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Kibra Tektas
Bugiin Politik Tiyatro?
Political Theatre Today?

Ogr. Gor. Dr. (Lect. Dr.) Esra Nurten Giil, Dog. (Assoc. Prof.) Serpil Yayman, Yasem Gergin
Giirpinar Bolgesinden Temin Edilen Yerel Hammaddenin Linol Baski Tekniginde Kullanilabilirliginin Aragtiriimasi
Investigating the Usability of Local Raw Material Obtained from the Gurpinar Region in Linoleum Printing Technique

Semra Akkan, Dr. imran Uzun
Robert Wilson Rejisi ile Ug Kurusluk Opera’da Postmodern Sahneleme: Gergeklik ve Anlamin Cogullugu

Postmodern Staging in the Threepenny Opera Through Robert Wilson’s Direction: The Plurality of Reality and Meaning

Ecrin Hatipoglu, Dog. Dr. (Assoc. Prof.) Umit Kubilay Can, Ogr. Gér. (Lect.) Umut Volkan
Miizik Ogretmenlerinin Oz Sefkat Diizeylerinin Cesitli Degiskenlerle iliskisinin incelenmesi

An Examination of Music Teachers’ Self-Compassion Levels in Relation to Various Variables

Rabianur Ocak
Goriinmeyen izler: Malzeme Bilinci ve Tehlikeler

Invisible Traces: Material Consciousness and Hazards

Seda Giilsen Kinis, Dog. Dr. (Assoc. Prof.) Umit Kubilay Can
Tiirkiye’de Gergeklestirilen Klasik Miizik Festivallerinin incelenmesi

Analysi of Classical Music Festivals Held in Turkiye
Ogr. Gor. (Lect.) ismail Birlik, Dr. imran Uzun

Yok Olmus Bir Seyin izi: Trans-Estetik Oge Olarak Kirlian Elektrofotografileri
The Trace of Something Vanished: Kirlian Electrophotographs as Trans-Aesthetic Elements
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205-206

207-208

209-210

211-212

213-214

215-216

217-218

219-220

221-222

223-224

225-226

Ars. Gor. (Assist.) Meltem isleyen, Dog. Dr. (Assoc. Prof.) Nihat Dursun
Robotlarin Dokunusundan Yeni Bir Estetik Anlayiga: Algoritmalarin Doniistiirdiigii Sanat
From the Touch of Robots to a New Aesthetic Understanding: Art Transformed By Algorithms

Ars. GOr. Dr. (Assist. Dr.) Mehmet Cihan Gezen
Sanatsal Uretim Siirecinde Desen

Drawing in the Artistic Production Process

Prof. Dr. Sema Goktas
Milo Rau’nun Yeni Gergekgi Tiyatrosu

Milo Rau’s New Realist Theatre

Ars. Gor. Dr. (Assist. Dr.) Pembe Aktiirk
imge Estetiginde Analog Bozulma: “Lola Dupre Kolajlari Uzerine Bir inceleme”

Analog Distortion in Image Aesthetics: “A Study on the Collages of Lola Dupre”

Meryem Cineviz
Protesto Sanati ve iklim Aktivistlerinin Sanat Yapitlarina Karsi Eylemlerinin incelenmesi
Protest Art and the Actions of Climate Activists Againts Artwork

Halil ibrahim Kaya, Dog. Dr. (Assoc. Prof.) Osman Odabas
Yapay Zekadan Sonra Sanatg¢inin Yeni Konumu

The Artist’s Repositioning in the Age of Artifical Intelligence

Dog. Dr. (Assoc. Prof.) Tamer Temel
Geleneksel’den Cagdas Tiirk Tiyatrosu’na “Oteki”nin Temsili

Representation of the “Other” from Traditional to Contemporary Turkish Theatre

Ogr. Gor. Dr. (Lect. Dr.) Erdogan Gogebakan
Kahkahanin isyani: Dario Fo Tiyatrosuna Karnavalesk Bir Yaklasim

The Rebellion of Laughter: A Carnivalesque Approach to Dario Fo’s Theatre

Ogr. Gor. Dr. (Lect. Dr.) Selim Cinisli, Zehra Mete
Yasamin Goriinmez Sahnesi: Kisisel Mekanlarda Dramatik Estetik ve Senografik Mekan

The Invisible Stage of Life: Dramatic Aesthetics and Scenographic Space in Personal Environments

Ars. Gor. Dr. (Assist. Dr.) Cem igyar
Tiyatroda Kitle Yonetimi ve iktidar

Mass Management and Power in Theatre
Dr. ihsan Tahir Erdal

isvicre Stiline Baskaldini: Niklaus Troxler’in Tipografik Tasariminda Yenilik¢i Yaklasim

Rebel Against Swiss Style: Innovative Approach to Niklaus Troxler’s Typographic Design
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227-228

229-230

231-232

233-234

Dog. Dr. (Assoc. Prof.) Hatice NilUfer Stizen
Sanat Egitiminin Bireysel ve Toplumsal Gelisime Katkisi

The Contribution of Art Education to Individual and Societial Development

Dr. Pinar Uner Yilmaz
Documenta Onbes: is Birligi ve Sanatsal Siirdiiriilebilirligin Bir Ornegi

Documenta Fifteen: An Example of Collaboration and Artistic Sustainability

Dr. Ece Celikgapa Ozinan
Temel Oyunculuk Egitimine Yonelik Bir Oneri: Performatif Pedagoji

A Proposal For Basic Acting Education: Performative Pedagogy

Rahile Mahmudova, Prof. Dr. ismail Keskin
Avatar ve Avatar Su Yolunda Filmlerinde Gorsel Efektlerin Karsilastiriimasi
A Comparison of Visual Effects in the Films Avatar and Avatar: The Way of Water
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Bilim Kurulu | Science Board

Prof. Dr. Ahmet Selim Dogan
Prof. Dr. Ahmet Serkan Ece
Prof. Dr. Ali Ucan

Prof. Dr. Ayse Cakir ilhan
Prof. Aygiin Dinger Kirca
Prof. Dr. Belir Tecimer

Prof. Dr. Blinyamin Aydemir
Prof. Dr. Ceyhun Konak
Prof. Dr. C. Victor Fung

Prof. Dr. Cigdem Kilig

Prof. Dr. Dilek Akbulut

Prof. Duygu Kahraman

Prof. Dr. Duygu Piji Kiglik
Prof. Diiriye Kozlu ismailoglu
Prof. Dr. Ece Emine Karsal
Prof. Elif Sanem Giileg

Prof. Enver Mete Aslan

Prof. Erol ipekli

Prof. Evren Karayel Gokkaya
Prof. Dr. Eylem Giizel

Prof. Fatma Oztiirk

Prof. Fatma Deniz Korkmaz
Prof. Fehim Huskovic

Prof. Dr. Fikri Salman

Prof. Dr. Giilbin &zdamar Akarcay
Prof. Halil Yoleri

Prof. Hatice Selen Tekin
Prof. Dr. Isil Altun

Prof. ismail Keskin

Prof. Kadriye Didem Atig
Prof. Dr. Levent Mercin

Prof. Lisa Lehmberg

Prof. Dr. Lilian Maria Tonella Tiiztin
Prof. Liviu Dospinescu

Prof. Dr. Masafumi Ogawa
Prof. Dr. Malcolm Hague
Prof. Mehmet Kavukgu

Prof. Melihat Tiiziin

Prof. Dr. Melike Tasgioglu Vaughan
Prof. Dr. Mustafa Bulat

Prof. Dr. Mustafa Kii¢likoner
Prof. Dr. Mustafa Uslu

Atatiirk Universitesi

Ankara Miizik ve Glizel Sanatlar Universitesi
Tark Dinyasi Mazik Egitimcileri Birligi Bsk.
Kapadokya Universitesi

Mimar Sinan Glizel Sanatlar Universitesi
Gazi Universitesi

Atatiirk Universitesi

Kocaeli Universitesi

Glney Florida Universitesi, ABD

Hali¢ Universitesi

Gazi Universitesi, Tirkiye

Anadolu Universitesi

Marmara Universitesi

Osmangazi Universitesi

Marmara Universitesi

Malatya Turgut &zal Universitesi

Kocaeli Universitesi

Anadolu Universitesi

Canakkale Onsekiz Mart Universitesi
Bandirma Onyedi Eyltl Universitesi
Mimar Sinan Giizel Sanatlar Universitesi
Osmangazi Universitesi, Tiirkiye

Uskiip Cyril Methodius Universitesi, Makedonya
Katip Celebi Universitesi

Osmangazi Universitesi, Tiirkiye

Dokuz Eylil Universitesi

Sakarya Universitesi

Almanya Regansburg Universitesi, Almanya
Kocaeli Universitesi

Sakarya Universitesi

Dumlupinar Universitesi

Massachusetts Amherst Universitesi, ABD
Anadolu Universitesi, Tiirkiye

Laval Universitesi, Kanada

Yokohama Ulusal Universitesi, Japonya
Staffordshire Universitesi, ingiltere
Erzincan Binali Yildirim Universitesi
Tekirdag Namik Kemal Universitesi
Anadolu Universitesi

Atatiirk Universitesi

Necmettin Erbakan Universitesi

Marmara Universitesi
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Prof. Necla Coskun

Prof. Dr. Neslihan Kiyar

Prof. Nesrin Tuirkmen

Prof. Dr. Nigar P6steki

Prof. Dr. Nilglin Sazak

Prof. Niltifer Ergin Dogruer
Prof. Olcay Ataseven

Prof. Rafael Romero Pineda
Prof. Rahmi Atalay

Prof. Dr. Rasim Erol Demirbatir
Prof. Dr. Resat Basar

Prof. Dr. S. Duygu Bedir Eristi
Prof. Dr. Safa Yeprem

Prof. Safiye Basar

Prof. Dr. Sedat Ozel

Prof. Dr. Selda Kulluk Yerdelen
Prof. Dr. Selvihan Kili¢ Ates
Prof. Dr. Sema Goktas

Prof. Dr. Sena Glirgen Otacioglu
Prof. Dr. Serdar Yilmaz

Prof. Dr. Serkan ildem

Prof. Dr. Sezen Ozeke

Prof. Dr. Sezin Tiirk Kaya

Prof. Suna Gevik

Prof. Slireyya Temel

Prof. Dr. Sengiil Aydingiin

Prof. Dr. Sirin Sengel

Prof. Sirin Akbulut Demirci
Prof. Tevfik Fikret Ucar

Prof. Dr. Tulin Malkog

Prof. Dr. Ugur Alpagut

Prof. Dr. Ulkii &zgiir

Prof. Valeri Chakalov

Prof. Dr. Yanna Pavlova Ruskova
Prof. Dr. Yildiz &ztiirk

Prof. Dr. Yunus Berkli

Prof. Dr. Yusuf Bilen

Prof. Dr. Zafer Kurtaslan

Doc. (Assoc. Prof.) A. Sultan Karaoglu
Doc. Dr. (Assoc. Prof.) Alper Akgul
Doc. (Assoc. Prof.) Arzu Evecen
Doc. (Assoc. Prof.) Arzu Guliyeva Karaman

Dog. (Assoc. Prof.) Arzu Parten Altuncu

Anadolu Universitesi, Tiirkiye
Kocaeli Universitesi

Mimar Sinan Giizel Sanatlar Universitesi
Kocaeli Universitesi

Sakarya Universitesi

Marmara Universitesi

Siileyman Demirel Universitesi
Barselona Universitesi, istanya
Anadolu Universitesi

Uludag Universitesi

Okan Universitesi

Anadolu Universitesi

Marmara Universitesi

Kocaeli Universitesi

Kocaeli Universitesi

Dokuz Eyliil Universitesi
Balikesir Universitesi

Kocaeli Universitesi

Marmara Universitesi

Balikesir Universitesi
Kastamonu Universitesi

Uludag Universitesi

Uludag Universitesi

Muzik Egitimcileri Dernegi
Kocaeli Universitesi

Kocaeli Universitesi

Osmangazi Universitesi

Uludag Universitesi

Anadolu Universitesi

Marmara Universitesi

Muzik Egitimcileri Dernegi

Gazi Universitesi

Shumen Konstantin Preslavsky Universitesi
Konstantin Preslavsky University of Shumen
Yildiz Teknik Universitesi
Atatiirk Universitesi

Siileyman Demirel Universitesi
Miizik ve Giizel Sanatlar Universitesi
Kocaeli Universitesi

Kocaeli Universitesi

Gankiri Karatekin Universitesi
Azerbaycan Milli Konservatuvari

Kocaeli Universitesi
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Dog.
Dog.
Dog.
Dog.
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Dog.
Dog.
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Dog.
Dog.
Dog.
Dog.
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Dog.
Dog.
Dog.
Dog.
Dog.
Dog.
Dog.
Dog.
Dog.
Dog.
Dog.
Dog.
Dog.
Dog.
Dog.
Dog.
Docg.
Dog.
Dog.
Docg.
Dog.
Dog.
Docg.
Dog.
Dog.
Docg.
Dog.
Dog.
Docg.

Dr. (Assoc. Prof.) A. Aylin Can

(Assoc. Prof.) Ayse Balyemez

Dr. (Assoc. Prof.) Basak Ozdogan

Dr. (Assoc. Prof.) Bora Erdagi

Dr. (Assoc. Prof.) Boris Zhelev Georgiev
(Assoc. Prof.) Burcu Glinay

Dr. (Assoc. Prof.) Burim Ukici

Dr. (Assoc. Prof.) Biilent Sezgin

Dr. (Assoc. Prof.) Canan Bayer

Dr. (Assoc. Prof.) Deniz Ozdemir Tuncer
(Assoc. Prof.) Devabil Kara

Dr. (Assoc. Prof.) Didem Erten Bilgic
(Assoc. Prof.) Didem Didem Ozisik
(Assoc. Prof.) Ekin Deveci

Dr. (Assoc. Prof.) Elif Avci Kosu

Dr. (Assoc. Prof.) Emel Guray

Dr. (Assoc. Prof.) Emel Yurtkulu

Dr. (Assoc. Prof.) Emrah Goékaltun

Dr. (Assoc. Prof.) Emrah Lehimler

Dr. (Assoc. Prof.) Mehmet Ferruh Hasiloglu

Dr. (Assoc. Prof.) Gamze Mert
Dr. (Assoc. Prof.) Glilnihal Kiipeli
Dr. (Assoc. Prof.) Gllnur Duran

Dr. (Assoc. Prof.) Glilsen Erdal

Dr. (Assoc. Prof.) Glirsoy Degirmencioglu

Dr. (Assoc. Prof.) Hakan Bagci

Dr. (Assoc. Prof.) Harun Tole

Dr. (Assoc. Prof.) Hasan Hakan Okay
(Assoc. Prof.) Hazal Aksoy

Dr. (Assoc. Prof.) Hiinkar Yilmaz laniello
Dr. (Assoc. Prof.) H. Yarkin Biger
(Assoc. Prof.) Kamuran Ozlem Sarnig
Dr. (Assoc. Prof.) Kadir Sahin

(Assoc. Prof.) M. Cagatay Goktan
(Assoc. Prof.) M. Ertugrul Tuna

Dr. (Assoc. Prof.) Manuela Boncheva
(Assoc. Prof.) Metin Kar

Dr. (Assoc. Prof.) Mine Can

Dr. (Assoc. Prof.) Mine Mutlugiin

Dr. (Assoc. Prof.) Moutushi Chakraborty
Dr. (Assoc. Prof.) Murat Kadiroglu

Dr. (Assoc. Prof.) Nazik Celik

Dr. (Assoc. Prof.) Nermin Demirkol

Marmara Universitesi

Mimar Sinan Glizel Sanatlar Universitesi
Mimar Sinan Gilizel Sanatlar Universitesi
Kocaeli Universitesi

Veliko Tarnovo Aziz Cyril ve Aziz Methodius Universitesi
Diizce Universitesi

Tetova Universitesi, Makedonya
Bahcesehir Universitesi

Kocaeli Universitesi

istanbul Medeniyet Universitesi
Marmara Universitesi

Kocaeli Universitesi

Atatiirk Universitesi

Kocaeli Universitesi

Osmangazi Universitesi, Tlrkiye
Kocaeli Universitesi

Osmangazi Universitesi
Eskisehir Teknik Universitesi
Atatiirk Universitesi

Atatiirk Universitesi

Gebze Teknik Unversitesi
Marmara Universitesi

Marmara Universitesi

Kocaeli Universitesi

Kocaeli Universitesi

Kocaeli Universitesi

Kocaeli Universitesi

Balikesir Universitesi

Kocaeli Universitesi

Kocaeli Universitesi

Kocaeli Universitesi

Akdeniz Universitesi

Karabiik Universitesi

Kocaeli Universitesi

Kocaeli Universitesi

Prof. Pancho Vladigerov Ulusal Miizik Akademisi
Kocaeli Universitesi

Kocaeli Universitesi

Uludag Universitesi

Amity Universitesi, Hindistan.
Kocaeli Universitesi

Kitahya Dumlupinar Universitesi

Kocaeli Universitesi
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Dog. Dr. (Assoc. Prof.) Neslihan Tlirkmenoglu Bayraktar
Dog. Dr. (Assoc. Prof.) Nevin Ayduslu
Doc. Dr. (Assoc. Prof.) Nevzat Atalay
Docg. Dr. (Assoc. Prof.) Nilglin Sener
Dog. Dr. (Assoc. Prof.) Nuray Er

Doc. Dr. (Assoc. Prof.) Osman Nejat Akfirat
Doc. (Assoc. Prof.) Osman Odabas

Doc. (Assoc. Prof.) Refik Yalur

Doc. Dr. (Assoc. Prof.) Seda Yavuz

Doc. (Assoc. Prof.) Serenay Sahin

Dog. (Assoc. Prof.) Suna Ozgiir Karaalan
Doc. (Assoc. Prof.) Seniz Kabadayi

Dog. Dr. (Assoc. Prof.) Tamer Temel
Dog. Dr. (Assoc. Prof.) Uftade Muskara
Dog. Dr. (Assoc. Prof.) Umit Kubilay Can
Dog. Dr. (Assoc. Prof.) Vladimir Avramov
Dog. Dr. (Assoc. Prof.) Yavuz Durak
Doc. (Assoc. Prof.) Zafer Lehimler

Doc. Dr. (Assoc. Prof.) Zekeriya Erding
Dr. Ayda Tastekin

Dr. Aydin Ketenag

Dr. A. Emre Keskin

Dr. Carina Joly

Dr. Deniz Ekmekgioglu

Dr. Duysal Demirbas

Dr. Ebru Ziibeyde Aklar

Dr. Ege Kaya Kose

Dr. Erhan Mutlugiin

Dr. Gina J. Yi

Dr. Hatice Server Kesdi

Dr. i. Tahir Erdal

Dr. ilknur Erbas

Dr. imran Uzun

Dr. Jennie Henley

Dr. Julio Cesar Ortega Solano

Dr. Mine Kuguk

Dr. Mehtap Uygungé6z

Dr. Nese Granger Okay

Dr. Oylum Tuncelli

Dr. &zlem Ayvaz Tung

Dr. Pelin Karadeniz

Dr. Sandra Oberol

Dr. Selim Cinisli

Kocaeli Universitesi

Atatiirk Universitesi

izmir Demokrasi Universitesi
Kocaeli Universitesi

Mimar Sinan Giizel Sanatlar Universitesi
Kocaeli Universitesi

Kocaeli Universitesi

Bandirma Onyedi Eylil Universitesi
istanbul Universitesi

Osmangazi Universitesi

Kocaeli Universitesi

Kocaeli Universitesi

Atatiirk Universitesi

Kocaeli Universitesi

Kocaeli Universitesi

Veliko Tarnovo Aziz Cyril ve Aziz Methodius Universitesi
Bolu Abant izzet Baysal Universitesi
Atatiirk Universitesi

Kocaeli Universitesi

Aksaray Universitesi

Kocaeli Universitesi

Van Yiziinc( Yil Universitesi

Cariri Federal Universitesi, Brezilya
Ondokuz Mayis Universitesi
Eskisehir Teknik Universitesi
Kocaeli Universitesi

Ankara Yildirm Beyazit Universitesi
Uludag Universitesi

Universitesi, ABD

Osmangazi Universitesi

Kocaeli Universitesi

Kocaeli Universitesi

Kocaeli Universitesi

Kraliyet Kuzey Miizik Koleji, ingiltere
Barselona Universitesi, istanya
Osmangazi Universitesi

