyonlari, Livia
Marin’in eriyen porselen kap formlari, Sylvain Thirouin’un
eriyen tabaklari bu yaklasimlarin carpici 6rnekleri olarak
incelenmistir.

Bu baglamda, “Tas” adli kisisel calismam, kolaylikla
eriyen organik madde (6rnegin insan elleri ve parmaklari)
ile neredeyse hic¢ erimeyen maddelerden biri olan pirlanta
arasinda kurulan karsitlik dzerinden bu tartismaya katki
sunar. Eserde pirlanta, ¢06zilmezligi ve zamansal sabitligi
simgelerken; insan eli, eriyerek kaybolmaya yazgili olan
canli bedeni temsil eder. Boylece “erime”, yalnizca maddeye
degil, oOznellige, zamanla kurulan iliskiye ve kalicilik
fikrine dair bir soru isareti haline gelir.



Sanal Fircalar Ve Goriinmeyen Tuvaller: Dijital
Sanata Bir Ontoloji Onerisi

Sevval Ersan
Tuarkiye
sevvalersan@hotmail.com

Dijital sanat, yeni bir sanat turu olarak karsimizda
tum gercekligi ile durmaktadir. Aslinda tarihi daha eski
olsa da adindan sikca s6z ettirmesi son otuz-otuz bes
yila dayanmaktadir. Dijital sanatin kurama bagli olmadan
gelisen ve donisen 6zgur kimligi, diger sanat eserlerinden
farkli oldugunu acik bir sekilde gdzler Onine sermektedir.
Teknolojinin etkisi ile geleneksel anlamda tuval ve boya
kullanilarak yapilan resimler, yerini dijital ekran ve
ekran firgalarina birakmistir. Tabii ki dijital sanat
sadece bu sdylenen hali ile sinirli kalmamistir. Teknoloji
gunden gine ilerlediginden, dijital sanat ve eserleri
stirekli gelisim gostermis ve gostermeye devam etmektedir.
Bu durdurulamaz ilerleyis, biz felsefecilerin bir ontoloji
Onerisi sunmasini gerekli kilmistir. Herhangi bir sanat
kurami olusturulurken sanat felsefesinden ilham alinmasi
konuyu daha derinlemesine inceleme istegi uyandirmistir.
Literatirde dijital sanata ontoloji tayin etme girisimleri
olsa da kultirt, sanati ve teknolojiyi bidtincul bir sekilde
ele alan bir yaklasim olusturulamamistir. Calisma dijital
sanat eserleri icin bir ontoloji olusturmak Uzere yola
¢ikarken; alt problemleri olan sanat-toplum iliskisine,
sanat eserinin biricikligine, fiziksel gerceklik sorununa
ve etkilesimli sanat eserlerinin varligina iliskin butuncil
bir bakis ac¢isi gelistirmeyi hedeflemektedir. Bu tebligde
buyuk 0©Olcude Chalmers disincesinden faydalanilacaktir.
Onun dijitale bakisai, geleneksele kiymet veren
yaklasimlarin ters istikametinde yer almaktadir. Bir ekran
ve eserin estetik alimlayicisi oldugu middetce dijital
sanat eserlerinin varligina bir zemin Kkurgulanabilir
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haldedir. Bu bakis acgisiyla yola c¢ikmak bir yer tayin
etmede elverisli go6rulmistdr. Zit istikamette yer alan
yaklasimlara gelince karsimiza cogunlukla Baudrillard’ain
goriusleri c¢ikmaktadir. Baudrillard, sanat eserlerinin
i¢inin bosaltildigini iddia ettigi bir zeminden hareket
etmektedir. Ona go6re sanal, asil olan gercekligin yerini
almaya baslamistir ve bu 6nine gecilmesi gereken bir sorun
aciga cikartmaktadir. Daha 6nce de ifade edildigi gibi bu
durumun sorun teskil ettigi didsiUnilmemektedir. Bu disilnce
sekli karsit olmasi bakimindan ele alinacaktir. Bahsedilen
yonleri saglam bir zemine oturtmak adina, geleneksel sanat
ontoloji yaklasimlarindan John Dewey’in estetik deneyim
ontolojisine; yeni ontoloji temelli yaklasimlardan
ise Graham Harman’in nesne yo6nelimli ontolojisine
deginilecektir. Bu yaklasimlarin akla ve mantiga yatkin
yonleri belirlenerek dijital sanatin varligina iliskin bir
cerceve olusturulmaya calisilacaktair.