Anadolu Universitesi

Kocaeli Universitesi

Kocaeli Universitesi

Ondokuz Mayis Universitesi
Kocaeli Universitesi

Harmony Muzik Okulu, Hindistan

Atatlirk Universitesi
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Dr. Serpil Sahin

Dr. Sibel Celik

Dr. Siimeyra Merve ilbak Tahmaz
Dr. Tezcan Bahar

Dr. Timur Davletov

Dr. Yalim Keser

Dr. Yasemin Sari Bayer
Dr. Yasemin Tanriverdi
Dr. Yildirnm Karadeniz
Dr. Yusuf Budak

Dr. Zehra Pala Yavuzyigit
Dr. Fatih Yarsi

Dr. Erdogan Gogebakan
Dr. Fatos Su Ozkaratas
Dr. Cem igyar

Dr. Gurkan Korkmaz

Sergi Jurisi | Exhibition Board

Prof. Siireyya Temel

Prof. Dr. Neslihan Kiyar

Prof. Rafael Romero

Doc. (Assoc. Prof.) Ekin Deveci

Dog. Dr. (Assoc. Prof.) Emel Guray
Doc. (Assoc. Prof.) Safiye Basar

Dog. (Assoc. Prof.) Suna Ozgiir Karaalan
Dog. (Assoc. Prof.) Seniz Kabadayi
Doc. Dr. (Assoc. Prof.) Zekeriya Erding
Dr. Ebru Ziibeyde Aklar

Dr. imran Uzun

Dr. Yasemin Sari Bayer

Dr. Yildirnm Karadeniz

Kocaeli Universitesi
Dicle Universitesi
Kocaeli Universitesi

Osmangazi Universitesi

Uluslararasi Turk KultGra Tegkilati

Kocaeli Universitesi
Kocaeli Universitesi
Kocaeli Universitesi
Kocaeli Universitesi
Kocaeli Universitesi
Kocaeli Universitesi
Atatiirk Universitesi
Atatiirk Universitesi
Selcuk Universitesi

Atatiirk Universitesi

Van Yizinciyil Universitesi

Kocaeli Universitesi
Kocaeli Universitesi
Barselona Universitesi
Kocaeli Universitesi
Kocaeli Universitesi
Kocaeli Universitesi
Kocaeli Universitesi
Kocaeli Universitesi
Kocaeli Universitesi
Kocaeli Universitesi
Kocaeli Universitesi
Kocaeli Universitesi
Kocaeli Universitesi
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Diizenleme Kurulu | Organizing Board

Doc. Dr. (Assoc. Prof.) Hakan Bagci (Bsk.) Kocaeli Universitesi

Prof. Rick Kemp

Dog. Dr. (Assoc. Prof.) Emel Guray

Doc. Dr. (Assoc. Prof.) Biilent Sezgin

Indiana Universitesi, Pennsylvania
Kocaeli Universitesi

Bahcesehir Universitesi

Doc. Dr. (Assoc. Prof.) Hasan Hakan Okay Balikesir Universitesi

Dog. (Assoc. Prof.) Ozgiir Suna Karaalan Kocaeli Universitesi

Dr. Sefkat Saglamer

Dr. Yildiz Oztiirk

Ogr. Gor. Umut Abdiil Siisler

Hasan Giraycan Aytacg

Kibris Milli Egitim Bakanhgi
Yildiz Teknik Universitesi
istanbul Topkapi Universitesi

Kocaeli Blyuksehir Belediyesi Konservatuvari

Yuritme Kurulu | Executive Board

Ars. Gor. (Assist.) Ali Yildirnm

Ars. Gor. (Assist.) Blisra Goksu

Ars. Gor. (Assist.) Blisra Ozdemir

Ars. Gor. (Assist.) Ceyhun Topgu

Ars. Gor. (Assist.) Ecem Hatipoglu Kiris

Ars. Gor. (Assist.) Elif Nur Elmas

Ars. Gor. (Assist.) Hamza Serdar Turan

Ars. Gor. (Assist.) S. Aykut Hizliok

Ars. Gor. (Assist.) Seref Arda Erbas

Ars. Gor. (Assist.) Dr. Yalim Keser

Pinar Yilmaz

ISTANBUL

TOPKAPI

UNIVERSITESI

Kalibre Boru MECYNPI

»io

Kocaeli Universitesi
Kocaeli Universitesi
Kocaeli Universitesi
Kocaeli Universitesi
Kocaeli Universitesi
Kocaeli Universitesi
Kocaeli Universitesi
Kocaeli Universitesi
Kocaeli Universitesi
Kocaeli Universitesi

Kocaeli Universitesi

Paydaslar | Stakeholders

Kocaeli Universitesi é
Teknoloji Transfer Ofisi TORK DUNYASI

MUziK EGITIMi BIRLIGE

19 9 9 7 oere Gl 'SANAT EGITIMCILERI DERNEGI

KENAN METAL SAGLAZ OAstat cagin

Aliiminyum'un Sanata Déniisiimii
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Rektor Mesaji | Rector’s Message

Sanat; estetik bir ifade bigcimi olmanin
otesinde, toplumlarin hafizasini tasiyan,
insanligin ortak duygularini ve disin-
celerini dile getiren evrensel bir dildir.
Kultlrleri bir araya getiren, gecmisle ge-
lecegi bulusturan bu giclt dil, cagin ihti-
yaclarina gére dénismekte, ginimuizin
sosyal, cevresel ve teknolojik sorunlarina

da sanatsal duyarlilikla yanit aramaktadir.

Bu anlayisla, Kocaeli Universitesi olarak
ev sahipligini Gstlendigimiz 4. Uluslara-
rasi Sanat Sempozyumu (Sanatin Ritmi;
IARTYMP), sanatin glincel meselelerle
nasil kesistigini, disiplinlerarasi tretimle-
rin sanat ve akademik alanlara nasil kat-
kilar sundugunu ortaya koymayi amagla-
maktadir. istanbul Topkapi Universitesi,
MUZED (Mizik Egitimcileri Dernegi),
TURKSOY (Uluslararasi Tirk Kultir
Teskilat), GORSED (Gérsel Sanatlar Egi-
timi Dernegi), TURKMEB (Tlrk Diinyasi
Muzik Egitimi Birligi) ve OISTAT (Interna-
tional Organisation of Scenographers) is
birligiyle diizenlenen bu 6nemli sempoz-
yum, uluslararasi is birliginin sanat ala-
ninda ne denli degerli ve Gretken sonug-
lar dogurdugunu da bir kez daha gozler

onune sermektedir.

Sempozyumun bu yil dérdincistnin
diizenleniyor olmasi, sanat ve akademi
diinyasinda sureklilik arz eden bu bulus-
manin, her gecen yil daha fazla sanatgiyi,
akademisyeni ve arastirmaciyi bir araya
getirmesi bakimindan son derece kiy-
metlidir. Bu streklilik, yalnizca akademik
birikimin derinlesmesini degil, ayni za-
manda farkl kalttrlerin ve yaklasimlarin
birbirinden beslenerek daha kapsayici
bir sanat anlayisinin gelismesini de sag-

lamaktadir.

Bu yil sempozyumda “Surdurulebilirlik
ve Sanat” ana temasi etrafinda sekille-
nen sunumlar; cevre ve sanat iliskisi,
kamusal alanda sanatin rol, kentlesme
slireclerinin sanata etkisi, yeni medya
teknolojileriyle sanat Gretimi, sanatin
saglik ve psikolojiyle iliskisi gibi ¢cok kat-
manli basliklari kapsamaktadir. Bunun
yaninda ¢ocuk ve sanat, sanat etigi, eser
haklari, bagimsiz sanat Gretiminin karsi-
lastigi sorunlar, ekonomi ve sanatiliskisi,
disiplinlerarasi ¢calismalar, sanat egitimi
politikalari ve diinyadaki glincel sanatsal
yaklasimlar da sempozyumda tartisilan

6nemli konular arasinda yer almistir.

Resim, heykel, seramik, cam, grafik, fo-
tograf, sinema, sahne sanatlari, muizik,
mimarlk, tekstil ve moda tasarimi gibi
pek ¢ok farkl disiplinden gelen kuramsal
ve uygulamali ¢alismalar, bu sempoz-
yumda s6zlU ve poster bildirilerle, ayrica
juri degerlendirmeli kisisel ve karma ser-
gilerle paylasiimistir. Etkinligin gevrimigci
platformda gerceklestirilmesi sayesinde
diinyanin farkli cografyalarindan katilim
saglanmis; boylelikle sanatsal ve akade-

mik etkilesim daha da geniglemistir.

Cumbhuriyetimizin kurucusu Gazi Mus-
tafa Kemal Atatlirk’in “Sanatsiz kalan
bir milletin hayat damarlarindan biri
kopmus demektir.” s6zi, bizlere sanati
yalnizca estetik bir ugras olarak degil,
toplumsal varolusun vazgecilmez bir
parcasi olarak gdérmeyi Ogretmistir. Bu
anlayisla hareket eden Gniversitemiz, bi-
lim ve teknoloji kadar sanat alaninda da
gelismeyi, Gretmeyi ve paylasmayi temel

sorumluluklari arasinda gérmektedir.
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Tarkiye’den ve diinyadan ¢ok sayida sa-
natci ve akademisyenin bilgi, birikim ve
emeginin GrlinQ olan eserleri iceren bu
sempozyumun, Kocaeli Universitesi’nin
adinin yalniz bilim ve teknoloji ile degil,
bundan bdyle sanatla da anilmasina hiz-

met edecektir.

Bu vesileyle, sempozyuma katkida bu-
lunan tim katilimcilara, organizasyon
komitesine, katki sunan tim kurumlara
ve emegi gegen herkese icten tesekkir-
lerimi sunuyor, Kocaeli Universitesi Rek-
torli olarak bu degerli calismay sanat
ve akademi camiasinin ilgi ve dikkatine

sunmaktan onur duyuyorum.

Saygilarimla.

Prof. Dr. Nuh Zafer CANTURK

Kocaeli Universitesi Rektorii
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Rektor Mesaji | Rector’s Message

Beyond being a form of aesthetic ex-
pression, art is a universal language
that carries the memory of societies
and expresses the common feelings
and thoughts of humanity. This power-
ful language, which unites cultures and
connects the past with the future, trans-
forms according to the needs of the age,
and seeks to respond to today’s social,
environmental, and technological chal-

lenges with artistic sensitivity.

Based on this understanding, the 4th
International Art Symposium (Rhythm
of Art; IARTYMP), hosted by Kocaeli Uni-
versity, seeks to explore the intersection
of art and current issues, as well as the
contribution of interdisciplinary produc-
tions to art and academia. Organised in
collaboration with Istanbul Topkapi Uni-
versity, the Music Educators Association
(MUZED), the International Organisation
of Turkic Culture (TURKSQY), the Visual
Arts Education Association (GORSED),
the Turkic World Music Education Union
(TURKMEB) and the International Or-
ganisation of Scenographers (OISTAT),
this important symposium once again
demonstrates the value and productivity
of international cooperation in the field

of art.

The fact that this symposium is being
held for the fourth time is extremely
valuable, as this continuous gathering
brings together more artists, academics,
and researchers each year.This continu-
ity ensures the deepening of academic
knowledge and the development of a
more inclusive understanding of art by
encouraging the exchange of ideas be-

tween different cultures and approaches.

The presentations shaped around the
main theme of “Sustainability and Art”
at this year’s symposium cover multi-lay-
ered topics such as the relationship be-
tween the environment and art, the role
of art in public space, the impact of ur-
banization processes on art, art produc-
tion with new media technologies, the
relationship between art and health and
psychology. Among the other important
topics discussed at the symposium were
children and art, art ethics, copyright,
the challenges of independent art pro-
duction, the relationship between the
economy and art, interdisciplinary stud-
ies, art education policies, and current

artistic approaches around the world.

Theoretical and applied works from
many different disciplines such as paint-
ing, sculpture, ceramics, glass, graphics,
photography, cinema, performing arts,
music, architecture, textile and fashion
design were shared with oral and poster
presentations, as well as juried solo and
group exhibitions. Thanks to the online
platform of the event, participation from
different geographies of the world was
ensured; thus, artistic and academic in-
teraction was further expanded.

The words of Gazi Mustafa Kemal
Ataturk, the founder of our Republic, “A
nation without art means that one of its
lifelines has been severed” has taught us
to view art as both an aesthetic endeav-
our and an indispensable part of social
existence. Inspired bythis understand-
ing, our university considers it among its
fundamental responsibilities to develop,
produce and share in the field of art as

well as science and technology.
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This symposium, which showcases the
work of many artists and academics
from Turkey and around the world, will
raise the profile of Kocaeli University,
showcasing not only its scientific and
technological achievements, but also its

artistic endeavours.

On this occasion, | would like to extend
my sincere thanks to all participants, the
organizing committee, all contributing
institutions and everyone who contrib-
uted to the symposium.As the Rector of
Kocaeli University, | am honored to pres-
ent this valuable work to the attention of

the art and academic community.

Yours sincerely.

Prof. Dr. Nuh Zafer CANTURK

Rector of Kocaeli University
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Dekan Mesaji | Dean’s Message

Sanat, insanhgin strdarilebilir bir gelecek insa etme ¢abasinda kritik bir kdpri vazifesi gérir. Geleneksel bilgeligi cagdas ifade
bicimleriyle bulusturan bu képrii, Ulkemizin ve Kocaeli'nin kiltirel mirasi ile dijital cagin olanaklarini bir araya getiren “Uluslar-
arasi Aritmi Sanat Sempozyumu ve Sergisi’nde hayat buldu. “Sanat ve Strdurdlebilirlik” temasi etrafinda sekillenen bu bulusma,
yalnizca estetik bir tartisma platformu degil, ayni zamanda sanat egitiminin gelecegine dair sorumluluk alan bir distince platfor-

mu oldu.

Bu kitap, sempozyum boyunca sanatin farkh disiplinlerinden gelen seslerin yankilarini tasiyor. Geleneksel sanatlarin dogayla
kurdugu organik bagdan cagdas dijital pratiklere, yapay zekanin sanattaki rolinin ekolojik etkilerinden strdtrtlebilir malzeme
kullanimina kadar uzanan genis bir yelpazede, sanatin dénustirict gictni ele aldik. Yerelin evrenselle kurdugu diyalogun ne

denli verimli olabilecegini vurgulamaya ¢alistik.

Ozellikle strdiiriilebilirlik ve sanat iligkisi, sempozyumun odak noktalarindan biriydi. Sanat {iretiminde ekolojik ayak izinin yollari,
dijitallesmenin strdurulebilir sanat pratiklerine katkilari ve geleneksel tekniklerin gtinimiizde yeniden yorumlanisi gibi konu-
lar, yalnizca teknik birer mesele olmanin 6tesinde, insanin dogayla kurdugu etik iliskinin de birer yansimasiydi. Cevrimigi olarak
gerceklestirilmis olmasi ise, etkinligin kendi stirdirtlebilirlik ilkeleriyle uyumlu bir segim oldu. Seneye yliz ylize ve konaklamali

planlanmaktadir.

Yapay zeka ve sanat ekseninde gelisen tartismalar ise, teknolojinin yalnizca bir ara¢ degil, ayni zamanda yeni bir yaratici ortak
oldugu gercegini bizlere bir kez daha hatirlatti. Bu kitabin, sanatin gliciine inanan ve strdurulebilir bir gelecek igin ¢caba gdsteren
herkes icin degerli bir kaynak olacagina inaniyoruz. Kocaeli’nin sanat ve kiltlr hayatina katki sunmak, ayni zamanda kuresel
Olcekte anlaml bir diyaloga kapi aralamak amaciyla yola ¢iktigimiz bu sempozyumun, okuyuculara ilham vermesini diliyoruz.

Cunkl sanat, tipki doga gibi, ancak gesitliligi korundugunda ve nesiller arasinda aktarildiginda gercek anlamini kazanur.
Sempozyumun gerceklesmesinde emegi gecen tim katilimcilara, paydaslarimiza, Kocaeli'nin sanat dostu kurumlarina ve tekno-
lojik altyapiyi basariyla yéneten ekibimize ve Kocaeli Universitesi Rektorliigline, Glizel sanatlar Fakdiltesi akademik ve idari per-

soneline en icten tesekkdirlerimizi sunariz.

Prof. Siireyya TEMEL

Gulzel Sanatlar Fakultesi Dekani

XX
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Dekan Mesaji | Dean’s Message

Art plays a vital role in humanity’s efforts to build a sustainable future. Uniting traditional wisdom with contemporary forms of
expression, this bridge was brought to life at the “International Art’s Rhythm Art Symposium and Exhibition”, where the cultural
heritage of our country and Kocaeli was brought together with the possibilities of the digital age. With the theme of “Art and
Sustainability” at its core, this meeting was an aesthetic discussion platform that also took responsibility for the future of art

education.

This book captures the diverse voices from various art disciplines throughout the symposium. We explored the transformative
power of art across a broad spectrum, from the organic connection that traditional arts establish with nature, to contemporary
digital practices, from the ecological impact of artificial intelligence in art, to the use of sustainable materials. We sought to high-

light how fruitful the dialogue between the local and the universal can be.

The relationship between sustainability and art was one of the focal points of the symposium. Topics such as the ecological
footprint of art production, the contribution of digitalisation to sustainable art practices and the reinterpretation of traditional
techniques were not only technical issues, but also reflections on the ethical relationship between humans and nature. The sym-
posium’s online format was a choice that aligned perfectly with its own sustainability principles. Next year’s event is planned to

be held in-person and will include accommodation.

Discussions around artificial intelligence and art have once again reminded us that technology is not just a tool; it is also a new
creative partner. We believe this book will be a valuable resource for anyone who believes in the power of art and is striving for a
sustainable future. We hope that this symposium, which aims to contribute to the artistic and cultural life of Kocaeli and pave the
way for meaningful global dialogue, will inspire readers. After all, art, like nature, only gains its true meaning when its diversity is

preserved and passed down through the generations.
We would like to extend our sincere thanks to all the symposium participants and stakeholders, the art-friendly institutions of
Kocaeli, our team who successfully managed the technological infrastructure, and the academic and administrative staff of the

Faculty of Fine Arts at Kocaeli University who contributed to the symposium’s realisation.

Prof. Siireyya TEMEL
Dean of Faculty of Fine Arts

XX
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JEAN BAUDRILLARD’IN OZGUN DUSUNCE EVRENINDE SANATIN YERI

Prof. Dr. Oguz ADANIR

“flltizyon/yanilsama gercekligin tersi olarak nitelendirilemez. Ciinkdi illiizyon gériinen gegekligin

lstiind ikinci ve ¢ok daha zekice sayilabilecek baska bir gerceklik katmaniyla kaplayarak o ilk

gerceklik gostergesinin ortadan kaybolmasini saglar.”

Jean BAUDRILLARD

Kendine 6zgl bir diislince evrenine sa-
hip olan Fransiz dislnlr ve sosyolog
Jean Baudrillard, bu 6zgln diislince ev-
renini olusturmak igin yine olusturdugu
kendine 6zgl bir terminolojiden yarar-
lanmaktadir. Baudrillard yasamin tim
alanlarniyla ilgili dustncelerini agirlikh
olarak bu terminoloji Gzerinden ifade
etmistir. Bu terminolojinin sanat alani
icin de gecerli oldugunu kabul etmek
gerekir. Cinkl bu terminolojide butln
sozclkler, deyimler birbirleriyle baglan-
tilidir. Bunun nedeni toplumsal yasamin
dort ana kategorisini olusturan toplum,
politika, ekonomi ve kulttr alanlarinin
birbirleriyle baglantii olmasidir. Buna
gore bir alanda ileri surilen distincele-
rin diger alanlarda da gecerli olabilmesi
icin belirli bir tutarliik gerekmektedir.
Dolayisiyla Baudrillard’in bu terminoloji-
sini iyi bir sekilde kavramak ve ne dedigi-
ni anlamak okuyani ¢ok zorlayabilir. Bu
noktada dogrudan sanat alaniyla iliskili
goriinmeyen ama aslinda ne kadar derin
bir baglantisi oldugunu anlayabilecegi-
miz bir gerceklik ilkesinden yola ¢cikmak

oldukga yararh olacaktir.