18. YYdan Once Sanat Egitimi Nerede?

Tansu Acik
Tlrkiye
tansuster@gmail.com

Bu sorunun yaniti bir dizi tarihsel olguya egilmeyi
gerektirir, hizla bir kurumsal egitimin tarihsel soykutuguna
¢cikarirken, eksenimizi eski Yunanin egitim ideali,
Latinlerin artes liberales dedikleri vyapilandirilmis,
basamakli egitim tasari olusturacak.

Ilk 6nce dilsel veriler : 18.yilzyildan once sanat ya
da glzel sanatlar adlandirmasi yoktu, tipki edebiyat genel
adinin bulunmayisi gibi, bu olgunun ne demeye geldigini
irdelemek, tarih sirasiyla Platon’dan beri bilinen artes
liberales ( AL diyelim buna) ama asil Hiristiyanlarin
ge¢ antikcagda kurumsallastirmasiyla AL’1n koklesmesi
oykusund, bunun Universite devrimiyle g6zden dismesi,
ama humanistlerin eliyle baska tlUrld canlandirilmasi, ayni
zamanda degistirilmesi bunun dniversiteye insan bilimleri
olarak geri donmesi, Italyan himanistlerinin kitlesel sanat
alimlamasina katkilari, akademilerin kurulusu evrelerini
gbzden gecirmeyi gerektirecektir.
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Yeni Ikonoklazm Caginda Felaket Estetigine Karsi
Unut Imgeleri

Toros Glines Esgiin
Hacettepe Universitesi, Tlrkiye
gunesgun@gmail.com

Gectigimiz yuzyilin ortasinda dinya tininin kalici
felaket oldugunu dile getiren ve Utopyayl tasvir etmemeyi
salik veren Adorno’nun imgesiz materyalizmine karsi Bloch,
umut imgelerinin (Wunschbilder) ve Utopyayi tasvir etmenin
dondstiricu gucunt savunmustu. Aradan gecen zamanda her ne
kadar Adorno’nun felakete dair 6ngoriuleri gerceklesmis olsa
da Bloch’un “umut imgeleri” kavramsallastirmasina bugin geri
donmek, yine onun deyimiyle “hayal katli” (Phantasiemord)
yuzunden umut imgelerinin soyunun tikendigi, “yeni
ikonoklazm” c¢agi olarak adlandirabilecegimiz gunidmizde
gelecege yobnelen yeni bir politik estetigi dusunmek icin
farkli bir ufuk sunabilir. Coklu felaketlerin ardindan
ekranlarda her gun hizla akip zihnimize kazinan imgeler;
yanmis ormanlarin, depremle veya savasla yikilmis kentlerin,
O0lmis hayvanlarin, kamplarda toplanan insanlarin, yoksul
¢ocuklarin goOruntidleri  dinyayi algilama bi¢cimimizi
dondsturur, uUtopyaya yonelik arzumuzu ve imgelem gucumizu
koreltir. Ranciére’in kavramiyla glnumizin yeni “estetik
rejimi”, doga guzelligine ve sanat eserlerine dair estetik
hazzimizi oldugu gibi, kendimizi sergileme formlarini ve
baskalarini algilama big¢imimizi yabancilastirir. Gegmisin
umut imgelerinin politik gucid yerini felaket estetiginin
hissettirdigi yilginlik ve kayitsizlik duygularina
biraktiginda geriye kendilik imgelerinin soguk bireyciligi
ile pozitiflik kdltdrintn imgelerinin hazlari kalir. Bu
bildirideki amacimiz da gunumizin her yere sirayet eden
felaket estetigine karsi 21. yuzyilin yeni umut imgeleri
sunup sunmadigi sorusunu yanitlamaktir. Ilkin Bloch’un
“umut imgesi” kavramsallastirmasindan yola cikarak gecmis



ylzyilin politik estetiginin lokomotifi olan umut imgelerinin
bugin nasil g6zden dustuguinid ve cagimizin ikonoklazmini
betimleyecek, ardindan ginumizin felaket estetigine karsi
umut imgelerinin sanat eserlerinde ve gundelik yasamda yeni
bir politik estetigi var etme kosullarini belirleyecegiz.
Bloch’un “glndiz dusleri” (Tagtrdume) ve sanat arasinda
kurdugu 1iliskiden hareketle c¢agimizin gundiz duslerini
irdeleyecegimiz bildiri kuramsal dizeyde Adorno’nun
tasvir yasagi ile Bloch’un tasvir edilmis Utopyaya dair
goruslerini karsi karsiya getirdikten sonra, guncel
orneklerle umut imgelerinin donudsuminu gésterecek ve sonug
olarak gelecekteki bir politik estetik ic¢in gecmisten
alinabilecek ilhamlara isaret edecek.
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Decay: The End Of The World And Of Art

Umut Eldem
Dogus University, Tirkiye
umut .eldem@gmail.com

In this presentation Hegel’s thesis on the end of art will
be interpreted via the musical aesthetics of the famous post-
rock band Godspeed You! Black Emperor. The thesis of the “end
of art” can be found in Hegel’s Lectures on Aesthetics. The
thesis has garnered immense attention and controversy and 1is
still being discussed both by Hegel scholars and by thinkers
and researchers from various fields. Even though Hegel never
uses the term “the end of art” the most precise statement of
the thesis is as follows:

[...] art, considered in its highest vocation, 1is
and remains for us a thing of

the past [ein Vergangenes]. Thereby it has lost for us
genuine truth and

life, and has rather been transferred into our ideas
instead of maintaining

its earlier necessity in reality and occupying its
higher place.l

This passage suggests that art has been on a journey
through history and that it has reached its destination.
However, this does not mean that art won’t exist anymore, nor
that it has become unimportant. In fact, Hegel will state that
the scientific knowledge of art has become more requisite than
in ancient times.?

1 G.w.F. Hegel, Hegel’s Aesthetics: Lectures on Fine Art, tr.

T.M. Knox, Clarendon Press: Oxford (1975), 11.

2 G.W.F. Hegel, Lectures on the Philosophy of Art: The Hotho Transcript

of the 1823 Berlin Lectures. Ed. & Tr. Robert F. Brown, Clarendon Press:
Oxford (2014), 186.



Godspeed You! Black Emperor’s latest album was
released last year, and it was entitled as: “No Title
as of 13 February 2024 28,340 Dead”. With this title the
band calls attention to the death-toll which is the result
of the massacre perpetrated by Israel since the 7th of
October 2023 and that is still going on. The band attached
this message to the album announcement: “No Title= What
gestures make sense while tiny bodies fall? What context?
What broken melody? And then a tally and a date to mark a
point on the line, the negative process, the growing pile”.

In this album the band continues its aesthetics
of decay. The sound of Godspeed You! Black Emperor 1is
consistent throughout their discography: long ambient
sequences, drone and industrial sounds, announcements and
weird interviews are interlaced with distorted guitars,
string instruments, drums, base and sometimes brass.
The band acts as a harbinger at the end of the world,
touching upon themes of decadence, post-apocalypse, end of
capitalism, exploitation, war, hope and hopelessness.

Since their music 1s entirely instrumental it is
difficult to present a definitive interpretation of this
aesthetic, however, song titles provide a helpful directive
in making sense of their multi-layered compositions. Some
song titles from their latest album are as follows: “Babys in
a Thundercloud”, “Raindrops Cast in Lead”, “Pale Spectator
Takes Photographs” and “Grey Rubble-Green Shoot”.