Oncelikle bilinmesi gereken bir
nokta varsa o da Jean Baudrillard’in sa-
natla kisisel bir meselesi olmadigidir; ne
var ki, sanata yonelik elestirileri, cagdas
sanatin dogasina ve islevine dair radikal
sorular icerir. Baudrillard, Ronesans’tan
20. ylzyila kadar uzanan sliregte —6zel-
likle plastik sanatlar, daha da 6zelde ise
resim sanati baglaminda— ortaya konan
eserleri sanatsal anlamda kabul etmek-
le birlikte, bu eserlerin ortaya c¢iktiklar
dénemlerde genellikle birer zanaat tra-
nG gibi algilandigindan s6z eder. Oysa
buglin Uretilen ve siklikla “sanat eseri”
olarak sunulan bir¢ok isin, ge¢cmisteki
sanatsal derinlik ve estetikle herhangi bir
gercek baginin bulunmamasina ragmen
sanat eseri muamelesi gordUgunu belirtir.

Baudrillard, fotograf ve sinema
gibi alanlara gérece daha olumlu yakla-
sir. Bunun nedeni, bu medyumlarin il-
Itzyon yaratma kapasitelerini hentiz ta-
mamiyla yitirmediklerini disGnmesidir.
DUstnUrumuze gore, sanatin temelinde
illizyon yaratma yetisi vardir. GGnimu-
zin dijitallesmis similasyon diinyasin-
da bile bir bakima illiizyon Uretebilmek

mUmkindir. Hatta artik sona erdigi

distnulen plastik sanatlar anlayisinin,
bugiin yeniden eski illizyon glcini
kazanabilecegini savunur. Bu yénulyle
Baudrillard, sanati tamamen reddet-
mekten ziyade, uzmandan cok bir ay-
din olarak onun gegirdigi déntstmleri
sorgular.

Baudrillard’in distinsel evreni-
ne yaklasirken, her seyden 6nce onun
gerceklik ilkesiyle yola ciktigini ancak
bu ilkeyi zamanla sorgulayip dénistr-
digunl gérmek gerekir. Bu dénlisim
slirecinde illizyon, yani yanilsama ol-
gusu, merkezi bir kavram haline gelir.
Baudrillard’a gére illizyon, yalnizca bir
algi sorunu degil, ayni zamanda gergek-
ligin dogasiyla ilgili koklt bir meseledir.
Duislnceleri genel olarak bir belirsizlik
tasiyor gibi gorlinse de, bu belirsizlik
rastlantisal degil, bilingli bir tercihtir.
Ona gore diinya zaten ontolojik olarak
bir belirsizlik icindedir; dolayisiyla bu
diinyayi temsil etmenin ya da anlama-
nin tek yolu yine belirsizligi belirsizlikle
ifade etmekten gecer. Gergeklik, artik
(kosullara bagli olarak) gérece degis-
meyen ve nesnel bir kategori olmaktan

¢itkmis, yerini sirekli hareket halinde,

1 Burada yapilan genellemeler cogunlukla Budrillard’in gergeklik ilkesi ¢coktiglinde gergeklik evrenini de yitirdiklerini séyledigi

(6zellikle ilk ya da erken donem Modern toplumlar olarak anilan) toplumlar icin gecerlidir.
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cogul, simile edilen bir seye birakmistir.
Bu duslinceler dogrultusunda gerceklik
ilkesi de sorgulama altina alinir.
Baudrillard’in, bu ilkeye yonelttigi eles-
tirileri ve s6z konusu belirsizlik cerce-
vesini ben de 2007 yilinda International
Journal of Baudrillard Studies’te yayimla-
nan bir makalemde ele almistim. Ayni yil
bu makalenin Tlrkge versiyonu Birikim
dergisinde de yayinlanmisti. Bu ¢alisma-
da, ozellikle gerceklik ilkesinin sanatsal
temsil ile iliskisi ve bu temsilin simulas-
yon evreninde nasil dénlistGgu Uzerine
yogunlasilmistir.

“Simulakrlar Nerede Gergegin
Yerini Alamadi” basligini tasiyan maka-
lemde, Jean Baudrillard’in dusiincesine
yon veren temel kavramlardan biri olan
gerceklik ilkesinden yola ¢iktim. Baud-
rillard’a gére bu ilke, modern bireyin ya-
sadigi diinyayi anlamlandirma ¢abasinin
temel tasidir. Ancak bu ilke, 6zellikle 20.
ylzyihn ortalarindan itibaren ciddi an-
lamda belirsizlesmeye baslar. Bu belir-
sizlik rastlantisal degildir; ¢inki Baud-
rillard’a goére, zaten icinde yasadigimiz
diinya da belirsizlikle kusatilmistir. Bu
nedenle az dnce sdylendigi gibi bu be-
lirsizlik ancak belirsiz bir sekilde ifade
edilebilir. Onun dislincesindeki bu “bu-
laniklik” ya da “muglaklik” postmodern
durumun dogasina olduk¢a uygun goé-
riinmekle birlikte 6ziinde farklidir. Orne-
gin, psotmodern distince Baudrillard’in
“gerceklik ilkesiyle” pek (ideolojik neden-
lerden dolay1 mi?) ilgilenmez.

Gergeklik ilkesinin sorgulanma-
ya basladig yer, insanin hem i¢sel din-

yasiyla hem de dis diinyayla olan iliskisi-

ni fark etmesiyle ortaya cikar. insan, bir
yandan glindelik yasamda karsilastig
olaylar ve olgularla sekillenen bir “ger-
ceklik dinyasi” icinde yasarken, diger
yandan kendi icinde umutlar, arzular,
korkular ve beklentilerle 6rilt ikinci bir
“i¢csel diinya” tasir. Bu iki diinya —yani
nesnel gerceklik ile 6znel deneyim— cogu
zaman Ortiismez. iste bu farkindalk,
gerceklik ilkesinin temelini olusturur: in-
san, hissettikleriyle karsilastiklarinin her
zaman ayni sey olmadigini kabul etmek
zorundadir. Baudrillard’a gore, 1960’lara
kadar bu gerceklik ilkesi gegerliligini ko-
rumaktadir. Bu dénemde birey, kendini
sosyal, politik, ekonomik ve kulttrel di-
zen icinde belli referanslarla konumlan-
dirabilmektedir. Gergeklik ilkesi, bireyin
yasam pratigini dlizenleyen bir norm-
dur; ¢linkl toplumsal sistemin genelde
kabul goren degerleri, bu ilke etrafinda
sekillenmektedir. DlsUlinceler, davranis-
lar ve kolektif umutlar bu ilke cerceve-
sinde insa edilmektedir. Ancak burada
yapilmasi gereken 6nemli vurgu sudur:
Gergeklik ilkesi bireysel degil, kolektif bir
kavramdir. Gergeklik, bireyin kisisel algi-
sindan cok, toplumun geneli tarafindan
olusturulan bir uzlasiya (konsensis) da-
yanir. Toplumun ortak kabultyle sekille-
nen bu gerceklik, hem anlam tretiminde
hem de gelecege dair umutlari kurmada
islevsel bir rol oynar. insan, kendi arzula-
ri ve dislinceleriyle toplumsal gerceklik
arasinda bir denge kurmaya calismakta;
bu denge, davranislarinin ve yasamla
ilgili secimlerinin de temelini olustur-
maktadir. Bu nedenle gerceklik ilkesi ile

“gerceklik” arasinda dogrudan bir bag
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kurmak gerekir. ilke, bireyin kendini ve
cevresini algilama bigimini belirlerken,
gerceklik de bu ilkenin sinirlar iginde
tanimlanir. Ancak Baudrillard’a gore bu
bag ¢ozuliince gergekligin yerini kusur-
suz gostergeleri yani, simulakrlar ve ni-
hayetinde hipergerceklik almaktadir. iste
tam da bu noktada sorulmasi gereken
kritik soru sudur: “Simulakrlar nerede
gercegin yerini alamadi?”
DlslinGrimuze gore gerceklik
ilkesi, 1960’li yillarda k&kll bir dontsi-
me ugramis ve ¢okmustlr. Bu ¢okusle
birlikte artik gerceklik ile gerceklik ilke-
si arasinda dogrudan, glvenilir bir bag
kalmamistir. Bir baska deyisle, gerceklik
artik kendini dogrudan deneyim yoluyla
gostermez; temsiller, gortntuler ve ileti-
sim araglan araciligiyla dolayli bir bigim-
de gosterir. Baudrillard bu durumu soyle
aciklar: Ginumuzde gercekligi dogrudan
deneyimlemek yerine, onun imgeleri,
yansimalari ve yansitilmis simulasyon-
lari Gzerinden anlamlandirmaya c¢alisi-
yoruz. Gergeklik ilkesi ¢okiince iginde
yasadigimiz gerceklik evreni bir bakima
buharlasiyor ve yerini similasyon evre-
nine birakiyor. Baska bir deyisle gerce-
gin/gercekligin ici bos ve anlamsiz haline
birakiyor. Varligi hissedilemeyen gergek-
lik simllasyonunun goérintdlerini izle-
mekle yetiniyoruz. Bu baglamda, o6zel-
likle televizyon basta olmak lizere basin,
sinema, daha sonra ise internet ve dijital
medya, gercekligin yerini alacak bicimde
bir “aracihk” islevi géormeye baslar. 20.
ylzyilin ortasindan itibaren, gercgekligin
temsili ile gergekligin kendisi arasindaki

ayrim ortadan kalkar. iste bu noktada
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Baudrillard'in meshur kavrami devreye
girer: simllakr. Ancak burada énemli bir
ayrimi vurgulamak gerekir. Baudrillard’in
“gerceklik”ten kasti, yalnizca nesnel diin-
yanin maddi varlig degildir. Ornegin “bir
sandalyede oturmak”, “6niinde bir masa
ya da bilgisayar géormek” gibi somut de-
neyimler gercekligin bir dizeyini temsil
eder. Fakat Baudrillard’a gére bu diizey,
gercekligin en yalin ve indirgenmis bigi-
midir. Onun ilgilendigi esas mesele, bu
tlr somut nesnelerin 6tesinde, anlam,
deger, kiilttrel baglam ve toplumsal islev
tasityan daha genis bir gergeklik anlayisi-
dir.2 Gergekligin yerine gecen imgeler za-
manla ¢ig gibi blylyerek Sylesine cogalir
ki, artik onlarin yeniden canlandirdigi bir
gerceklik olup olmadigini bile anlamak
olanaksizdir. Bu durum, yalnizca gergek-
lige degil, ancak onunla birlikte var ola-
bilen illizyonu da bir son verir. Clnku
Baudrillard’a gore, gergeklik ilkesinin ge-
cerli oldugu bir evrende illizyon tiretmek
de mimkundur. Gergekligin varhgi kabul
edildiginde bir yanilsamadan, yani sanat
alanindan da s6z edilebilir. Sanat, bu
baglamda gerceklik ile illizyon arasinda
oynayan, bu ikisini karsi karsiya getiren
bir glictir. illiizyon, sanatin yarattigi te-
mel etkidir; tipki bir tablonun gerceklige
benzemesi ama ona tamamen karsi bir
diinya sunmasi gibi. Ancak simulasyon
evrenine gecildiginde durum degisir. Bu
evrende ne gerceklik kalir, ne de onun ya-

nilsamasi. ClnkG similasyon, zaten bir

gerceklige génderme yapmaz; yalnizca
kendi igsel dongistinde, kendini yeniden
Ureten imgelerle var olur. Bu baglamda
Baudrillard soyle der: “Simulasyon, illtiz-
yonun yerini almaz; illizyonu ortadan
kaldirir.”

Bu noktada sanatin tarihsel ko-
numu da radikal bir bicimde degisir. Ger-
geklik ve illizyon arasinda gidip gelen
sanatin, simulasyon ¢aginda sahip oldu-
gu gbérinimden baska bir seyi ifade et-
medigi, mevcut gerceklige dair hicbir sey
yansitmadigr goralar. Baska bir deyisle
sanat illizyon Gretme kapasitesini (ta-
mamen degilse bile) bliytk dlgtde yitirir.
Mevcut duruma ragmen Baudrillard’a
gore, sanat hala ¢ok blyuk bir illizyon
glicline sahip olabilir. Ne var ki, bu po-
tansiyel, ¢cogu zaman sanatin glncel
formlarinda agiga ¢cikmaz. Clnkl sanat
tarih boyunca hicbir zaman yalnizca ger-
cekligi yansitmayr amaglamamis; bunun
yani sira her zaman bir yanilsama (illGz-
yon) yaratma ¢abasi icinde olmustur. Sa-
natin glcl, tam da bu illizyon yaratma
kapasitesinden gelir cinkl amag, ger-
cegi/gercekligi yeniden Uretip sunmak
degil, onun etrafinda dolanmak, onu
carpitmak, bozmak ya da ironik bicimde
sahnelemektir. Yaptigi sira disi tanimla
Baudrillard illizyon/yanilsamanin nasil
bir seye benzedigini cok glizel bir sekilde

ifade eder:

“llliizyon/yanilsama  gercekligin
tersi olarak nitelendirilemez. Ciin-
ki illizyon goriinen gecekligin
tstiint ikinci ve ¢ok daha zekice
sayilabilecek baska bir gerceklik
katmaniyla kaplayarak o ilk ger-
ceklik gostergesinin ortadan kay-

bolmasini saglar.”

Buna gore illizyonun gergekligi
yok etme, onunla olan baglantisini ta-
mamen kopartma gibi bir amaci yokken,
simulasyon evrenine 6zgl simulakrlarin
gercekligin yerini almak yani, kendilerini
gercegin kendisi olarak dayatmak gibi bir
dertleri vardir. Boylesine igi bosalmis, an-
lamsizlagmis illizyon tretim kosullarinin
blyuk 6lclide yiprandigi bir evrende ¢ag-
das sanatgilar dinyanin anlamsizligini
s6zUm ona sanattan yararlanarak en az
onun kadar anlamsiz ve sikici bir sekilde
ifade etmektedirler. Baudrillard bu duru-
mu oldukga carpici bir ifadeyle 6zetler:
“Sanatcilar anlamsiz bir diinyada yasiyor
olabilirler, ancak asil sorun, bu anlamsiz-
g1 cok daha sikicr bicimlerde yansitma-
laridir.” Bu noktada Baudrillard, sanatin
similasyon evreninde sadece igerigini
degil, bir bakima islevini de yitirdigini
ima eder. Sanat, artik bir illiizyon oyunu
degil, sadece anlamsizligin, boslugun ya
da gosterilenden yoksun bos gosterenler
tekrarina déniismistiir. iste bu, sanatin
illizyon Gretme kapasitesinin saf disi bi-

rakilmasi anlamina gelir. Sanatin gergek-

2 Frangois L'Yvonnet'nin de sdyledigi gibi simtlasyon kurami bir varsayimdan ibarettir yoksa mevcut gercekligin kusursuz bir

yansimasi olmaya ¢alismaz. Baudrillard, mevcut diinya ya da gergekligin kuraminda ileri strdGgl dustincelerle 6rtistigini

iddia etmekten ¢ok icinde yasadigi evrenin hissettirdiklerini kendince tutarli bir sekilde ifade etmeye calisir.
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likle olan ahsveris iliskisi sona ermis, ye-
rini, kendi icine kapanarak simtlakrlarla
oyalanan bir dolagim diizenine birakmistir.

Yukaridaki tanim, sanatile illGz-
yon arasindaki iliskiyi kurmak agisindan
belirleyicidir. illizyonun etkileyici olabil-
mesi i¢in, dayandigi gercekligin dogru-
dan ve kati bir bicimde yeniden Uretilip,
sunulmamasi gerekir. Tam tersine, imge
ile gonderme yaptig gergeklik arasinda-
ki bag ne kadar gevsek ne kadar dolay-
It olursa, illizyonun gicl o denli artar.
Cunkd illazyon, gergekligi birebir kopya-
lamaz; onu dénustirir, yeniden bigim-
lendirir ve estetik bir diizleme tasir. Bu
noktada ozellikle figtratif plastik sanat-
larin tarihsel islevi dikkat cekicidir. Pers-
pektifin kesfiyle birlikte Bati resminde
ortaya ¢ikan Ug boyutlu anlatim, gercege
benzerlikle baglantilh bir illizyon uret-
mistir. Sanatgilar dogayi, insani, mekani
resmederken gercegi birebir kopyalamak
yerine onu glzellestirerek, bigim ve renk
uyumlariyla yeniden kurgulayarak sun-
muslardir. Yani, sanat gercek dinyayi
model alir, fakat onu salt (yeniden uret-
mek) yansitmak yerine yeniden insa eder.
illizyon bu yeniden (kompozisyon) insa
slirecinde ortaya cikar: izleyici, tanidig
bir mekani ya da nesneyi resimde gordi-
ginde, onun tanidik ama ayni zamanda
daha glizel, daha duzenli, daha estetik
ama basgka bir versiyonuyla karsilasir.
Dolayisiyla Baudrillard’a gére illizyon ile
gerceklik arasindaki iligki koparilmama-
hdir. Cunkl sanat glictni illizyondan
alir. Gergekligi tamamen silmeden, onun
izlerini tagsiyan ama onu asan bir goste-

rim duzlemi kurar. Similasyon ¢aginda

coken gerceklik ilkesiyle birlikte sanat bu
illizyon yaratma o6zelligini kaybetmeye
baslar.

Baudrillard’a gére sanat, 6zellik-
le 20. ylzyihn baslarina kadar illizyon
Uretme glicinl korumustur. Bu dénem-
de ortaya ¢ikan bazi non-figlratif ve so-
yut girisimler, ilk basta belli bir estetik
ve dlistinsel nitelige sahip gorinseler de
zamanla kendi kendilerini tekrar eden
bos bigcimsel oyunlara déntsmuslerdir.
Baudrillard bu dontisiimi “sanatin kendi
kendiyle oyalanmasi” olarak ifade eder.
Sanat artik diinyayla, gerceklikle, izleyi-
ciyle kurdugu o 6zgin iliskiyi blylk 6l-
clde yitirmistir. Bu baglamda, sanatin
artik illlizyon tGretmekten ¢ok uzak, ken-
dine kapali bir alana dénlstiGgini be-
lirtir. Figlratif sanatin klasik 6rneklerin-
de — drnegin bir manzara resminde, bir
portrede — hem sanat dlinyasi hem de
izleyici, bu eserin bir sanat nesnesi oldu-
gunu kolayca kabul eder. Ctiinkl burada
hem bicimsel hem de tematik diizeyde,
gerceklikten beslenen ama onu asan bir
estetik d6nlisiim s6z konusudur. Baud-
rillard’a gére sanatin asal gorevi budur.
Bu sanat mesafe bilinci (sanat eserini
degerlendirip/ yorumlama sireci), aura,
biriciklik, 6zglinltk, vs 6zelliklere sahip-
ken cagdas sanat s6z konusu oldugun-
da durum degisir. Baudrillard, “Bu bir
sanat eseri midir?” sorusuna artik ko-
lektif bir yanit verilemedigini vurgular.
Cunkul gagdas sanat nesnesi, dlinyayla
olan tim baglantilarini koparmis, adeta
antropolojik bir nesneye, yani yalnizca
zihinsel ve teorik diizlemde islev goren

bir simgeye déntismustir. Bunun somut
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bir 6rnegi, siradan nesneleri ben dedim
oldu yaklasimiyla sanat nesnesine cgevi-
ren Duchamp’dir. Bagka bir deyisle sanat
kavramiyla uzak yakin higbir iliskisi ol-
mayan bir nesnenin sihirli bir dokunusla
sanat eserine donusturilmesi tiriinden
akildisi bir yaklagim. insanin Urettigi her
nesne antropolojik bir 6zellige sahip ol-
dugundan burada herhangi bir nesne-
nin/seyin sanat eseri olarak adlandiril-
masi zihinsel bir kabulle iligkilidir, zira
bu nesneye sahip ¢ikan konuya hakim
insanlar, sanatsal sureg, tarih, estetik,
kurumsallik, isleyis, yaraticilik, 6znellik,
6zglnllk, vs ‘yi bilingli bir sekilde disla-
mislardir. Bu kopusun sonucunda sanat
artik ne bir illizyon yaratabilir ne de ger-
ceklikle anlamh bir iliski kurabilir (Bkz,
“Sanat dinyasinin kurdugu komplo”).

Baudrillard, sanatin

cagdas
geldigi bu noktayr oldukga sert bir dil-
le elestirir: “Sanat, artik kendi varhgmni,
kendi yoklugu Uzerinden sirdlirmeye
calisiyor”. Gergeklikten kopmus, izleyi-
ciyle bag kuramayan ve sadece sanat
kurumlar tarafindan anlam yuklenen
bir “sey” artik sanat olarak adlandiriliyor
der.