The band calls attention to both the powerlessness of
art in the face of extreme and systematic violence, as well
as our urgent and inevitable need for it. My presentation
will attempt to make sense of this dual aspect of art in
contemporary times via an interpretation of Hegel’s thesis
on the end of art.
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The Ontology And Power Of Images

Valentina Hribar Sorcan
University of Ljubljana, Slovenia
valentina.hribar-sorcan@guest.arnes.si

I would like to address the relationship between
history and contemporaneity in aesthetics through the
example of the ontology of 1images. By presenting the
arguments of iconoclasm and idolatry (David Freedberg), I
will examine whether these can still help us understand
the essence of images today. How do we respond to them? Do
we consider a figure, an image of a person, to be identical
to the original? Can we slip into idolatry and worship in
this context? Can we respond emotionally and physically to
an image of a young woman or man on Instagram in a similar
way as 1in Renaissance men were supposed to have done it
in front of Titian’s Urbino Venus? Does a painting canvas
have the same, lesser, or greater power than a photograph
(artistic or not)? Can historical perspectives on images
help us understand the modern, global culture of images?

My concern will go further to the power of images,
our longing for them, or hostility and contempt, and
consequently, if it concerns artistic images, what this
tells us about the power of art itself? My research will
conclude with the question whether we fetishize images: can
we fall in love with the depicted object or a photograph,
feel physical and emotional attachment to it? In this
context, I will try to answer whether we perhaps care even
more about the virtual images of living beings than about
their live originals.



The Potential of Archaeological Land Art
(A Case Study of Arkaim)

Viktoriia Kotova
Chelyabinsk State University, Russia
vika.kotova.2001@gmail.com

In this study, we focus on interpreting art objects
within the Arkaim museum-reserve. Located 1in southern
Chelyabinsk Oblast, Russia, Arkaim 1is an archaeological
and cultural site with significant tourism potential. Its
landscape consists of steppe zones with hills locally
referred to as “mountains” — such as Mountain of Love
and Shaman’s Mountain. These elevated areas hold special
meaning for esoteric interpretations of the place. Spiritual
practitioners conduct rituals for tourist groups atop
these hills, share myths and legends, and teach how to
make wishes properly. Similarly, the art objects located
within Arkaim are imbued with symbolic meaning.

The goal of the research 1is to identify factors
influencing the perception of new art objects within a
cultural-historical landscape. Our hypothesis states that
the closer the visual language of an art object aligns with
established cultural and symbolic perceptions of visitors,
the higher its aesthetic and communicative effectiveness.

The methodology included field observations of visitor
behaviour near art objects from May to September 2024.
Photographic documentation of tourist interaction was also
conducted. During expeditions, interviews were carried out
with visitors regarding their perception of the objects,
and responses were recorded. A comparative analysis was
performed between well-known art objects in Arkaim and
new works being installed as part of the newly launched
land-art park in 2024. The theoretical foundation draws
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upon vernacular practice (B. Rudkovsky), Arkaim as a media
phenomenon (M.V. Zagidullina, S.I. Simakova), and the land-
art movement (R. Smithson, A. Sonfist).

We examine this issue through successful examples
of Arkaim’s art objects. Two notable sculptures by Boris
Kacherovsky — Awakening of Russia (marble, 2001) and
Arkaim Sunrise (marble, 1999) — have become focal points
of ritual activity. Visitors leave messages at their bases
(sometimes burning written notes), touch or embrace parts
of them, and perform symbolic acts. Another example is the
art object “Contemplator”, located at the foot of Shaman’s
Mountain. It represents a human figure seated on a tall
chair. The figure is made from metal wire, while the chair-
shaped pedestal is constructed from wood — materials that
resonate with the principles of land art.

Since 2024, work has been underway to create a land-art
park on the territory of Arkaim, including installations
like “Fire Blossom” (ceramic, 2024) and “Man Hovering Along
the Ribbon of Time” (wood, 2024). However, many visitors
remain unaware of these additions or react negatively due
to misunderstanding the imagery, execution, or novelty of
the objects.