Jean Baudrillard, sanatin simG-
lasyon evreninde gegirdigi dontstmleri
anlamak icin en ¢ok basvurdugu alan-
lardan birinin sinema oldugunu belirtir.
Onun igin sinema, tipki plastik sanatlar
gibi, gegmiste illizyon yaratma gliciine
sahip olan ¢ok 6nemli bir aractir. Hatta
belki de bu glicti en yogun bicimde ta-
slyan sanatsal aragtir. ClUnkl sinema,
dogrudan goze hitap eden, hareketin ve

zamanin yeniden Uretildigi goérsel bir dil-
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yetisidir. Baudrillard, sinemanin illizyon
yaratma kapasitesini dncelikle teknolojik
isleyisinden hareketle tanimlar. Saniyede
24 kare/imgenin ardi ardina gosterilme-
siyle, duragan kareler bir “hareket” yanil-
samasi yaratir. Bu teknik illizyon, izleyi-
cinin karsisindaki bembeyaz perdeyi bir
anda canli kanli bir diinyaya dontsturdar.
Bu perde Ustiinde insanlar yurir, konu-
sur, birbirini sever, 6lur... Yani bir gercek-
lik duygusu olusturulur ama bu gercek-
lik, dogrudan bir yanilsamadir. Ugsuz
bucaksiz gerceklik evreninin iginden
cekilip alinan olaylar gercege benzer bir
sekilde yeniden uretilip, kurgulanip, bir
Sykiye dénistirilerek sunulur. Oykili
film adli mikrokozmos, gergeklik evreni
adli makrokozmosun inandiricr bir yan-
simasi=yanilsama olmaya ¢alisir.
Baudrillard i¢in asil mesele zaman iginde
illizyon asamasindan simulakr Cretim
asamasina gecen sinemadir. Ozellikle
1980’lerden itibaren, sinema, (modern
toplumlar baglaminda) — Hollywood
basta olmak UGzere — illizyonla baglan-
tili olan gergekligi yeniden tretmeyi bi-
rakarak hiper-gercekgi dykdler Gretmeye
baslamistir. Filmler, gergeklikten daha
gercek gorlinmeye basladikga, seyircinin
dusuinsel ya da duygusal katihmi orta-
dan kalkmakta; bu da sinemayi illtizyon
araci olmaktan cikarip, salt bir gosteri
nesnesine dontstirmektedir.
Baudrillard burada bazi yénet-
menlere dzel elestiriler yoneltir. Ornegin,
Martin Scorsese gibi ydnetmenlerin, her
detayin kusursuz oldugu filmler yaparak
seyirciye yalnizca “izleme” gorevi verdik-

lerini sdyler. Bdyle bir sinema anlayisi,

goruntd, ses, kurgu, gecis ve estetik an-
laminda mikemmellik ugruna seyircinin
hayal glictinii tamamen disarida birakir.
Bu durum Baudrillard’a gore sinemanin
ruhunun yitirilmesidir. Oysaki asil deger-
li olan, seyircinin hayal gliclint harekete
geciren sinemadir. Alman disavurumcu
sinemasi buna gtizel bir 6rnektir: dekor-
larin ahsap ya da kartondan olusmasi,
golge-1sik oyunlariyla baska anlamlar
kazanmasi, gergegi oldugu gibi degil, d6-
nlstlrerek yansitmasi... Bunlarin hepsi,
illizyon yaratmayla ilgilidir. Baudrillard’a
gore bir sinema filmi, “gerceklige” dair ne
kadar az ipucu verirse, seyirciyi o kadar
cok “disiinmeye ve katilmaya” zorlar.
Cunkd illGzyon, yalnizca bir “géz aldan-
mas1” degildir; gercekligin zekice ve es-
tetik bicimde dénustlrilmesi ile olusur.
Bu nedenle, Matrix gibi filmleri de eles-
tirir. Ornegin, “Matrix Reloaded” gibi bir
filmde kullanilan binlerce gorsel efektin
(trik), filmin bir goérsel bombardimana
dénlismesine neden oldugunu ve bunun
artik bir filmden ¢ok bir bilgisayar oyu-
nuna benzedigini belirtir.

Baudrillard’in  fotograf konu-
sundaki gorusleri ise daha ikirciklidir.
Oncelikle (dijital olmayan) fotografi, si-
nema gibi, teknolojik bir yeniden tretim
araci olarak gorir. Bu yonuyle onu klasik
sanat bicimleriyle ayni dizleme yerles-
tirmez. Fotograf, bir makine yardimiyla
uretilir; dolayisiyla insani midahalenin,
yorumun, dénlsimin c¢ok daha sinirli
oldugu bir alandir. Bu noktada Roland
Barthes’in GnlG Punctum kavramina da
mesafelidir. Barthes, bir fotografin izleyi-

cide duygusal ya da ruhsal bir “carpma”
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etkisi yarattigini soylerken, Baudrillard
buna karsi gikar. Ona goére fotografin
degeri, izleyiciyi anlamdan arindiran bir
duzlemle ilintilidir. Gergekligi estetize
etmeyen, “oldugu gibi” gdsteren, seyir-
ciden anlam ¢ikarmasini beklemeyen fo-
tograflar, bazen bir illizyon glicli tasiya-
bilir. Ama bu, sanatsal degil, paradoksal
bir sadelikten dogar.

Baudrillard i¢in sanatin, sinema-

nin ve fotografin degeri onlarin illizyon
yaratma kapasitelerinde yatar. Ancak bu
illizyon, gercegi daha gercek gibi goster-
mek degil, gerceklikle ilgili ipuglarini za-
yiflatarak seyircinin katilimini gerektiren
yeni anlamlar yaratmak anlamina gelir.
Bu da ancak, gosterilen ile gerceklik ara-
sindaki bagin zayif, esnek ve yorumlana-
bilir olmasiyla mamkutndir. Aksi halde,
similasyon evreninin kusursuz gorin-
tlleri icinde artik sanat olmayan sanat,
sadece bos bir imgeler tekrarindan iba-
ret bir seye dontsur. Buna gore fotograf
sadece bir fotograftir diyerek onu bildik
anlamda bir sanat olarak gérmedigini
belirtir.
Baudrillard’a, Japonya’ya yaptigi seyahat
sirasinda bir fotograf makinesi hediye
edilir. O giinden sonra elinden diislirme-
digi makinesiyle fotograflar ceker. Baud-
rillard’in gektigi fotograflarda insan figl-
rine nadiren rastlanir. Kendi bedeninin
aynadan yansiyan gérintlist disinda,
gogunlukla insanin yer almadigl, sessiz,
neredeyse terk edilmis mekan gorintule-
ri sunar. Bu tercih tesadufi degildir.

Baudrillard’a gore, fotograf bir
estetik nesne ya da sanat eseri Uretmek-

ten ¢ok, diinyanin temel illizyon giicline
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taniklik etmemizi saglayan bir aragtir.
Ona goére dlinya, insan 6ncesinde “radi-
kal bir illizyon glictine” sahiptir. Bu glg,
doganin saf varolus haliyle insan igin bi-
ylleyici ve agiklanamaz bir evren olus-
turdugu fikrine dayanir. insan, diinyaya
ilk adim attiginda, onu timuyle dogals-
th glglerin etkisinde sekillenen bir alan
olarak algilamistir. iste bu “antropolojik
illizyon”, yani insanin dinyayi baydlt
bir gerceklik olarak algilama aliskanli-
g1, modern ¢agda tim gergeklik-tGretme
teknolojilerine (fotograf, medya, dijital
goruntler) karsin tam olarak kaybolma-
mistir. Baudrillard bu durumu su sekilde
ifade etmeye calisir: “Dlinya hala insani
bastan ¢ikaran bir gtizellik tasiyor — onu
yok saymamiza ragmen.” Fotografla yap-
maya calistigl sey de tam olarak budur:
Dlinyanin bu bastan cikarici, baytleyici
parcasinin kendiliginden ortaya ¢ikma-
sina aracilik etmek. Ancak burada ¢ok
6nemli bir vurgu vardir: Bu pargayi 6zne
olarak ben bulmuyorum, der Baudrillard.
Fotografi olusturan, kadraji belirleyen
sey, benim estetik se¢cimim degil; nesne-
nin kendisinin ortaya ¢tkma arzusudur.
Bu ylizden Baudrillard’in fotograflarinda
dramatik bir sahne kurmak ya da anlati
yaratmak yerine, diinyanin kendi sessiz-
ligi icinde “gorintinin kendini sunma-
s1” beklenir. Ornegin, su icinde ylizen
bir arabanin kapisinin fotografi, onun
gozinde sadece terk edilmislik degil,
diinyanin anlamdan bosalmis haliyle bile
hala bir illizyon yayabildigini gosterir

(Gorsel 1). Bu bir gerceklik tasviri degildir.

Gorsel 1: Jean Baudrillard, Saint Clement, 1987

Ona gore fotograf bir 6znenin
estetik secimiyle, sanatsal iradesiyle ya
da anlati yaratma ¢abasiyla ilgili bir sey
degildir. Tam tersine, fotografi ceken kisi
o anda 6znelligini kaybeder. “Bu gérinti
bana gel ve fotografimi ¢ek dedi.” ifadesi
Baudrillard’in fotografa ylkledigi felsefi
anlamin merkezindedir. Burada nesne,
edilgen degil, etkin bir varliktir. Gérin-
tilenmek ve kaydedilmek isteyen nesne
dikkat cekmeye calisir. Ozne/fotografi
ceken kisi iradesiyle degil, bu ¢agrinin
etkisiyle harekete gecer. Bu noktada,
Baudrillard icin fotograf ¢cekmek bir tir
bastan c¢ikarilma deneyimidir: “Nesne
beni bastan cikariyor ve ben ona teslim
oluyorum.”. Bu baglamda fotograf ¢eken
kisi, bir sanatgi ya da yorumlayici degil,
nesnenin iradesine boyun egen bir arag-
tir/aracidir. Bu anlayis dogrultusunda fo-
tograf demek, neredeyse kendi kendinin
goruntlsinl (6zneyi kullanarak) kayde-
den nesne demektir.

Baudrillard’in  fotograf anlayi-
sinda bakilan nesnenin imgesi pasif bir
goruntl  degildir. Fotograf c¢ekiminin
kosulu, gorintinin fotografciyr bastan

¢tkarmasidir. “Fotografi ben ¢ekmedim;
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o nesne bana fotografini ¢ektirdi.” anla-
yisi fotografcinin 6zne olarak mutlak ko-
numunu yikar. Gorantisini gektirmek
isteyen nesne ¢agirir, davet eder, bastan
gikarir. Fotograf ise cazibesine karsi ko-
nulamayan nesneye boyun egmenin so-

mut karsiligidir.

Gorsel 2: Jean Baudrillard, Luxembourg, 2003

Parkta iki bos sandalye 6rnegi tam da
bu anlayisin gorsel bir karsiligidir (Gor-
sel 2). Baudrillard’in amaci gergeklige ait
bir parcanin imgesini yeniden Uretmek
ve bu imgenin sahip oldugu igerik ya da
anlam degildir. Onun ilgisini ceken sey
bu iki bos sandalyenin ima edip agikla-
madigi sirdir: “Birileri az 6nce buradaydi.
Bunlar kimdi? Ne konustular? Nereye git-
tiler?” Bu agidan fotografik imge iste bu
agtklamasi yapilamayan sirri yansitmak-
tadir. Bastan c¢ikartici olan duslince ya
da duygu ise bu sirrin fotografini gekme

firsatini yakalamis olmaktir.
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Gorsel 3: Jean Baudrillard, Venice, 1989

Duvara disen golge 6rnegi (Goérsel 3) Ba-
udrillard’in kuramsal distince evrenine
ait temel kavramlardan biri olan simtlak-
rin bir tur gorsellestirilmis yansimasi gi-
bidir. Duvara golgesi dlisen kisi (bilenler
icin) Jean Baudrillard’dir. Daha 6nce in-
san fotografi cekmedigini belirten disu-
nir-fotografcimiz burada gercekten de
bir insan fotografi degil, duvara yansiyan
kendi golgesinin fotografini ¢ekmekte
olan J. Baudrillard’in deklansore bastig
ani tespit etmektedir. Burada gergegin
yerini alan godlge/yansima/gorintiy/si-
milakr bize onun J. Baudrillard oldugu-
nu sdylemektedir. Bir bakima simulakr
gerceginin yerini almis gibidir. Deyim ye-
rindeyse Baudrillard kendi similakrinin
fotografini cekmistir.

Ornegin, Chicago’da cekilmis bir
baska fotografinda bir duvar resmi vardir
(Gorsel 4). O duvarin 6ntnde ise 6zellik-

le biri 6n plana ¢ikan park etmis araglar

Gorsel 4: Jean Baudrillard, Venice, 1987

vardir. Fotografin gekildigi yerden uzakta
gorulen binalar vardir. Ancak, bu fotog-
raf herhangi bir sehirdeki binalari yan-
sitmaktan fazlasini yapar. Baudrillard
burada gercekligin (nesne-mekéanin Gret-
tigi gbéz yanilsamasi yani illizyonu ya-
kalamistir. Bu dussel bir imgeye benzer.
Duvar resmi ve gercek nesneler (6rnegin,
otomobiller) birbirlerine karismistir. Ger-
cek nesneler ve uzaktaki gercek binalar
duvar resminin bir pargasi, uzantisi gibi
algilanmaktadir. Ortanin saginda kalan
cizgiye dikkat ettiginizde, sol tarafin re-
sim, sag tarafin ise gercek oldugunu go-
rarstiniiz. Ancak goézler bu farki hemen
kapatir; beynimiz eksik bilgiyi tamamlar
ve iki farkh gercekligi tek bir bittin olarak
algilar. Gergekle imge birbirine karistigin-
dan, neyin imge neyin gercek oldugunu
anlamak zorlasir. Gergekligi yeniden Gre-
ten bir arag olarak bilinen fotograf bura-

da gerceklikten yararlanarak bir illizyon
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Gretir. Baudrillard'in deyisiyle burada
gerceklik kendisine degil gosterdiginden
baska bir seye benzer. imge oldugu yer-
de degismeden duran Dlnyayi, degisik
ve bastan gikartici bir sekilde sunar. Bu
fotograf yukarida tanimini yaptigi illtz-
yonun birebir yansimasi gibidir.
Baudrillard bu illizyonun bas-
ka bir bigcimini Pekin Operasi'ndan bir
ornekle de anlatir. Sahnede iki erkek do-
viismektedir. izleyici sadece bu iki kisi-
nin hareketlerine bakar, ancak zihninde
hizla akan bir nehir Gzerindeki sali, dal-
galari ve hatta silahlari hayal eder. Oysa
sahnede ne sal vardir, ne nehir, ne de ger-
gek bir silah. Bunu “saf illizyon” olarak
tanimlar. Gergek fiziksel nesneler yoktur
ama hareketler sayesinde bu nesneleri
yaratan zihin sanki orada bir dévus izle-
digini hisseder.
Ozetle fotografin amaci anlam Gretmek
yadaanlamliolanlailgilenmek degil, bas-
tan gikartici bir yere benzeyen diinyanin
ktigiiclk bir pargasini yansitabilmektir.
Bu yluzden Baudrillard’in fotografla kur-
dugu iliski, klasik anlamda bir sanatginin
ya da estetik 6znenin gértntiyle kurdu-
gu iliskiye benzemez. Fotograf cekerken
baskalarinin aksine bir “yaratici 6zne”
gibi davranmaz. Deklansore bastigi anda
6zne olarak ortadan kayboldugundan ve
tam da o anda nesnenin 6n plana ¢ikti-
gindan s6z eder. Sanki nesne kendi ken-

dinin imgesini ¢ekiyor der.
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Yaptigl bu ve baska agiklamalar
dogrultusunda Baudrillard, fotografin
sanat olmadigini distindigini agik¢a
dile getirir. Ancak buna ragmen ona fo-
tograf sergileri actirilmis, adeta bir sa-
natgi gibi sahneye ¢ikariimak istenmistir.
Bu durum, onun modern sanata yonelik
elestirel tavrini gérmezden gelen (biling-
li) bir yanhs anlamayla ilgilidir. “Benim
dislincelerim birer deneme. Kabul eder-
siniz ya da etmezsiniz. O sizin bilecegi-

niz bir sey” der.
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THE PLACE OF ART IN JEAN BAUDRILLARD’S
ORIGINAL THOUGHT UNIVERSE

Prof. Dr. Oguz ADANIR

“lllusion/delusion cannot be characterized as the opposite of reality. Because illusion covers the

visible reality with another layer of reality that can be considered second and much more clever,

causing the first reality indicator to disappear.”

Jean BAUDRILLARD

French philosopher and sociologist Jean
Baudrillard, who possesses a unique in-
tellectual universe, utilizes his own dis-
tinctive terminology to construct this
original intellectual universe. Baudrillard
has expressed his thoughts on all areas
of life primarily through this termino-
logy. This terminology is also valid for
the field of art because of all the words
and expressions in are interconnected.
The reason for this is that the four main
categories of social life -society, politics,
economy, and culture- are interconnec-
ted. Accordingly, a certain consistency
is required for ideas put forward in one
area to be valid in other areas as well.
Therefore, it can be very challenging for
the reader to grasp Baudrillard’s termi-
nology well and understand what he is
saying. At this point, it would be quite
useful to start from a principle of reality
that does not seem directly related to the
field of art but whose deep connection
we can understand.

First and foremost, it is impor-
tant to note that Jean Baudrillard did not

have a personal issue with art; however,

his critiques of art raise radical ques-
tions about the nature and function of
contemporary art. Baudrillard acknow-
ledges the artistic merit of works pro-
duced from the Renaissance to the 20th
century -particularly in the context of
plastic arts, and more specifically pain-
ting- but notes that these works were
generally perceived as craft products du-
ring the periods in which they were cre-
ated. However, he points out that many
works produced today and often presen-
ted as “works of art” are treated as such
despite having no real connection to the
artistic depth and aesthetics of the past.
Baudrillard takes a relatively more posi-
tive approach to fields such as photog-
raphy and cinema. The reason for this is
that he believes these media have not yet
completely lost their capacity to create
illusions. According to Baudrillard, the
ability to create illusions is fundamental
to art. Even in today’s digitalized world
of simulation, it is still possible to produ-
ce illusions to a certain extent. He even
argues that the understanding of plastic
arts, which was thought to have come to

an end, can regain its former power of il-

lusion today. In this respect, Baudrillard
questions the transformations that art
has undergone, not so much as an ex-
pert but rather as an intellectual, rather
than completely rejecting it.

When approaching Baudril-
lard’s intellectual universe, it is impor-
tant to note that he began with the
principle of reality but gradually ques-
tioned and transformed this principle
over time. In this process of transfor-
mation, illusion, or the phenomenon of
deception, becomes a central concept.
According to Baudrillard, illusion is not
merely a problem of perception but
also a fundamental issue concerning
the nature of reality. Although his ideas
seem to carry a general sense of uncer-
tainty, this uncertainty is not random
but a conscious choice. In his view, the
world is already ontologically uncerta-
in; therefore, the only way to represent
or understand this world is to express
uncertainty with uncertainty. Reality is
no longer a relatively unchanging and
objective category (depending on the
circumstances), but has been replaced

by something that is constantly in mo-

1 The generalizations made here mostly apply to societies (especially those referred to as early or early modern societies) that,

according to Baudrillard, lost their universe of reality when the principle of reality collapsed.

XXXII



v gy =\

SANATIN RITMI

IV. ULUSLARASI SANAT SEMPOZYUMU | 4™ INTERNATIONAL ART SYMPOSIUM

tion, plural, and simulated. In line with
these thoughts, the principle of reality is
also questioned.

| also addressed Baudrillard’s
criticisms of this principle and the afo-
rementioned framework of uncertainty
in an article | published in the Interna-
tional Journal of Baudrillard Studies in
2007. The same year, the Turkish ver-
sion of this article was also published
in Birikim magazine. This study focuses
particularly on the relationship between
the principle of reality and artistic repre-
sentation, and how this representation
is transformed in the simulated universe.

In my article titled “Where Si-
mulacra Could Not Replace Reality,” |
started from the principle of reality, one
of the fundamental concepts that guide
Jean Baudrillard’s thinking. According to
Baudrillard, this principle is the corners-
tone of the modern individual’s effort to
make sense of the world they inhabit.
However, this principle begins to beco-
me seriously ambiguous, particularly
from the mid-20th century onwards.
This ambiguity is not random; for Ba-
udrillard, the world we live in is already
shrouded in ambiguity. Therefore, as
mentioned earlier, this uncertainty can
only be expressed in an uncertain man-
ner. This “blurring” or ‘ambiguity’ in his
thought appears to be quite appropriate
to the nature of the postmodern conditi-
on, yet it is fundamentally different. For
example, postmodern thought does not
seem to be particularly interested in Ba-
udrillard’s “principle of reality” (perhaps

for ideological reasons?).