We believe that the clearer and more direct the
artist’s expression of the sculpture’s concept, the
higher its tourism potential and chance of acquiring a
vernacular name. Recognizable imagery, visual parallels,
and associative series allow art to connect more closely
with tourists unfamiliar with history, archaeology, or the
art world.

Our findings suggest that the aesthetics of interaction
outweigh the author’s self-expression. An art object becomes



meaningful when it allows the viewer to participate in
the creation of meaning. Land art, as a dialogue with the
landscape, must consider not only the physical environment
but also the cultural context; otherwise, the object remains
alien within the location. Vernacular culture enables an
art object to become familiar and comprehensible quickly.
Touristic effectiveness depends on an object’s ability
to be recognized, connected to the place, and having an
emotional load.

Therefore, for the successful development of the
land-art park in Arkaim, it 1s crucial to consider
existing cultural codes, use forms that allow multiple
interpretations, and engage visitors in the process of
meaning-making through QR codes, guides, and interactive
elements. Such formats will ensure year-round access to
the land-art park and increase tourist interest in the
site.
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Giambattista Vico: Estetik Tarihsellik Uzerine

Vildan Doganay
Hacettepe Universitesi, Tirkiye
vildandoganay@hacettepe.edu.tr

Bu calisma, 18. Yuzyil Italyan filozof Giambattista
Vico’'nun (1668-1744) kendisine kadarki felsefe geleneginden
farkli genel tarih anlayisi ¢izgisi disinda “Yeni Bilim”
eserinde ortaya koydugu estetik tarihsellik anlayisini
analiz etmeyi amaclamaktadir. Vico, farkli bir felsefi
gelenegin ilk temsilcilerinden biridir. Vico ig¢in insanin
kendi dogasini sekillendirmesinde asil vyer, dogrudan
fiziksel dinyayla olan iliskisi degil; kendini bilecek ve
kendi dinyasini yaratacak imgeler yaratma kapasitesiyle
olusturdugu tamamiyla yaratim stirecinin Gridnd olan ¢cevredir.
Bu cevre insan aklinin degerli ve tehlikeli bir kazanimi
olan estetik tarihselligin dogdugu vyerdir. Vico, 1ilk
insanlarain hayal guctne girmeyi hedeflemektedir. Vico’nun
Yeni Bilim eseri bu ¢abanin Grintdir. Vico’ya gore ilk pagan
ve barbar insanlar dogalarinin zorunlu bir gerekliliginden
dolayi siirsel, estetik karakterler yaratirlar. Insanligin
cocuklugunu vyasayan bu 1lk insanlar anlasilabilir
kavramlar olusturmaktan c¢ok uzak olduklarindan siirsel
0zellikler bu insanlarda dogal bir sitrec¢ ve ihtiyac¢ olarak
karsimiza c¢ikar. Bu siirsel 0Ozellikler mitlere karsilik
gelir. Vico'ya gore siirlerdeki tarihsel bilgiler, tarihin
siirden o6nce geldigini godstermektedir. Tarih gercekligin
basit bir ifadesi iken, siir gercgekligin taklididir. Bu
yizden 1ilk tarih de siirsel bir karakterdedir. Vico,
ilk milletlerin baslangiclarinin siirsellikte yattigini
dusunen, bunun da estetik tarihsellik oldugunu soOyleyen
Onemli bir isimdir. Calismanin temel sorusu, Vico’nun
estetik tarih anlayisinin, genel tarih anlayisi lUzerindeki
etkilerini ac¢iga c¢ikartip, modern tarihg¢ilik bakimindan
nasil yorumlandigini ortaya koymaktir. Calisma, Yeni
Bilim eserinden alintilarla desteklenen nitel bir