The principle of reality begins to be qu-
estioned when humans become aware
of their relationship with both their inner
world and the outside world. On the one
hand, humans live in a “world of reality”
shaped by the events and phenomena
they encounter in their daily lives, whi-
le on the other hand, they carry within
themselves a second “inner world” wo-
ven with hopes, desires, fears, and ex-
pectations. These two worlds—objective
reality and subjective experience—often
do not overlap. It is this awareness that
forms the basis of the principle of reality:
humans must accept that what they feel
is not always the same as what they en-
counter. According to Baudrillard, this
principle of reality remained valid until
the 1960s. During this period, individu-
als could position themselves within the
social, political, economic, and cultural
order using certain references. The prin-
ciple of reality is a norm that regulates
individuals’ practices of living, becau-
se the values generally accepted by the
social system are shaped around this
principle. Thoughts, behaviors, and col-
lective hopes are constructed within the
framework of this principle. However, it
is important to emphasize that the prin-
ciple of reality is not an individual but a
collective concept. Reality is based on a
consensus formed by society as a whole
rather than on the individual’s personal
perception. This reality, shaped by the
common acceptance of society, plays a
functional role both in the production of
meaning and in building hopes for the

future. Humans strive to establish a ba-
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lance between their desires and though-
ts and social reality; this balance forms
the basis of their behavior and life cho-
ices. Therefore, it is necessary to estab-
lish a direct link between the principle of
reality and “reality.” The principle deter-
mines how individuals perceive themsel-
ves and their environment, while reality
is defined within the boundaries of this
principle. However, according to Baudril-
lard, when this connection is severed, re-
ality is replaced by perfect signs, namely
simulacra, and ultimately hyperreality. It
is precisely at this point that the critical
question must be asked: “Where have si-
mulacra failed to replace reality?”
According to our thinker, the
principle of reality underwent a radical
transformation in the 1960s and collap-
sed. With this collapse, there is no lon-
ger a direct, reliable link between reality
and the principle of reality. In other wor-
ds, reality no longer reveals itself directly
through experience; it reveals itself indi-
rectly through representations, images,
and communication tools. Baudrillard
explains this situation as follows: Today,
instead of directly experiencing reality,
we try to make sense of it through its
images, reflections, and simulated rep-
resentations. When the principle of rea-
lity collapses, the reality we live in, in a
sense, evaporates and is replaced by a si-
mulated reality. In other words, it leaves
reality/truth hollow and meaningless.
We content ourselves with watching the
images of a simulation of reality that
cannot be felt. In this context, the media,

cinema, and later the internet and digital
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media begin to function as an “interme-
diary” that replaces reality, particularly
television. From the mid-20th century
onwards, the distinction between the
representation of reality and reality itself
disappears. This is where Baudrillard’s
famous concept comes into play: the
simulacrum. However, it is important to
emphasize a crucial distinction here. Ba-
udrillard’s notion of “reality” does not re-
fer solely to the material existence of the
objective world. For example, concrete
experiences such as “sitting on a chair”
or “seeing a table or computer in front of
you” represent one level of reality. Howe-
ver, according to Baudrillard, this level is
the simplest and most reduced form of
reality. The main issue he is concerned
with is a broader understanding of rea-
lity that goes beyond such concrete ob-
jects and encompasses meaning, value,
cultural context, and social function.
Images that replace reality grow expo-
nentially over time, multiplying to such
an extent that it becomes impossible to
discern whether they are recreating re-
ality or not. This situation puts an end
not only to reality but also to the illusion
that can only exist alongside it. Because,
according to Baudrillard, it is possible
to produce illusion in a universe where
the principle of reality is valid. When the
existence of reality is accepted, one can
also speak of anillusion, that is, the field

of art. In this context, art is a force that

plays between reality and illusion, brin-
ging the two into confrontation. lllusion
is the fundamental effect created by art;
just as a painting resembles reality but
presents a world completely opposed to
it. However, when we enter the simula-
tion universe, the situation changes. In
this universe, neither reality nor its illusi-
onremains. Because simulation does not
refer to any reality; it exists solely within
its own internal cycle, reproducing itself
through images. In this context, Baudril-
lard states: “Simulation does not replace
illusion; it eliminates it.”

At this point, the historical posi-
tion of art also changes radically. It beco-
mes apparent that art, which oscillates
between reality and illusion, does not
express anything other than its appea-
rance in the age of simulation and does
not reflect anything about the current
reality. In other words, art loses (if not
entirely, then to a large extent) its capa-
city to produce illusion. Despite the cur-
rent situation, according to Baudrillard,
art can still have a great power of illusi-
on. However, this potential is not often
revealed in the current forms of art. This
is because art has never aimed solely to
reflect reality throughout history; it has
always been an effort to create an illu-
sion. The power of art comes precisely
from this capacity to create illusion, be-
cause the aim is not to reproduce and

present reality, but to circle around it,

distort it, disrupt it, or stage it ironically.
With his extraordinary definition, Baud-
rillard beautifully expresses what illusi-
on is like:

“lllusion/delusion cannot be
described as the opposite of reality. This
is because illusion covers the visible re-
ality with another layer of reality that
can be considered secondary and much
more sophisticated, causing the first
sign of reality to disappear.”

Accordingly, while illusion has
no aim of eliminating reality or comp-
letely severing its connection with it,
simulacra specific to the simulation
universe have the concern of replacing
reality, that is, imposing themselves as
reality itself. In such a universe where
the conditions for producing illusions
have been largely eroded, contemporary
artists express the meaninglessness of
the world in a manner that is at least as
meaningless and tedious as the world
itself, supposedly through art. Baudril-
lard summarizes this situation quite stri-
kingly: “Artists may live in a meaningless
world, but the real problem is that they
reflect this meaninglessness in even
more boring ways.” At this point, Baud-
rillard implies that art has lost not only
its content but also, in a sense, its func-
tion in the simulated universe. Art is no
longer a game of illusion but has become
a repetition of meaninglessness, empti-

ness, or empty signifiers devoid of what

2 Frangois L'Yvonnet'nin de sdyledigi gibi simtlasyon kurami bir varsayimdan ibarettir yoksa mevcut gercekligin kusursuz bir

yansimasi olmaya ¢alismaz. Baudrillard, mevcut diinya ya da gergekligin kuraminda ileri strdGgl dustincelerle 6rtistigini

iddia etmekten ¢ok icinde yasadigi evrenin hissettirdiklerini kendince tutarli bir sekilde ifade etmeye calisir.
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is signified. This signifies the exclusion
of art’s capacity to produce illusion. The
exchange relationship between art and
reality has come to an end, replaced by a
circulation system that closes in on itself
and plays with simulacra.

The above definition is decisive
in establishing the relationship between
art and illusion. For illusion to be effecti-
ve, the reality on which it is based must
not be reproduced and presented in a di-
rect and rigid manner. On the contrary,
the looser and more indirect the conne-
ction between the image and the reality
it refers to, the greater the power of the
illusion. This is because illusion does not
copy reality one-to-one; it transforms it,
reshapes it, and transfers it to an aest-
hetic plane. At this point, the historical
function of figurative plastic arts is par-
ticularly noteworthy. The three-dimen-
sional representation that emerged in
Western painting with the discovery of
perspective produced an illusion conne-
cted to similarity to reality. Artists, when
depicting nature, humans, and space,
did not copy reality one-to-one, but rat-
her presented it by beautifying it and
reconstructing it with harmony of form
and color. In other words, art takes the
real world as its model, but rather than
simply reflecting it (reproducing it), it
reconstructs it. lllusion emerges in this
process of (compositional) reconstructi-
on: when the viewer sees a familiar place
or object in a painting, they encounter a
version of it that is familiar but also more
beautiful, more orderly, more aesthetic,

yet different. Therefore, according to

Baudrillard, the relationship between il-
lusion and reality should not be severed.
Because art derives its power from illusi-
on. It establishes a plane of representa-
tion that carries traces of reality without
completely erasing it, but transcends it.
With the collapse of the principle of rea-
lity in the age of simulation, art begins to
lose its ability to create illusion.
According to Baudrillard, art
retained its power to produce illusions,
especially until the early 20th century.
Some non-figurative and abstract initia-
tives that emerged during this period ini-
tially appeared to have a certain aesthe-
tic and intellectual quality, but over time
they turned into empty formal games
that repeated themselves. Baudrillard
describes this transformation as “art
playing with itself.” Art has largely lost its
unique relationship with the world, with
reality, and with the viewer. In this con-
text, he points out that art has become a
closed field, far removed from the produ-
ction of illusion. In classic examples of
figurative art—such as a landscape pain-
ting or a portrait—both the art world and
the viewer readily accept that the work
is an object of art. This is because, on
both a formal and thematic level, there is
an aesthetic transformation that draws
on reality but transcends it. According
to Baudrillard, this is the primary func-
tion of art. While art possesses charac-
teristics such as distance consciousness
(the process of evaluating/interpreting a
work of art), aura, uniqueness, origina-
lity, etc., the situation changes when it

comes to contemporary art. Baudrillard
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emphasizes that it is no longer possib-
le to give a collective answer to the qu-
estion, “Is this a work of art?” Because
the contemporary art object has severed
all its connections with the world, it has
become an anthropological object, that
is, a symbol that functions solely on the
mental and theoretical plane. A concrete
example of this is Duchamp, who turned
ordinary objects into art objects with
his “I said it was art” approach. In other
words, it is an absurd approach in which
an object that has no connection what-
soever with the concept of art is trans-
formed into a work of art with a magical
touch. Since every object produced by
humans has an anthropological chara-
cteristic, the designation of any object/
thing as a work of art is related to a men-
tal acceptance, as the people who claim
ownership of this object have consci-
ously excluded the artistic process, his-
tory, aesthetics, institutionalism, functi-
oning, creativity, subjectivity, originality,
etc. As aresult of this disconnect, art can
no longer create anillusion or establish a
meaningful relationship with reality (see
“The Conspiracy of the Art World”).
Baudrillard criticizes contem-
porary art’s current state in harsh terms:
“Art now attempts to sustain its own
existence through its own absence.” He
argues that something that has become
detached from reality, unable to connect
with its audience, and only given mea-
ning by art institutions is now called art.
Jean Baudrillard notes that ci-
nema is one of the areas he draws on

most to understand the transformations
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art has undergone in the world of simu-
lation. For him, cinema, like the plastic
arts, is a very important tool that once
had the power to create illusion. Perhaps
it is even the artistic tool that carries this
power most intensely. Because cinema is
avisual language that directly appeals to
the eye, where movement and time are
reproduced. Baudrillard defines cine-
ma’s capacity to create illusion primarily
through its technological functioning.
By displaying 24 frames/images per se-
cond in succession, static frames create
an illusion of “movement.” This techni-
cal illusion instantly transforms the whi-
te screen in front of the viewer into a li-
ving, breathing world. People walk, talk,
love each other, and die on this screen...
In other words, a sense of reality is cre-
ated, but this reality is a direct illusion.
Events extracted from the boundless
universe of reality are reproduced in a
manner resembling reality, constructed,
and presented as a narrative. The micro-
cosm known as the narrative film strives
to be a convincing reflection—an illu-
sion—of the macrocosm known as the
universe of reality.

For Baudrillard, the main issue
is cinema, which has transitioned from
the stage of illusion to the stage of simu-
lacrum production over time. Especially
since the 1980s, cinema (in the context
of modern societies) — Hollywood in par-
ticular — has begun to produce hyper-re-
alistic stories, abandoning the reproduc-
tion of reality associated with illusion. As
films began to appear more real than re-

ality itself, the audience’s intellectual or

emotional engagement diminished; this
transformed cinema from an instrument
of illusion into a mere object of spectacle.
Baudrillard directs specific criti-
cism at certain directors here. For examp-
le, he says that directors such as Martin
Scorsese make films in which every deta-
il is flawless, giving the audience only the
task of “watching.” Such an understan-
ding of cinema completely excludes the
audience’s imagination in the pursuit of
perfection in terms of image, sound, edi-
ting, transitions, and aesthetics. Accor-
ding to Baudrillard, this is a loss of the
spirit of cinema. However, what is truly
valuable is cinema that stimulates the
viewer’s imagination. German expressio-
nist cinema is a fine example of this: sets
made of wood or cardboard, shadow-li-
ght plays that take on other meanings,
reflecting reality not as it is but as it is
transformed... All of these are about cre-
ating illusion. According to Baudrillard,
the fewer clues a film provides about “re-
ality,” the more it forces the audience to
“think and participate.” Because illusion
is not merely an “optical illusion”; it is
the clever and aesthetic transformation
of reality. For this reason, he also critici-
zes films like The Matrix. For example,
he notes that the thousands of visual
effects (tricks) used in a film like “The
Matrix Reloaded” turn the film into a vi-
sual bombardment, making it resemble a
computer game more than a film.
Baudrillard’s views on photog-
raphy are more ambivalent. First of all, he
sees (non-digital) photography, like cine-

ma, as atechnological means of reprodu-
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ction. In this respect, he does not place it
on the same level as classical art forms.
Photography is produced with the help
of a machine; therefore, it is a field where
human intervention, interpretation, and
transformation are much more limited.
At this point, he also distances himself
from Roland Barthes’ famous concept
of Punctum. While Barthes says that a
photograph creates an emotional or spi-
ritual “impact” on the viewer, Baudrillard
disagrees. According to him, the value
of photography is linked to a plane that
strips the viewer of meaning. Photograp-
hs that do not aestheticize reality, that
show it “as it is,” that do not expect the
viewer to derive meaning from them, can
sometimes carry an illusory power. But
this arises not from artistic, but from pa-
radoxical simplicity.

For Baudrillard, the value of art,
cinema, and photography lies in their ca-
pacity to create illusions. However, this
illusion does not mean making reality
appear more real, but rather creating
new meanings that require the viewer’s
participation by weakening clues rela-
ted to reality. This is only possible when
the connection between what is shown
and reality is weak, flexible, and open to
interpretation. Otherwise, art that is no
longer art within the flawless images of
the simulation universe becomes not-
hing more than an empty repetition of
images. Accordingly, he states that he
does not view photography as art in the
conventional sense by saying that a pho-
tograph is merely a photograph.

During his trip to Japan, Baudrillard is gi-
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ven a camera as a gift. From that day on,
he never lets go of his camera and takes
photographs. Human figures are rarely
seen in Baudrillard’s photographs. Apart
from the reflection of his own body in
the mirror, he mostly presents images of
silent, almost abandoned spaces where
humans are absent. This choice is not
accidental.

According to Baudrillard, pho-
tography is not so much a means of pro-
ducing an aesthetic object or work of art
as it is a tool that allows us to witness
the fundamental illusory power of the
world. In his view, the world possesses
a “radical illusory power” that predates
humanity. This power is based on the
idea that nature, in its pure state of exis-
tence, creates a universe that is fascina-
ting and inexplicable to humans. When
humans first set foot in the world, they
perceived it as a realm entirely shaped by
supernatural forces. This “anthropologi-
cal illusion,” or the human tendency to
perceive the world as a magical reality,
has not completely disappeared in the
modern age, despite all the reality-pro-
ducing technologies (photography, me-
dia, digital images). Baudrillard attempts
to express this situation as follows: “The
world still possesses a beauty that se-
duces humans—despite our attempts to
ignore it.” What he seeks to achieve th-
rough photography is precisely this: to
facilitate the spontaneous emergence of
this seductive, enchanting aspect of the
world. However, there is a very important

emphasis here: | do not find this part as

the subject, says Baudrillard. What cre-
ates the photograph, what determines
the frame, is not my aesthetic choice;
it is the object’s own desire to emerge.
That is why, rather than creating a dra-
matic scene or narrative in Baudrillard’s
photographs, one expects “the image to
present itself” in the silence of the world.
For example, a photograph of the door
of a car floating in water shows that, in
his eyes, it is not just abandonment, but
even in its state of emptiness of mea-
ning, it can still spread an illusion (Image

1). This is not a depiction of reality.

Image 1: Jean Baudrillard, Saint Clement, 1987

According to him, photography is not
about the aesthetic choices, artistic will,
or narrative creation efforts of the sub-
ject. On the contrary, the person taking
the photograph loses their subjectivity
at that moment. The phrase “This image
came to me and told me to take its pho-
tograph” is at the heart of Baudrillard’s
philosophical interpretation of photog-
raphy. Here, the object is not passive but
active. The object that wants to be seen
and recorded tries to attract attention.
The subject/photographer acts not out
of their own will but under the influence
of this call. At this point, for Baudrillard,

taking a photograph is a kind of seducti-
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on experience: “The object seduces me,
and | surrender to it.” In this context, the
person taking the photograph is not an
artist or interpreter, but a tool/instru-
ment that submits to the will of the ob-
ject. In this understanding, photography
means an object that records its own
image (using the subject).

In Baudrillard’s understanding
of photography, the image of the obje-
ct being viewed is not a passive image.
The condition of photography is that the
image seduces the photographer. The
understanding that “I did not take the
photograph; the object made me take
its photograph” destroys the photograp-
her’s absolute position as the subject.
The object that wants its image to be
captured calls, invites, and seduces. The
photograph is the concrete manifestati-
on of submitting to the irresistible charm

of the object.

Image 2: Jean Baudrillard, Luxembourg, 2003

The two empty chairs in the park are a
visual representation of this concept
(Image 2). Baudrillard’s aim is not to
reproduce the image of a part of reality
or the content or meaning of that ima-
ge. What interests him is the mystery
that these two empty chairs imply but

do not explain: “Someone was here just
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a moment ago. Who were they? What
did they talk about? Where did they go?”
From this perspective, the photographic
image reflects this unexplained mystery.
The seductive thought or feeling is the
opportunity to capture a photograph of

this mystery.

Image 3: Jean Baudrillard, Venice, 1989

The example of the shadow falling on
the wall (Image 3) is like a visual repre-
sentation of the simulacrum, one of the
fundamental concepts in Baudrillard’s
theoretical universe. The person who-
se shadow falls on the wall (for those in
the know) is Jean Baudrillard. Our thin-
ker-photographer, who previously stated
that he had never taken a photograph of
a human being, here captures the mo-
ment when J. Baudrillard presses the
shutter button, not to take a photograph
of a human being, but of his own sha-

dow reflected on the wall. Here, the sha-

Image 4: Jean Baudrillard, Venice, 1987

dow/reflection/image/simulacrum that
replaces reality tells us that it is J. Baud-
rillard. In a sense, the simulacrum seems
to have replaced reality. In a manner of
speaking, Baudrillard has photographed
his own simulacrum.

For example, another photog-
raph taken in Chicago shows a mural
(Image 4). In front of that wall, there are
parked cars, one of which stands out in
particular. Buildings can be seen in the
distance from where the photograph
was taken. However, this photograph
does more than simply reflect the buil-
dings in any city. Baudrillard has captu-
red the illusion of reality (the optical illu-
sion produced by the object-space). This
resembles a dreamlike image. The mural
and real objects (e.g., cars) are intertwi-
ned. Real objects and distant real buil-
dings are perceived as part of the mural,

as an extension of it. If you pay attention
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to the line on the right side of the center,
you will see that the left side is a pain-
ting and the right side is real. However,
the eyes immediately close this gap; our
brain fills in the missing information and
perceives the two different realities as a
single whole. Since reality and image are
mixed together, it becomes difficult to
understand what is image and what is
real. Photography, known as a tool that
reproduces reality, here uses reality to
create an illusion. As Baudrillard puts it,
reality here resembles something other
than itself. The image presents the wor-
Id, which remains unchanged in its pla-
ce, in a different and seductive way. This
photograph is a direct reflection of the
illusion described above.

Baudrillard illustrates another
form of this illusion with an example
from the Beijing Opera. Two men are fi-
ghting on stage. The audience only sees
the movements of these two people, but
in their minds they imagine a raft on a
fast-flowing river, waves, and even wea-
pons. Yet there is no raft, no river, and no
real weapon on stage. He defines this as
“pure illusion.” There are no real physi-
cal objects, but through movement, the
mind creates these objects and feels as if
itis watching a fight.

In short, the purpose of photog-
raphy is not to produce meaning or to

deal with what is meaningful, but to ref-
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lect a tiny part of the world that resemb-
les a seductive place. Therefore, Baud-
rillard’s relationship with photography
does not resemble the relationship that
a classical artist or aesthetic subject has
with the image. When taking a photog-
raph, he does not act like a “creative sub-
ject” as others do. He speaks of how, at
the moment he presses the shutter, the
subject disappears and the object comes
to the forefront. It is as if the object is ta-
king its own image.

Based on this and other state-
ments, Baudrillard clearly expresses his
belief that photography is not art. Howe-
ver, despite this, photography exhibiti-
ons have been organized for him, and
he has been presented as if he were an
artist. This situation is related to a (cons-
cious) misunderstanding that ignores
his critical stance toward modern art.
“My thoughts are experiments. You can
accept them or not. That is up to you,”

he says.

XXXIX
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MODELIi DEGiSTIRMEK: BIANELLER ve SURDURULEBILIRLIK

Isobel WHITELEGG

Leicester Universitesi, Miize Calismalari

Geleneksel olarak, bienal modeli ile ilgi-
li her tarlt tartisma Venedik ile baslar.
1895 yilinda italya’nin birlesmesi bagla-
minda sanat odakli bir Ulusal Fuar ola-
rak tanitilan Venedik Bienali’'nin ulusal
temsil sistemi ve ana kentini diinya sa-
natinin merkezi haline getirme hedefi,
1951 yilinda kurulan Brezilya’daki ikinci
bienal olan Sdo Paulo Bienali’nin yaklasi-
mini sekillendirdi.

O zamandan beri Venedik, bie-
nal modelinin diinya ¢apinda yayilmasi
ve ¢ogalmasi icin merkezi bir model ve
referans noktasi olarak kabul edilmek-
tedir. Ancak, su anda var olan 200’den
fazla bienal arasinda, orijinal Venedik
modelinden 6nemli 6l¢lide sapma goste-
renler de bulunmaktadir. Bunlarin birgo-
gunun, bienalin ne oldugu ve ne olabile-
cegine dair kendi modellerini yarattigi da
soylenebilir. Ancak Venedik, gorlintste
birlesik bir uluslararasi sanat diinyasinin
merkezinde, kacgirlmayacak bir etkinlik
olarak tutarl bir referans noktasi olma
Gnlnd korumaya devam etmektedir.
Venedik modelinin vurgulu enternasyo-
nalist yaklasimi, kaginilmaz olarak olum-
suz bir cevresel etkiye yol agmaktadir ve
sehrin deniz seviyesinin yukselmesine
karsi kendi kirilganligl, bu etkiyi gérmez-
den gelmeyi zorlastirmaktadir. 2021’den
bu yana, Venedik Bienali etkinliklerinin
karbon ayak izini kamuya agiklamis ve
bunu azaltmak ve telafi etmek igin 6n-

lemler almistir. Ancak, strdtrtlebilir ol-

manin veya strdlrilebilir hale gelmenin
ne anlama geldigi sorusu, karbon notrlG-
gU veya net sifirla sinirli degildir. Bu, iki
yilda bir diizenlenen gecici etkinliklerin,
bulundugu yerin sosyal ve kultirel eko-
sistemine kalici ve olumlu bir sekilde ne
olclide katkida bulundugu ile de dlglile-
bilir.

Venedik modeli, gecici ziyaretgi-
lere yonelik olarak gl bir mesaj veri-
yor, ancak yerel ve kalici halkina agik¢a
hitap etmiyor. Bu model, hava yolculugu-
nun daha ucuz ve hizli bir se¢enek olma-
ya devam ettigi uluslararasi gezginlere
gevreye olan etkiler konusunda gercekgi
olmayan bir sorumluluk ytklerken, ayni
zamanda sehir sakinleriyle dismanca bir
iliski kurmaya da davetiye ¢ikariyor. Bu
anlamda, bienallere gergekten surdiri-
lebilir bir yaklasim getirmek icin Venedik
modelinin algilanan merkeziyetini yerin-
den etmek ve bir bienalin ne olabilecegi
veya olmasi gerektigi konusunda alter-
natif modeller aramak gerekir. Bu, bie-
nallerin hem belirli yerlerde hem de duin-
ya genelinde oynadig roliin daha genis

algilanisinda da bir degisiklik gerektirir.

Bu alginin artik degismeye bas-
ladigina dair kanitlar olsa da, bienaller
hala bu milenyumun ilk on yillarinda or-
taya ¢tkan baskin elestirilerin golgesinde
kalmaktadir. Bienallere yoénelik olumsuz
alginin bir nedeni, bienallerin blytime-

sinin kiresellesmenin ortaya ¢ikmasiy-
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la ayni zamana denk gelmesiydi. 1989
yilinda diinya ¢apinda 28 sanat bienali
vardi ve 1990’lar ve 2000’lerde bu sayi
hizla artarak bugiin 200’tGin Gzerine ¢ik-
ti. Bienaller bu nedenle yeni ekonomik
ve siyasi glglerin kiltirel kolu olarak
yaygin bir sekilde kabul edildi ve kre-
sellesmenin kapitalist mantigini ifade
eden bir sanat kurumu bigimi olarak go-
raldt. Bienallerin “sasirtici blytUmesi”
veya “cogalmasi” olarak tanimlanan bu
durum, kapitalist kiresellesmenin dur-
durulamaz yayilmasinin koti bir belirtisi
olarak goruldi.

Bu blytme, basit bir kopya-
lama degil, gesitlilik meselesi olmasina
ragmen, her bienalin Venedik gibi tanim
geregi enternasyonalist oldugu ve sanat
dinyasinin geneli tarafindan goriilmek
Uzere tasarlandigl varsayimi da devam
etti. Bu nedenle, bienallerin genel ama-
c1, baslangicta benzersizligine dayanan
bir modele gére genis Slglide degerlen-
dirildi. 1895’ten 1951’de Sdo Paulo bie-
nalinin kurulmasina kadar gecen elli yih
askin sire boyunca Venedik, diinyadaki
tim sanatin gorulebilecegi tek yermis
gibi davranabildi ve dyle de davrandi.

Elestirmen Rene Block’un 2014
yilinda hayiflanarak soyledigi gibi, “artik
o kadar cok bienal, trienal ve dort yillik
sergiyle karsi karsiyayiz ki, bunlara genel
bir bakis agisi kazanmak neredeyse im-
kansiz hale geldi”. Ancak bienal mode-

linin gelisiminde bu noktada, her bienal
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karesel ilgiyi cekmek icin rekabetgi bir
goérevde ya da gagdas sanatin panora-
mik bir diinya resmini olusturmak igin
karatoryel bir hirsta degildir. Bu nedenle
bienallerin ¢oklugu, mutlaka sayilarinin
fazla oldugu anlamina gelmez.

Block’'un yakindigi gibi, yorgun disen
bienal degil, “onlara genel bir bakis agiI-
s1” korumak zorunda oldugumuz fikri-
dir. Mevcut tim muzeleri ziyaret etme
zorunlulugundan muzdarip tek bir kisi
olmadig gibi, mevcut bienallerin sayisi-
nin ¢oklugundan “rahatsiz” olan tek bir
“biz” olmadigl da artik daha yaygin ola-

rak kabul edilmektedir.

Surdurilebilir bienallerin gerekliligi, bie-
nalin ne oldugu ve kime y6nelik oldugu
konusundaki anlayista bir degisime yol
acarsa, diinya capinda var olan bienal
sayisi bir sorun olmaktan ¢ok bir ¢6zim
haline gelebilir. 2007 yilinda istanbul
Bienali’ni ele alan bir incelemede, Ame-
rikali sanat elestirmeni Peter Schjeldahl,
kiratdér Vasif Kortun’un bir sé6zini ak-
tarmistir. Kortun’un “Bienaller rolGn( tG-
ketti” “g6revlerini tamamladi” “Diinyada
neler olup bittigini bilmemek neredeyse
imkansiz hale geldi. Merak dénemini ge-
ride biraktik” dedigi aktarilmistir. Ancak
Ug¢ yiIl sonra Art Asia Pacific dergisine
verdigi roportajda Kortun'un bakis agi-
si degismisti. Bienali, kiresel yenilikleri
sergileme gorevini Ustlenen bir sergi bigi-
mi olarak gérmek yerine, “kurumsal ya-
pilari olmayan Ulkelere firsatlar sunan”
bir “kamu modeli” olarak goériyordu.
Kortun, “gegici ve yalin olmasi”’ni sevdi-

gini belirtti.

Kortun, bienali sergi agisindan degil, alt-
yapi agisindan yeniden diisiinmek konu-
sunda yalniz degildi. Cagdas sanat ta-
rihgisi Terry Smith de, bienallerin turizm
ekonomisi igin potansiyel faydalari anla-
minda degil, bir anlamda “altyapi olus-
turma” ajansi olabilecegini dogruladi.
Litvanya’da diizenlenen 10. Kaunas Bie-
nali’ne odaklanan 2015 tarihli bir yayinin
6nsézlnde, Bienal Vakfrnin kurucusu
Marieke Van Hal da bienallerin amagla-
rinin heterojenligini ve “cagdas sanatin
gelismesi icin gerekli temel altyapinin
bulunmadigl” yerlerdeki 6zel degerlerini
savunmustur. Bu baglamda bienaller, 6r-
negin “gayri resmi egitim alanlar” yarat-
ma kapasitesine sahip olabilirler.

Ayni yayinda, Liverpool Biena-
li'nin kurucusu Lewis Biggs, bienallerin
“gelecegin muzeleri” haline gelebilecegi-
ni 6ne slirerek daha da ileri gitti. Gergek-
ten de, bienalleri gecici etkinlikler olarak
degil, kalici kurumlar olarak distintirsek,
mevcut bienallerin sayisi diinya ¢apinda-
ki miize sayisina kiyasla oldukg¢a azdir.

Van Hal ve Biggs igin, bienalin
amacinin yeniden distnUlmesi, bu ku-
rumsal form ile daha genis ekonomik
faktorler arasindaki iliskiyi yeniden ko-
numlandiriyor. Onlar, bienali yabanci ya-
tinm ve turizmi artirmak icin spekulatif
bir arag olarak degil, sergi veya egitim
amagl olarak kalici olarak sahip olmadi-
&1 mekanlari kullanabilen, gayrimenkul
yatirimini kigtk bir ofis dlcegiyle sinirla-
yarak iddiali etkiler elde edebilen, nispe-
ten ucuz ve surdurdlebilir bir kurumsal
tur olarak savunuyorlar.

Smith, Van Hal ve Biggs’in orta-
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ya koydugu altyapi perspektifinden ba-
kildiginda, bienaller sermayenin dinya
¢capindaki yayillimina ortak olarak goril-
muyor, bunun yerine sanat muzelerine
kiyasla hem daha cevik hem de daha
gosterissiz olan ucuz ve yalin kamu ku-
rumlari olarak yeniden tanimlaniyor.
Bienal formunun esnekligi daha once
ktratéryel deneysellik icin sinirsiz bir
platform olarak 6zgurluglyle baglanti-
liyken, ayni 6zellik ayni zamanda ekono-
mik kisitlamalarin oldugu baglam ve ko-
sullara uygunluklarini da ima etmek igin
kullanilmistir.

1998 yilinda Liverpool Bienali’ni
kurmak icin Tate Liverpool’un direktér-
[Gglinden istifa eden Biggs, iddiasini des-
teklemek igin istatistikler bile sunabildi.
Eski mlizesinin aksine, bienali gelirinin
%10’undan fazlasini sanat ve egitim gibi
temel faaliyetlerine harcayabilecek bir
konumdaydi. Yeni bir mize kurmak,
sanati kamusal alana tasimak igin ¢ok
maliyetli bir yol olabilir, ancak onun ar-
glmanina gore, bir bienal kurmak, str-
durilebilir kiltirel ve egitim faaliyetleri
icin daha uygun bir yol olabilir.

Liverpool Bienali aslinda bas-
langicta yerel yonetimin herhangi bir
destegi olmadan kuruldu, ancak sehri
“sanatcilar icin daha iyi bir yer” haline
getirme gibi basit ama iddiali bir hedef-
le kuruldu ve yerel sanatgi-izleyici kitle-
si - nesiller ve siniflar arasinda gesitlilik
gosteren bir kesim - bienalin samimi ve
duyarh bir iliski strdtrdtGgi bir kitle ol-
maya devam etti.

1990’larin sonlarinda kuruldu-

gundan bu yana Liverpool, Venedik mo-
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deline alternatif bir secenek olarak orta-
ya c¢ikmistir. Son yillarda egitim amacli
faaliyetlerine agirlik vermis ve bu alana
yatirim yapmis, kadrolu personel sayisi-
ni artirmis, kendi sehrine strdtrilebilir
ve olumlu bir etki yaratmaya odaklanmis
ve dinyanin diger yerlerinde diizenlenen
benzer bienallerle isbirligi kurmustur. Bu
yaklasim, Londra’daki Serpentine Gal-
lery’de sanat ve egitim programlarina
entegre bir yaklasim gelistiren Sally Tal-
lant’in bienal direktori olarak géreve gel-
mesiyle 6zellikle belirgin hale gelmistir.
Bu yaklasim, hem uzun vadeli projeler
hem de duzenli sergi ritminin strdurl-
mesini kapsamaktadir. Liverpool modeli-
nin potansiyelini en iyi sekilde gosteren
projelerden biri, sanatgl Jeanne van He-
eswijk ile uzun vadeli isbirligidir.

2009 yihinda van Heeswijk,
Anfield-Everton mahallesi ile bir iliski
kurdu. Bu mahallede, evler ve yerel is-
letmeler, dénemin hikimetinin Konut
Piyasasi Yenileme Girisimi (HMRI) kap-
saminda zorunlu satin alma emirlerine
ve yikim tehditlerine maruz kalmisti. Van
Heeswijk’in destegiyle, mahalle sakinleri,
kapanma tehdidi altindaki uzun suredir
faaliyet gosteren yerel bir firinin mulki-
yetini Topluluk Arazisi Vakfi'na devrede-
bildi ve bu firin bugtin hala agik ve faa-
liyettedir. Toplum Arazisi Vakfi mulkiyet
sistemine iliskin farkindahgin artirilma-
s1, sehrin diger yerlesim bélgelerinde de
benzer yaklasimlarin benimsenmesine
yol agti.

2018 ile 2022 yillar arasinda
Liverpool, benzer yaklasimlara sahip di-

ger dort bienal (Bergen, Berlin, Ljubljana,

Riga) ile bir araya gelerek Uluslararasi
Bienal Dernegi ile ortaklasa Perennial
Biennial adli bir isbirligi agr kurdu. Av-
rupa’daki bollcl siyasi ve kilttrel degi-
simlerin ortasinda, bu ag surdurdlebilir
bienal uygulamalarn gelistirmek ve kes-
fetmek icin yola ¢ikti. Surdurulebilirlik
konusundaki ortak anlayislari, yerel ve
koklt olmaya olan ilginin yeniden can-
lanmasini ve insan disi gevreyle, kiltir
calisanlari ve halk arasinda olumlu iliski-
lerin gelistirilmesini vurguladi. Bu grup,
bir ittifak kurarak, sanki her biri kalabalik
bir kiiresel takvimde en Ust siray1 almak
icin rekabet ediyormus gibi, tim bienal-
lerin birbirleriyle rekabetgi olmasi gerek-
tigi fikrine karsi ¢ikti.

Turkiye’de de, gegmiste Liverpo-
ol ile yakin isbirligi icinde olan istanbul
Bienali 6rneginde oldugu gibi, alternatif
bir modelin kdk salmaya basladigina dair
isaretler var. Yaklasan bienalin tartismal
gecikmelerinin ardindan, atanan kura-
toér Christine Tohmé, lg yil boyunca Ug
asamada gerceklesecek bir bienal taslagi
hazirlad. ikinci asama, &zellikle kalici bir
egitim altyapisi olusturmaya ve sehirde-
ki sanat girisimleriyle isbirligi yapmaya
odaklanacak.

Bu veya gelecekteki diger bie-
naller, ginimuzin giderek belirsizlesen
ve bolinmis gergekliginde nasil gelise-
cek olursa olsun, bienal modelinin ye-
niden tanimlandigina ve sirduaralebilir-
ligin karbon nétrligtinden daha fazlasi
olarak anlasildigina dair kanitlar artiyor.
Bunun merkezinde, bienallerin kimler
icin oldugu yeniden diistintilmesi ve stir-

durulebilir bir izleyici kitlesinin sadece
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gecici ziyaretcilerden olusmadigi kabulG
yer aliyor.

“Bienal Talebi” bashkli makalesinde ki-
ratér ve sanat elestirmeni Lee Weng
Choy, Singapur Bienali'nin sanat yonet-
meni Fumio Nanjo’nun, etkinliklerinin
“6ncelikle yerel izleyiciler i¢in oldugunu,
acilis igin sehre gelen uluslararasi izle-
yiciler icin degil” seklindeki gorlsini
aktarmistir. Choy’un sordugu soru, “bu
yerel talepler nasil ifade ediliyor?” ve “ye-
rel ihtiyaglar ve ilgi alanlari nasil temsil
ediliyor?” idi.

Onun vardigl sonug, genellikle
duydugumuz seyin genel halkin dogru-
dan goruslerini dile getirmesi degil, daha
cok: “yerel topluluklar adina konusan
gesitli kisiler” Bu nedenle, Choy’un yerel
talebi temsil ettigi dlistnulen sey, “cesitli
halklarin kendi gcevrelerinde gergeklesen
bienal hakkinda gercekten ne dusin-
dukleri ve hissettikleri” degil, daha ¢ok
“hikiamet yetkilileri ve halkla iliskiler
sb6zcllerinden gazetecilere, editorlere,
elestirmenlere ve kiratorlere kadar be-
lirli aktorlerin yerel algiy1 aracilik etme
rollerini nasil Gstlendikleri”dir. Bu ne-
denle Choy’un argiimani, stirdtrtlebilir-
lik hedefleyen tim bienaller icin dnemli
hususlari vurgulamaktadir. Yeni bienal
modeli, strdurilebilir bir kamu tesisi
veya hizmeti olarak islev géren bir model
ise, acil olarak ¢ézulmesi gereken sorun,
bu modelin cesitli ve karmasik kamuo-
yunun kimlerden olustugunu, bu kamu-
oyunun onlardan ne istedigini veya neye

ihtiyaci oldugunu 6grenmektir.
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CHANGING the MODEL: BIENNIALS and SUSTAINABILITY

Isobel WHITELEGG

University of Leicester, Museum Studies

Traditionally, any discussion of the bi-
ennial model begins with Venice. Intro-
duced as an art-specific National Fair in
the context of Italy’s unification in 1895,
the Biennale di Veneza’s system of na-
tional representation, alongside its am-
bition to make its home city a world art
destination, informed the approach of
the second biennial to be founded, the
Bienal de S3o Paulo in Brazil, established
in 1951.

Since then, Venice has since
come to be regarded as a central model
and reference point for the expansion
and multiplication of the biennial model
worldwide. Amongst the more than 200
biennials now in existence, however,
there are many that diverge significant-
ly from the original Venetian blueprint.
Several of these can also be said to have
created their own models of what a bi-
ennial is and can be. Venice, however,
continues to retain a reputation as a
consistent reference point, a seemingly
unmissable event at the centre of an ap-
parently unified international art world.
The emphatically internationalist ap-
proach of the Venice model inevitability
invites a negative environmental impact,
and the city’s own vulnerability to rising
sea levels makes this effect hard to ig-
nore. Since 2021, the Biennale di Vene-
zia has publicly disclosed the carbon
footprint of its events and taken actions

to reduce and off-set this. The question

of what it means to be or become sus-
tainable, however, is not restricted to
carbon neutrality or net zero. It could
also be measured by the extent to which
an every-other-year cycle of temporary
events contributes permanently, and
positively, to the social and cultural eco-
system of its locale.

The Venice model speaks loud-
ly to a world of temporary visitors, but
does not explicitly address its local, per-
manent publics. Such a model places
an unrealistic responsibility for environ-
mental impact on international travel-
ers, for whom air travel continues to be
a cheaper and quicker option, while also
inviting an antagonistic relationship with
the city’s residents. In this sense, estab-
lishing a truly sustainable approach to
biennials demands displacing the per-
ceived centrality of the Venice model,
and looking for alternative models for
what a biennial can or must be. This also
demands a change in wider perceptions
of the role that biennials play in both

specific localities and the world at large.