yaklasim benimsemektedir. Veriler, metin analizi yoluyla
derinlemesine incelenmis, Vico’nun estetik tarih goOrusdnd
nasil ortaya koydugunu aciklamaktadir. Bulgular, Vico’nun
tarihsel olaylari anlamak ve ac¢iklamak ic¢in estetik ve
siirden faydalanarak donemini elestiren; insanin dogasini,
insanligain ilkel, medenilesmemis kékenleriyle tanimlamakla
baslatarak devaminda aydinlanmis nedensellikle tanimlayan
Kartezyen yontemleri de tarih anlayisinda kullanarak
bilimsel yontemler gelistiren modern bir bakis acisi sunmus
oldugunu gostermektedir. Bu durum, bireylerin kendi buyume
ve gelisme sartlari icerisinde anlama tesebblsine neden olan
bireysel tarih ve estetik formlarin incelenmesini saglayan
bir arastirmaya yol agmistir. Sonu¢ olarak, Vico’nun genel
tarih anlayisi disinda modern yodntemlerle estetik tarih
anlayisi, tarih yazimindaki etkileri, tarihe verdigi Onem
ve bunun felsefesinde tasidigi anlam vurgulanmaktadir. Bu
c¢alisma, Vico’nun tarih bilimi ve insan bilimlerindeki
kalici etkisini aydinlatmayi hedeflemektedir.
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Bellegin Sinema Araciligiyla Yeniden Insasi:
Train Of Shadows Belgeseli Uzerine Nitel Bir
Analiz

Zeynep Akin Songur
Canakkale Onsekiz Mart Universitesi, Tlrkiye
seynepsongur@gmail.com

Bireylerin ve toplumlarin var olma arzularinin
tamamlanmasi agisindan 6nemli bir rol oynayan bellek, zamanla
sadece bir seylerin kayit altina alinmasi degil ayni zamanda
nasil hatirlanmasi gerektigiyle de iliskilendirilmekte
ve biyolojik temelinin yani sira toplumsal, kultirel ve
sanatsal olarak da bir incelenme alani olusturmaktadir.
Bununla birlikte zamanin ileriye donuk imkanlari tahmin
edilebiliyorken sanat araciligiyla gegmisin bilinmezligini
anlamak ve onunla bitinlesmek 1i¢in temsillerin Onemli
bir islev ulstlendigi bilinmektedir. Bu dogrultuda genis
kitleleri etkileyen bir sanat dali olarak sinema 6zelinde
bellegin isleyisine bakildiginda, bellegin sinematografik
ve mizansen unsurlar araciligiyla yeniden insa edildigi
ve estetik bir anlati alanina doOonustugu varsayilarak
sinema ile bellek arasindaki iliskinin 0zellikle deneysel
ve belgesel tir olmak dzere film calismalarinin temel
bir arastirma alanini olusturdugu soOylenebilmektedir.
SO0z konusu savi incelemek ulzere bu calismada oOncelikle
bellek ve sinema arasindaki iliski teorik bir cercevede
incelenerek Gilles Deleuze’ln hareket-imge ve zaman-imge
kavramlari tartisilmakta ve sinemanin bellegi yansitma
yontemleri Uzerinde durulmaktadir. 1Ikinci adimda ise
calismanin kuramsal paradigmasinin pekistirilmesi igin
José Luis Guerin’in Train of Shadows (GOlgelerin Treni,
1997) adli belgeseli, nitel bir analizle incelenmekte
ve bellegin sinemada yalnizca temsil edilen degil ayni
zamanda sinemanin tarihsel izleri kullanarak temsiller
araciligiyla yeniden insa edilebilir bir olguya dondstugu