Although there is now evidence
that this perception is now beginning to
shift, biennials are still haunted by the
dominant critiques that emerged in the
early decades of the present millennium.
One root of the negative perception of
biennials was the coincidence between

their growth and the advent of global-
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ization. In 1989, there were 28 art bi-
ennials in existence world-wide and the
rapid increase towards the more than
200 existing today occurred over the
1990s and 2000s. Biennials were thus
widely regarded as a cultural arm of new
economic and political powers and seen
as an art-institutional form expressive
of the capitalistic logic of globalization.
What has been described as a “startling
growth”, or “proliferation” of biennials
was therefore seen to be a malign symp-
tom of the unstoppable spread of capi-
talist globalisation.

Despite this growth being a
matter of diversification rather than
mere replication, the assumption also
remained that each biennial was — like
Venice - internationalist by defini-
tion and designed to be seen by the art
world at large. As such, the purpose of
biennials in general were broadly mea-
sured against a model whose efficacy
was initially predicated on uniqueness.
For more than fifty years, from 1895 up
until the founding of Sdo Paulo biennial
in 1951, Venice could and did act as if it
were the one place in the world where all
the art of the world could be seen.

As the critic Rene Block lament-
ed in 2014 “we are now confronted with
so many so-called biennials, triennials,
and quadrennials that it’s almost im-

possible to get an overall perspective

on them”. At this point in the develop-
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ment of the biennial model, however,
not every biennial is engaged in the
competitive task of commanding global
attention or the curatorial ambition of
assembling a panoramic world picture
of contemporary art. The numerosity of
biennials therefore does not necessarily
mean there are too many of them.

Despite Block’s lament, it is not the bi-
ennial itself that is exhausted by rath-
er the very notion that we are obliged
to maintain “an overall perspective on
them”. Just as there is no one individual
who suffers from a demand to visit every
existing museum, it is now more widely
acknowledged there is no singular “we”
who feels “confronted” by the sheer
number of biennials in existence.

If the need for sustainable bi-
ennials does lead to a shift in under-
standing what a biennial is and who it is
for, the number in existence worldwide
may become more of a solution than a
problem. In a review of the Istanbul Bi-
ennial in 2007, American art critic Peter
Schjeldahl quoted a statement by curator
Vasif Kortun. “Biennials”, Kortun had re-
portedly asserted, “have consumed their
role.” “their job is done” “It has become
almost impossible to not know what’s
going on in the world. We’re post-curios-

”

ity.” Presented with this quote in an in-
terview with Art Asia Pacific three years
later, however, Kortun’s perspective had
shifted. Instead of regarding the bienni-
al as an exhibitionary form tasked with
showcasing global novelties, he viewed

it as a “public model” that “presents op-

portunities for countries without estab-

lished institutional structures” “I like the
fact”, Kortun commented, that “it is tem-
porary and lean.”

Kortun was not alone in rethink-
ing the biennial in infrastructural rather
than exhibitionary terms. Historian of
contemporary art Terry Smith too has
affirmed that biennials can have an “in-
frastructure-building” agency, in a sense
that does not merely imply their poten-
tial benefits for the tourist economy. In
the foreword to a 2015 publication fo-
cusing on the 10th Kaunas Biennial in
Lithuania, Biennial Foundation founder
Marieke Van Hal also argued both for
biennials heterogeneity in purpose, and
for their specific value in locations where
the “basic infrastructure necessary for
the advancement of contemporary art
does not exist”, contexts where they
might be capable, for instance, of creat-
ing “sites for informal education”.

In the same publication, Lewis
Biggs, founder of the Liverpool Biennial,
went further by speculating that bienni-
als might become “the museums of the
future”. Indeed, if we think of biennials
as permanent institutions and not mere-
ly temporary events, the number of ex-
isting biennials is modest in comparison
if compared to the number of museums
worldwide.

For Van Hal and Biggs alike this
rethinking of the purpose of the bienni-
al repositions the relationship between
this institutional form and wider eco-
nomic factors. They seem to be arguing
for the biennial not as a speculative ve-

hicle to boost foreign investment and
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tourism, but rather as a relatively cheap
and sustainable institutional type, able
to adopt sites it does not permanently
own for the purposes of exhibition or
education; able to achieve ambitious ef-
fects while restricting its investment in
real estate to the scale of a small office.
From the infrastructural perspective put
forward by Smith, Van Hal, and Biggs, bi-
ennials are not viewed as complicit with
the worldwide reach of capital but are
instead recast as cheap and lean public
institutions that, in comparison to art
museums, are both more agile and less
ostentatious. Whereas the flexibility of
the biennial form was previously linked
to its freedom as an unfettered plat-
form for curatorial experimentation, this
same quality has also been used to sug-
gest their compatibility with economi-
cally constrained contexts and circum-
stances.

Biggs, who had resigned his
post as Director of Tate Liverpool in or-
der to found the Liverpool Biennial in
1998, was even able to present statistics
to support his case. Unlike his former
museum, his biennial was in a position
to spend more than 10% of its income
in the core business of art and educa-
tion. If founding a new museum may be
a prohibitive means of placing art into
the public realm, his argument suggests,
establishing a biennial may be a more
feasible route towards sustained cultural
and educational activity.

The Liverpool Biennial was in
fact initially set up in the absence of any

instrumentalising local government sup-
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port, but with the simple but ambitious
aim of making the city “a better place for
artists to live” and a local artist-audience
- a diverse segment that crosses genera-
tions and classes - has continued to be
one with whom that biennial retains an
intimate and responsive relationship.
Since its founding in the late 1990s,
Liverpool has emerged as one viable al-
ternative to the Venice model. In recent
decades, it has emphasised and invest-
ed in its educational purpose, increased
its number of permanent staff, focused
on making a sustainable and positive
impact on its home city and formed al-
liances with comparable biennials else-
where in the world. This approach was
particularly explicit under the tenure of
Sally Tallant, who joined the Biennial as
director after having established an inte-
grated approach to art and educational
programming at the Serpentine Gallery
in London. Such an approach has en-
compassed both sustained multi-year
projects and the continuation of a peri-
odic exhibition rhythm, and one project
that aptly demonstrated the potential of
the Liverpool model was its long-term
engagement with artist Jeanne van
Heeswijk.

In 2009, van Heeswijk initiated
a relationship with the Anfield-Everton
neighborhood, where houses and local
businesses had been subject to com-
pulsory purchase orders and threats of
demolition as a part of the then-gov-

ernment’s Housing Market Renewal

Initiative (HMRI). With van Heeswijk’s
support, residents were able to take
Community Land Trust ownership of a
long-standing local bakery, then threat-
ened with closure, which remains open
and operative today. Raising awareness
of Community Land Trust system of
ownership, meanwhile, led to the estab-
lishment of similar approaches in other
residential areas of the city.

Between 2018 and 2022, Liv-
erpool also joined four other biennials
with similar approaches (Bergen, Berlin,
Ljubljana, Riga) to form a collaborative
network named Perennial Biennial, in
partnership with the International Bien-
nial Assocation. In navigating divisive
political and cultural changes within
Europe, this network set out to develop
and explore sustainable biennial practic-
es. Their shared understanding of sus-
tainability emphasised a renewed inter-
est in locality and rootedness as well as
the cultivation of positive relationships
- with the non-human environment
and amongst both cultural workers and
members of the public. By forming an
alliance meanwhile, this group helped to
challenge the notion that all biennials re-
lationship with each other must be com-
petitive, as if each one is vying for aim-
ing for a pole position within a crowded
global calendar.

There are certainly signs of an
alternative model taking root, not least
here in Turkiye, with the example of the

Istanbul Biennial, an organisation that
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has itself enjoyed close collaboration
with Liverpool in the past. Following
controversial delays to its forthcoming
edition, the appointed curator Christine
Tohmé has outlined a biennial that will
unfold in three phases over three years,
with the second phase notably promis-
ing a focus on establishing a permanent
educational infrastructure and collabo-
rations with art initiatives based in the
city.

However this or any other fu-
ture biennial will unfold in the increas-
ingly uncertain and divisive reality of our
times, there is increasing evidence that
the biennial model is being redefined,
and that sustainability is being under-
stood as more than a question of carbon
neutrality. Central to this is a reconsider-
ation of who biennials are for, and an ac-
knowledgment that a sustainable public
is not one made up solely of temporary
visitors.

In a paper entitled “Biennial De-
mand,” curator and art critic Lee Weng
Choy cited the opinion of Fumio Nanjo,
artistic director of the Singapore Bien-
nale, who had stated that its events “are
primarily meant for local audiences —
less the international set that jets into
town for the opening.” The question
posed by Choy was “how are these local
demands articulated?” and “How are lo-
cal needs and interests represented?”

His conclusion is that what we
often do not hear is the general public

voicing its opinions directly, but rather:
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“various persons speaking on behalf
of local communities” What is too of-
ten taken to represent local demand for
Choy therefore is not “what the various
publics really think and feel about the
biennale happening in their midst” but
rather how “certain players, from gov-
ernment officials and public relations
spokespersons to journalists, editors,
critics and curators, assume their roles
in mediating local reception”. As such
Choy’s argument emphasizes key con-
siderations for all biennials that seek to
achieve sustainability. If the new bien-
nial model is one that acts as a sustain-
able public facility or service, its pressing
challenge will be to learn who exactly its
diverse and complex publics are, what

these publics want or need from them.

XLVI



P iy )

SANATIN RITMi

BILDIRI OZETLERI
ABSTRACTS



i

SANATIN RITMI

IV. ULUSLARASI SANAT SEMPOZYUMU | 4™ INTERNATIONAL ART SYMPOSIUM

Sanat ve Politika Iliskisinde Temsilin Otesinde
Olanaklar: Anlam, Mekan ve Zamanin Yeniden
Yapilandirilmasi
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Bolu Abant izzet Baysal Universitesi Glizel Sanatlar Fakiiltesi Resim BSIimi

ORCID: 0000-0002-5549-5341 E-Posta: nurtaculuturk@hotmail.com

Ozet

Sanat ve politika arasindaki iliski, estetik ve siyaset felsefesi baglaminda koklt bir tartisma alani olusturmaktadir. Bu
calisma, “sanat ve politika kavramlari arasinda nasil bir iliski kurulursa sanatin politik etki tretmesi mGmkn olabi-
lir?” sorusunu Ranciere felsefesi temelinde arastirmayi amacglamaktadir.

Sanat ve politikanin iliskisini ele alan geleneksel yaklasimlar, genellikle “politik sanat” kavrami etrafinda sekillen-
mektedir. Literattrde sik¢a karsilasilan politik sanat ifadesinin, bliylik oranda, “politik/elestirel bir icerige sahip” ya-
pitlari niteledigi gortlmektedir. Bu baglamda sanat ya politik bir mesajin tasiyicisi olarak konumlandiriimakta ya da
politik bir ara¢ olarak ele alinmaktadir. Ranciére’e gore ise sanat ile politika arasindaki iliski, sanatin dogrudan politik
bir sdylem Uretmesi veya toplumsal temsiller yaratmasiyla degil, algi, zaman ve mekanin diizenlenisine mtdahale
eden bir etkinlik olmasiyla belirlenir. Sanat, belirli bir ideolojik icerige sahip olmasindan ziyade, mevcut anlam ve algi
yapilarini sarsma ve yeniden sekillendirme kapasitesi Gizerinden politiklesir. Bu baglamda Ranciére, sanatin politik
glicinq, yerlesik duyusal ve dislinsel rejimlere karsi uzlagsmazlik (dissensus) yaratabilme potansiyelinde gérmektedir.

Calismada; sanatin politik etkisi; Ranciére’in “estetik sanat rejimi” kavrami cercevesinde ele alinarak, sanatin din-
yayi yalnizca temsil eden degil, ayni zamanda diinyayi algilama ve deneyimleme bicimlerini dénistlren bir pratik
olarak nasil konumlanabilecegi tartisilacak; sanatin toplumsal yapilarla kurdugu iliski ve duyusal deneyimi yeniden
orgutleme kapasitesi, politik sanat kavraminin 6tesinde, sanati bizzat politik bir edim olarak diistinmenin imkanla-
rini arastirilacaktir.

Anahtar Kelimeler

Sanat, Politika, Estetik Rejim
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Possibilities Beyond Representation in
the Relationship Between Art and Politics:
Reconstruction of Meaning, Space and Time

Dr. Nurtag Uluttirk
Bolu Abant izzet Baysal University Faculty of Fine Arts Department of Painting
ORCID: 0000-0002-5549-5341 E-Posta: nurtaculuturk@hotmail.com

Abstract

The relationship between art and politics constitutes a deeply rooted field of debate within the context of aesthet-
ics and political philosophy. This study aims to investigate the question: “Under what kind of relationship between

art and politics can art generate political impact?” based on Ranciére’s philosophy.

Traditional approaches to the relationship between art and politics are often shaped around the concept of “politi-
cal art.” In the literature, the term “political art” frequently refers to works that possess a political or critical content.
Within this framework, art is typically positioned either as a vehicle for political messages or as a tool for political
purposes. However, according to Ranciére, the relationship between art and politics is not determined by art’s direct
production of political discourse or its creation of social representations, but rather by its ability to intervene in the
organization of perception, time, and space. Art becomes political not through the ideological content it carries but
through its capacity to disrupt and reshape existing structures of meaning and perception. In this sense, Ranciére
locates the political power of art in its potential to generate dissensus against established sensory and cognitive

regimes.

This study will examine the political impact of art through the lens of Ranciére’s concept of the “aesthetic regime of
art.” It will explore how art can be positioned not merely as a means of representation but as a practice that trans-
forms ways of perceiving and experiencing the world. Furthermore, it will investigate the capacity of art to reorga-
nize sensory experience and its relationship with social structures, moving beyond the concept of political art to

consider art itself as a political act.

Keywords

Art, Politics, Aesthetic Regime
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Cagdas Tekstil Baski Tasariminda Kiiltiirel Mirasin
Surduriilebilir Yorumu: Bir Baski Desen Koleksiyon
Tasarimi
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ORCID: 0000-0002-3599-0214  E-Posta: pinar.kalkavan@msgsu.edu.tr

Ozet

Bu calisma, kendi cografyamizdaki kilttrel degerlerin cagdas tekstil baski tasarimina strdurilebilir bir yaklagimla
nasil aktarilabilecegini arastirmakta ve bu baglamda somut bir desen koleksiyon tasarimi sunmaktadir. Calismanin
amaci kilttrel bir deger olan ahsap kalip baski ve kalem isi tekniklerini ve bu tekniklerle basilmis bir deseni giinimiiz
tasarim anlayisiyla yeniden yorumlayarak hem kulttrel degerleri korumak hem de kiiresel tekstil endiistrisinde reka-

bet edebilecek yeni, 6zglin, estetik ve stirdirilebilir bir baski desen koleksiyonu tasarlamaktir.

Bildiride, istanbul Mimar Sinan Glizel Sanatlar Universitesi, Glizel Sanatlar Fakdiltesi, Tekstil ve Moda Tasarimi B&I{-
mi’'den, ahsap kalip ve kalem teknikleri kullanilarak basilmis, desenin Gzerinde bulunan motifler, renkler ve mthutr-
den 19-20 yy. Osmanli Dénemi’ne tarihlendigi distnllerek arsivlenmis bir kumas 6rnegi secilmis ve incelenmistir.
Calisma yontemi olarak oncelikle desen, doneminin baski teknikleri ve motifin gorsel 6zellikleri agisindan analiz
edilmis, taranmis, kopya kagidi ile Gzerinden tim motifleri ayristirilarak elde ¢izilmis, boyanmis, ardindan taranarak
dijital ortama aktarnlmistir. Dijitallestirme strecinde, elde ¢izilen ve boyanan desen Adobe Photoshop programi ara-
ciligiyla islenmis; temizlenmis, renkleri ve 6lgeklendirilmesi kaynak desene bagli kalarak ¢alisiimistir. Dijital ortamda
yapilan tasarim stireci boyunca deseni olusturan motiflerin kompozisyon diizeni, renk ve desen kurgu cesitlemele-
rinde kaynak desenin bi¢im ve anlam buttnlGginin korunmasina 6ncelik verilmis, ancak ¢agdas bir tasarim diliyle

yeniden yorumlanarak ginimuz tlketici profiline hitap etmesi amacglanmistir.

Bu baglamda galisma, geleneksel motifler ile cagdas baski desen tasarimlarinin glinlimiize tasinmasinda kultirel ve
estetik acilardan strdurilebilir bir kdpri kurmaktadir. Calismada sunulan baski desen koleksiyon tasarlama yonte-
mi ve sonuglari, kiltlrel mirasin gcagdas tekstil tasariminda yeniden tretimi adina nitelikli ve uygulanabilir bir 6rnek
teskil etmektedir.

Anahtar Kelimeler
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A Sustainable Interpretation of Cultural Heritage
in Contemporary Textile Print Design: A Print
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Dr. Pinar Kalkavan
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Abstract

This study explores how cultural values from our geography can be transferred to contemporary textile print design
through a sustainable approach, and in this context, presents a concrete design of a pattern collection. The aim of
the study is to reinterpret woodblock printing and kalem isi (pen work) techniques—both considered cultural val-
ues—along with a pattern printed using these methods, within the framework of contemporary design understand-
ing. The goal is to both preserve cultural values and design a new, original, aesthetic, and sustainable print pattern
collection that can compete in the global textile industry.

In the paper, a fabric sample archived by the Department of Textile and Fashion Design at Mimar Sinan Fine Arts
University in Istanbul—printed using woodblock and pen techniques and estimated to date back to the 19th-20th
century Ottoman period based on the motifs, colors, and stamp on the pattern—was selected and analyzed. As a
research method, the pattern was first analyzed in terms of printing techniques and visual features of the motifs
of its era. It was scanned, and all motifs were traced and redrawn by hand using tracing paper, then painted and
scanned again to be transferred into a digital format. During the digitization process, the hand-drawn and painted
pattern was edited using Adobe Photoshop; it was cleaned, and its colors and scaling were preserved in accordance
with the original design. Throughout the digital design process, emphasis was placed on preserving the formal and
semantic integrity of the original pattern while reinterpreting it with a contemporary design language to appeal to

today’s consumer profile.

In this context, the study establishes a sustainable cultural and aesthetic bridge between traditional motifs and
contemporary print pattern designs. The presented design method and outcomes serve as a qualified and applica-
ble example of the reproduction of cultural heritage in contemporary textile design.

Keywords

Print Design, Cultural Value, Sustainable Design, Woodblock, Motif, Pattern
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Ozet

Tragedya, akademik agidan cogunlukla “kolektif ritleller” zemininde ele alinmis; dahasi, ritGelistik olanin en temel
yapi tasi biciminde Mitos olgusu “anlatinin” ontolojik zemini bigciminde isaretlenmistir. Ritliel'in genellikle kolektif
olan yénu dustnulirken, minferit/bireysel olabilirligi ise ontolojik agidan dikkate deger goriilmemistir. Ritliel anlati
acisindan “Mitos”un baslangi¢ oldugu yontindeki kabul ise mitos 6ncesi “séylencenin” varligi hususunu gérmezden
gelmistir.

Aristoteles’in, Dionisoscu ontolojisine (Poetika) karsilik yaklasik yirmi iki asir sonra Friedrich Nietzsche’nin reddiyesi
olarak da degerlendirebilecegimiz tragedyaya dontk ontolojik mitalaasi (Tragedyanin Dogusu) ise gidik kalmistir.
Ancak, 1950’lerden sonra post-modern yaklasimla birlikte Tiyatro baglaminda performans sanati, bedenin biricikli-
gini diger bir ifadeyle bireysel varolusu 6zellikle isaretlemis ve kendine ontolojik bir zemin arayisina girmistir. Nihaye-
tinde Modern Cag’in “Bakhalar’i ve Mainadlar’i” ontolojik zeminsizligin getirisi olarak uzamsal olani bir tirlti mekana

doénuistlirememis, “biricik” olmakliklari yine kitlesel/kolektif olanin altinda kalmistir.