ortaya konulmaya calisilmaktadir. Elde edilen bulgular
arasinda Train of Shadows belgeselinin godrsel yapisinin
klasik anlati yapisinin sinirlarini zorlamasi dikkat ceken
bir unsur olmaktadir. Bununla birlikte filmde kullanilan
¢cekim ag¢ilari, ses ve zamanin dongusel isleyisi gibi teknik
unsurlar anlatimsal boyutta non-lineer bir zaman kurgusu
yaratmakta ve bdylece de bellegin sadece ge¢cmisi hatirlatan
bir olgu olmadigini gostermektedir. Ote yandan belgeselde
siyah-beyaz goridntulerin vyarattigi otantik atmosferin,
renkli ve senkronize sesli sahnelerle tezat olusturacak
bicimde karsilastirilmasi, anlatininbutunliuguni zedeleyerek
filmin yapibozumuna ugramasina neden olmaktadir. Sessiz
sinema dOonemi ile gunUmiz modern sinema arasinda yaratilan
bu karsitlikla ge¢misin gec¢iciligini vurgulayan Guerin,
sinemanin anilari hem koruyan hem de doénustiren bir arac
olarak da roluni 6n plana ¢ikartmaktadir. Boylelikle Train
of Shadows belgeseli, sinema tarihine ait izlerin sadece
gecmise ait kalintilar olmadigini; aksine, sinematik
anlatim araciligiyla yeniden anlam kazanabilen, yasayan
etkili unsurlar olabilecegine bir 6rnek olusturmaktadir.

Sonu¢ olarak calisma, sinemanin bir bellek araci
olarak gecmis ile simdi arasinda bir koépri kurabildigini
ve temsiller araciligiyla da hem kolektif hem de bireysel
belleklerin yeniden insasinda etkin bir rol oynadigini
ortaya koymaktadir.
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The Digital Troy:
From The Early Excavations To Modern Cinema

Zeynep Aktiire
Izmir Institute of Technology, Tlurkiye
zakture@gmail.com

In 1998, Hisarlik Hill in northwest Anatolia was
inscribed on the UNESCO World Heritage List as the
“Archaeological Site of Troy”, based on its uninterrupted
settlement sequence of successive civilisations that
occupied the area for over 4,000 years, which had immense
significance in the understanding of the development of
European civilisation at a critical early stage, and
profoundly influenced significant literary works such as
Homer'’s Illiad and Virgil’s Aeneid, and the arts in general,
over more than two millennia. Those literary works, on
their part, have profoundly influenced the interpretation
of the material evidence offered by the hill for centuries,
by inspiring a quest for the “Homeric Troy”.

Yet, the material evidence offered by the settlement
sequence has been so fragmentary by nature that 1its
excavators have had to fill in the huge gaps in their
identifications of that prioritised layer by numbers, long
before and after the invention of digital technologies.
The site’s identifier, Heinrich Schliemann, exhibited over
4,000 high-quality ceramic items from Hisarlik in London
in 1877-1881 to promote his discoveries as turning the
Homeric legend into reality, albeit misidentifying a much
earlier layer (Troy II) as that in the Homeric epics,
according to his successor in the 1890s, Wilhelm DoOrpfeld.
Dorpfeld invented a style-historical method of carefully
recording details and dimensions of architectural remains
and matching them with a stylistic categorization of
artifacts to add forty sublevels to Schliemann’s nine and



identify Troy VI as the one in the epics. His successor 1in
1958, Carl william Blegen, fitted DOrpfeld’s layers into
a more commonly accepted chronology of the Mediterranean
to propose Dorpfeld’s Troy Via as the one in the Homeric
epics; and his successor in 1988, Manfred “Osman” Korfmann,
digitally modelled late Troy VI in the Troia VR project of
2001 as a 27-hectare Anatolian palatial metropolis of some
10,000 inhabitants.

This model was harshly criticized by some experts of
not having archaeological evidence for at least 95% of the
modelled buildings, which approximates its reliability
to that of the digitally constructed citadel in Wolfgang
Petersen’s feature film Troy (2004) around which the fight
between Achilles and Hector takes place on barren land.
Inspired by the dramatic difference between the settlement
images 1in these two virtual (re)constructions, the
concluding discussion is on the part played by creativity
and aesthetics in the dissemination of the four different
“Homeric Troy”s by Hisarlik’s past excavators, fuelled
by and fuelling the still mythical status of Troy, and
the gaps in the archaeological record that blur the line
between archaeological interpretations starting from
Schliemann’s and cinematic productions involving digital
reconstructions such as in Petersen’s Troy.
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