Halkbilim ¢alismalarinin tespit ettigi “Memorat” olgusu, bir kisinin minferit tabiatlisti deneyimlerine ve bu dene-
yimleri dile getiren anlatiya isaret etmektedir. Oyleyken Memorat, varolussal bakimdan bir yabancilagsma hali olarak
tespit edilmis ve bu yabancilasmanin da yapisal agidan oyunsallik/rittelistik bicimde tasarlanan pratiklerle asila-
bildigi gézlemlenmistir. Dahasi Memorat olgunun, mitik (Mitos) anlatiyr da dnceledigi bulgulanmistir. Buradan ha-
reketle; Memorat olgusunun Tragedyanin kdkenine dair yeni bir ontolojik zemin yaratacagini diisiinmekteyiz. Bu
calismada, Antropolojik ve Halkbilimsel verilerin en son bulgulari 1si§inda Memorat’in anlati aygiti olarak mitosu
onceledigi, bununla birlikte ritlelistik olanin da ilkin kolektif olmakliktan ziyade minferit olmakligi tespit edilecektir.
Nihayetinde “Anlati” ve “Ritlel” olanin ontolojisine dair bu yonll bulgularin ise Tragedyanin kékenine dair yeni bir

ontolojik diistintisti zorunlu kildig1 gortst savunulacaktir.

Anahtar Kelimeler

Tragedya, Memorat, Ritlel, Tiyatro, Performans

Dipnot

“Ontikoontolojik” terimi, “ontik” ve “ontolojik” kelimelerinin birlesiminden olusur ve genellikle felsefi baglamda kullantlir.
Ontik: Varligin ne olduguyla, yani fiziksel ve gézlemlenebilir yonleriyle ilgilidir. Kategorik olani isaretler. (Gerceklikte var olan
seyler, olgular)

Ontolojik: Varligin nasil var oldugu (tarzi), varlik yapisi ve anlami Gizerine sorgulamalarla ilgilenir. (Varlik felsefesi)

Bu iki kavrami bir araya getiren “ontikoontolojik”, hem var olan seylerin dogasiyla (ontik) hem de varliklarinin anlami ve temel
yapisiyla (ontolojik) ilgilenen bir yaklasimi ifade eder. Ozellikle Martin Heidegger’in felsefesinde, varligin sadece nesnel olarak
degil, ayni zamanda anlam (Hermeneutik) dlizeyinde de ele alinmasini vurgulayan bir kavram olarak gecer.
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Abstract

The phenomenon of ‘Memorate’ identified by folklore studies points to the individual supernatural experiences of
a person and the narrative that expresses these experiences. As such, Memorate has been identified as a state of
existential alienation, and it has been observed that this alienation can be overcome through practices designed
in a playful/ritualistic manner. Moreover, it has been found that the phenomenon of Memorate precedes mythical
(Mythos) narrative. Considering the findings on the memorate phenomenon; the fact that Tragedy is mostly handled
on the basis of ‘collective rituals’ and the placement of Mythos as the ontological ground of the ‘narrative’ device on
the basis of the ritualistic one requires questioning the assumptions about the Origin of Tragedy. So much so that;
while the collective aspect of the ritual is generally taken into account, itis seen that individuality and singularity are
ontologically neglected. The acceptance of mythos as the beginning ignores the existence of pre-mythos ‘narrative
genres’. However, it has now been established that Memorate precedes Mythos as a ‘ritualistic narrative device’. In
this study, it will be determined that Memorate, as a narrative apparatus, precedes myth, and that the ritualistic,
rather than initially being collective, is in fact initially individual. Ultimately, it will be argued that these findings re-

garding the ontology of “Narrative” and “Ritual” necessitate a new ontological perspective on the origins of Tragedy.

Keywords

Tragedy, Memorate, Ritual, Theatre, Performance

Footnote

The term ‘onticoontological’ is a combination of the words ‘ontic’ and ‘ontological’ and is often used in a philosophical context.
Ontic: It is concerned with what existence is, i.e. its physical and observable aspects. It marks the categorical.

(things existing in reality, phenomena)

Ontological: It deals with the questioning of how existence exists (mode), the structure and meaning of existence (philosophy
of being).

Bringing these two concepts together, ‘onticontological’ refers to an approach that deals with both the nature of existing things
(ontic) and the meaning and basic structure of their existence (ontological). Especially in Martin Heidegger’s philosophy, it is a
concept that emphasises the consideration of existence not only objectively but also at the level of meaning (hermeneutics).
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Ozet

Tezhip sanati, islam sanatinin en énemli kitap sanatlarindan biri olarak ylizyillar boyunca yazma eserlerin estetik
degerini artiran bir bezeme unsuru olmustur. Tezhip sanatinda kullanilan motifler oldukga gesitli olup, bu motifler
kendi arasinda bitkisel, hayvansal ve geometrik motifler olmak tzere g gruba ayrilmaktadir. Bu ¢alismada s6z ko-
nusu motiflerden geometrik motifler ele alinacaktir. Geometrik motiflerin tezhip sanatinda yogun olarak kullanildigi
13. ve 14. ylzyila ait bazi yazma eserlerdeki geometrik desenler, dbnemin sanatsal anlayisini, estetik algisini ve sis-
leme tekniklerini yansitmasi bakimindan oldukga 6nemli 6rneklerdir. Calismada, s6z konusu déneme ait bazi yazma
eserlerde gorilen geometrik motifler tezhip sanati agisindan ele alinacak olup, kullanilan kompozisyon dizenleri,
motiflerin oranlari ve slisleme teknikleri detayl bir sekilde incelenerek cizimleri yapilacaktir. Ayrica, s6z konusu
geometrik desenlerin islam sanatindaki yerini ve zaman icindeki gelisimini anlamak adina, dénemin tezhip sanatina
etkileri degerlendirilecektir. Calisma, sanatsal analiz ve karsilastirmali inceleme yéntemiyle gerceklestirilecek olup,

elde edilen bulgularin tezhip sanati agisindan yorumlanmasi amacglanmaktadir.

Anahtar Kelimeler
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Abstract

Illumination art has been a decorative element that has increased the aesthetic value of manuscripts for centuries
as one of the most important book arts of Islamic art. The motifs used in illumination art are quite diverse, and
these motifs are divided into three groups: plant, animal and geometric motifs. In this study, geometric motifs will
be discussed among the motifs in question. Geometric patterns in some manuscripts from the 13th and 14th cen-
turies, where geometric motifs were used extensively in illumination art, are very important examples in terms of
reflecting the artistic understanding, aesthetic perception and decoration techniques of the period. In the study,
the geometric motifs seen in some manuscripts from the period in question will be discussed in terms of illumi-
nation art, and the composition layouts, proportions of the motifs and decoration techniques will be examined in
detail and drawings will be made. Also, understand the place of these geometric patterns in Islamic art and their
development over time.
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Ozet

Gozlem, literattir taramasi ve dokiiman analizi gibi nitel veri toplama yéntemleri kullanilan bu arastirma, ayakkabi-
nin tarihsel stireg igerisinde insanligin kullandigi bir nesne olmanin 6tesinde, bir ifade bigimi olarak gagdas seramik
sanatindaki yansimalarini incelemektedir. Ayakkabi, fiziksel bir giyim unsuru olmanin yani sira sosyal statti ve
kimlik olusturma agisindan da 6nemli bir rol Gstlenmektedir. Tarih boyunca ¢esitli malzeme ve bigimlerde evrim ge-
ciren ayakkabi, farkh kGlttrlerde farkli anlamlar kazanmistir. Seramik sanati da insanhgin varligindan bu yanaicinde
bulundugu toplumun sosyal, kiiltiirel ve ekonomik gelisimlerden etkilenerek gliniimiize kadar ulagsmistir. Ozellikle
20. ylizyilda ortaya ¢ikan sanat akimlari ve kurulan akademilerin etkisi ile gelisen seramik sanati, sanatgilarin du-
stincelerini ifade etme aracina dontsmustir. Arastirma kapsaminda ele alinan Zehra Cobanlrnin, Ergiin Arda’nin,
Ali Uslu’nun, Jenny Stolzenberg’in, Coille Hooven’in ve Marilyn Levine’nin sanat eserleri, sanatgilarin yasadiklari top-
luma ait sorgulamalari ya da bireysel trajedileri derin bir duygusal etki ile izleyiciye sunmaktadir. Bu da ayakkabinin
fiziksel islevinin 6tesine gectigini ve sanatgilarin bir ifade bigimi olarak toplumsal olaylarin temsilcisi haline geldigini
gostermistir. Sonug olarak, yapilan arastirma dogrultusunda ayakkabinin cagdas seramik sanatgilari tarafindan bir
ifade bicimi olarak kullanildigi tespit edilmistir. Bu baglamda, arastirma ayakkabinin ifade bigimi olarak nasil islev

kazandigina dair farkli bakis agilari sunmaktadir.
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Abstract

This study, which employs qualitative data collection methods such as observation, literature review, and docu-
ment analysis, examines the reflections of the shoe as a form of expression in contemporary ceramic art, beyond
its role as an object used by humanity throughout history. In addition to being a physical element of clothing, the
shoe also plays a significant role in the construction of social status and identity. Having evolved through various
materials and forms over time, shoes have acquired different meanings across different cultures. Similarly, ceramic
art, which has existed since the dawn of humanity, has been shaped by the social, cultural, and economic develop-
ments of the societies in which it emerged, continuing its evolution to the present day. Particularly influenced by
the art movements and academic institutions that emerged in the 20th century, ceramic art has become a means
for artists to express their thoughts. The artworks of Zehra Cobanl, Erglin Arda, Ali Uslu, Jenny Stolzenberg, Coil-
le Hooven, and Marilyn Levine, which are discussed within the scope of this research, present the artists’ social
inquiries or personal tragedies to the viewer with a profound emotional impact. This demonstrates that the shoe
has transcended its physical function and has become a symbolic representation of societal issues through artistic
expression. As a result, this research concludes that shoes are utilized by contemporary ceramic artists as a form of
expression. In this context, the study offers different perspectives on how shoes function as expressive mediums

in contemporary ceramic art.

Keywords

Contemporary, Ceramics, Shoes, Expression, Form

10



i

SANATIN RITMI

IV. ULUSLARASI SANAT SEMPOZYUMU | 4™ INTERNATIONAL ART SYMPOSIUM

Oyunculuk Egitiminde Viewpoints Yontemi ve
“Mart1” Ornegi

Ars. Gor. (Assist.) Pelin Sarikaya
Hacettepe Universitesi Ankara Devlet Konservatuvari Sahne Sanatlari B6liimii Tiyatro Ana Sanat Dali

ORCID: 0009-0006-2367-9118 E-Posta: pelinsrky@gmail.com

Ozet

Oyunculuk egitiminde bircok dénemde farkli yaklagimlar 6ne sGrilmustir. Her yeni yaklasimin gelistirildigi déne-
min tiyatro algisindan etkilendigi sdylenebilir. Bununla birlikte her donemin sosyo-kdltlrel ve siyasi yapisi, hayatin
bircok alaninda oldugu gibi sanat alaninda da dénustlrlcu etkiye sahiptir. Teknolojik gelismeler ve dtinyanin kiire-
sellesmesiyle her yeni donem daha fazla tiyatro insani oyunculuk egitimine kafa yormakta ve yeni yaklagimlar or-
taya ¢ikmaktadir. Bu yaklasimlardan biri olan Viewpoints Yonteminin tiyatro yansimalari 1970’lerin sonunda Anne
Bogart'in yolunun koreograf Mary Overlie ile kesismesine dayanmaktadir. Overlie, gelistirdigi “Alti Bakis Acgisi"ni
uygulamaktayken onunla ¢alisan Bogart, daha sonraki yillarda Tina Landau ile bu yaklasimin tiyatroya uygulana-
bilirligi zerine calismaya baslamistir. Bogart ve Landau, bakis acilarini genisleterek sayisini dokuza ¢ikarmislar ve
cesitli topluluklarda uygulamislardir. Viewpoints Yéntemi yeni topluluklarla denendikge birgok tiyatro ydnetmeni ve
oyuncusunun ilgisini cekmis ve daha fazla yerde uygulanir olmustur. Bu calismada Viewpoints Yonteminde yer alan
dokuz Fiziksel Bakis Acisi (Uzamsal iliski, Kinestetik Tepki, Sekil, Jest, Tekrar, Mimari, Tempo, Siire ve Topografya)
Hacettepe Universitesi Ankara Devlet Konservatuvari Tiyatro Ana Sanat Dali lisans dgrencileriyle Cehov’'un Marti
adl oyundaki alti karakterin (Nina, Treplev, Masa, Medvedenko, Arkadina ve Trigorin) ve bu karakterler arasindaki
iliskilerin insasinda kullanilmistir. Calismanin ilk asamalarinda Viewpoints Yontemi bir “ensemble” olusturulmasin-
da kullanilmistir. Ogrenciler bakis acilarini 6grendikten ve uygulayabilir yetkinlige geldikten sonra yéntem karakter-
leri tanima, anlama ve ifade etme konusunda bir arag olarak kullanilmistir. Sonug olarak bu galismayla birinci sinifta
olan lisans 6grencilerinin fiziksel ve mekansal farkindaliga erismeleri ve karakter yaratim siirecinde psikolojik ve
duygusal derinlikten ¢ok zamanla, mekanla ve birbirleriyle kurduklari fiziksel iliskiden beslenmelerinin yollari aras-

tirilmistir.
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Abstract

Throughout different periods, various approaches have been put forward in acting training each shaped by the
theatrical perception of its time. In addition, socio-cultural and political structures influence all aspects of life,
including the arts. With technological advancements and globalization, more theater practitioners explore new
methodologies, bringing fresh perspectives to acting training. One such approach, the Viewpoints Method, finds its
theatrical roots in the late 1970s when Anne Bogart crossed paths with choreographer Mary Overlie. While Overlie
was implementing her “Six Viewpoints” at New York University, Bogart, who was working with her at the time, later
collaborated with Tina Landau to explore the applicability of this approach to theatre. Bogart and Landau increased
the number of viewpoints to nine and applied them within various ensembles. In this study, the nine Physical View-
points within the Viewpoints Method were utilized in the construction of six characters from Chekhov’s The Seagull
and the relationships among those by undergraduate students of the Theatre Department at H.U. Ankara State
Conservatory. In the initial stages of the study, the method was used to create an “ensemble.” Once the students
had become more proficient, it was employed as a tool for recognizing, understanding, and expressing the charac-
ters. As a result, this study explored ways in which first-year undergraduate students could develop physical and
spatial awareness and, rather than relying merely on psychological and emotional depth, could draw from their
temporal, spatial, and physical relationships with one another in the process of character creation.

Keywords
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Ozet

Bu calisma, Martin Heidegger’in varlik felsefesi dahilinde “ontiko-ontolojik” yontemin Oyunculuk Sanatr’nda karak-
ter tasarimi slireglerine uygulanabilirligini dnermektedir. Geleneksel dramaturjik yaklasim, karakterin varolusunu
cogunlukla ontolojik bir bakis agisiyla ele alir; bu da karakterin soyut, psikolojik ya da yoruma dayali boyutlarina
odaklanmak anlamina gelir. Ancak felsefede “ontik” ve “ontolojik” ayrimi varolusun daha btttncul bir sekilde anla-
silmasini mimkuin kilmaktadir. Ontik kavrami, varolusun goézlemlenebilir, fiziksel ve kategorik yonlerini ifade eder-
ken; ontolojik yaklasim ise anlam, yorum ve varolussal derinlik gibi boyutlari icerir. Heidegger’in ortaya koydugu
“ontiko-ontolojik” yaklasim bu iki diizlemi buttnlestirir ve varligi gercekten kavrayabilmek icin hem nesnel hem de
yorumsal katmanlarin birlikte ele alinmasi gerektigini vurgular. Bu ¢alisma, s6z konusu ¢ift yonlt yaklagimin oyun-
culukta karakter insasini zenginlestirebilecegini ileri sirmektedir. Karakterin yalnizca psikolojik analizlere indirgen-
mesi yerine ontiko-ontolojik yontem; fiziksel, toplumsal (antropolojik) ve biyolojik gerceklikten baslayarak psikolojik
ve felsefi sorgulamaya uzanan sistematik bir analiz 6nerir. Amag, insan varolusunun ¢ok boyutlu dogasina saygi
duyan ve oyuncunun karakteri daha derinlemesine i¢sellestirmesini saglayan bir dramaturjik model gelistirmektir.
Heidegger’in varlk felsefesi dogrultusunda yapilandirilan bu yaklasim, psikolojik indirgemecilige elestirel bir alter-
natif sunar ve karakter analizine felsefi bir derinlik kazandirmayi hedefler. Sonug olarak, karakter yaratim sirecini
daha kapsayici ve anlam yUkl bir cercevede ele alma gerekliligini savunur.
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Abstract

This paper proposes the applicability of the “ontico-ontological” method within Martin Heidegger’s philosophy of
being to character design in the Art of Acting. Traditionally, dramaturgical approaches in acting tend to treat a char-
acter’s existence primarily through an ontological reflection, focusing on abstract, psychological or interpretive
dimensions. However, the philosophical distinction between “ontic” and “ontological” offers a more comprehensive
understanding of existence. While ontic refers to the observable, categorical and physical aspects of existence, on-
tological explores the meaning, interpretation and existential depth of being. Heidegger’s concept of the “ontic-on-
tological” integrates both dimensions, emphasizing that true understanding of existence requires considering both
the objective and interpretive layers. This study proposes that such a dual-layered approach can enrich character
construction in acting by moving beyond a purely psychological framework. Instead of reducing a character solely
to internal or psychoanalytical interpretations, the ontic-ontological method encourages a systematic analysis that
begins with the character’s physical, social, and biological reality, and proceeds into psychological and philosophi-
cal inquiry. The goal is to develop a dramaturgical model that respects the multi-dimensionality of human existence
and enhances the actor’s ability to embody characters more fully. By operationalizing Heidegger’s ontic-ontological
perspective, the study challenges the dominance of psychological reductionism in character analysis and offers a
more holistic methodology rooted in the philosophy of being. Ultimately, this approach seeks to elevate the drama-

turgical process by aligning it with a philosophical framework that captures the complexity of existence itself.
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Ozet

Bu makalede, Hasan Ferit Alnar’in “10 Yunus Emre ilahisi (Yunus Emre Siiiti)” adli eseri prozodi, armoni, kontrpuan,
form, ton/makam, tempo, dl¢li birimi ve kanon agisindan detayli incelenmektedir. Alnar’ in, 13. ve 14. Yuzyilda yasa-
mis olan sair ve baytk mutasavvif Yunus Emre’nin siirlerinden ilham alarak bestelemis oldugu esliksiz koro muzigi
eserleri ele alinmistir. Yunus Emre, insan sevgisi ve tasavvufi 6gretileri temali dizeleriyle Tlrk edebiyatinin en 6nemli
isimlerinden biri olarak kabul edilir.

“Turk Besleri” olarak bilinen bestecilerden biri olan Hasan Ferit Alnar, Bati mzigi teknikleri ile geleneksel Ttrk mu-
zigini birlestiren eserleriyle taninir. “10 Yunus Emre ilahisi (Yunus Emre Siiti)” bestecinin tasavvufi diisiinceye olan
ilgisini ve mUzikal sentez yetenegini ortaya koymaktadir. Bu eser, 10 bélimden olusup, esliksiz koro igin yazilmistir.

Her bolimde Yunus Emre’nin farkli bir siiri veya temasi muizikle ifade edilmektedir.

Suitin bolimlerinde ask, insanlik, hiclik, varlik, hiziin ve umudu isleyen, melodik ve armonik yapi 6n plana gikmak-
tadir. Hasan Ferit Alnar, bu eserde makamsal melodileri Bati miizigi armonisiyle birlestirmis, polifonik yapr ile halk

muzigi unsurlarini harmanlamis ve geleneksel Tlrk mziginin tinilarint modern muzik teknikleriyle yorumlamistir.

Sonug olarak, “Yunus Emre Siti”, Yunus Emre’nin evrensel mesajini mizikal bir anlatimla sunan énemli bir eserdir.
Alnar’in bu eseri, Tirk mGzigi ve bati mizigi arasindaki képriyl basariyla kurarak, tasavvufi distinceyi estetik bir

muzik diliyle ifade etmektedir.
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Abstract

This article provides a detailed analysis of Hasan Ferit Alnar’s “10 Yunus Emre Hymns (Yunus Emre Suite)” in terms
of prosody, harmony, counterpoint, form, tonality/mode, tempo, time signature, and canon. The study examines Al-
nar’s a cappella choral compositions, which were inspired by the poetry of Yunus Emre, a great poet and Sufi mystic
who lived in the 13th and 14th centuries. Yunus Emre is considered one of the most significant figures in Turkish

literature, known for his verses centered on human love and Sufi teachings.

Hasan Ferit Alnar, one of the composers known as the “Turkish Five,” is recognized for his works that merge West-
ern musical techniques with traditional Turkish music. “10 Yunus Emre Hymns (Yunus Emre Suite)” demonstrates
the composer’s interest in Sufi philosophy and his ability to create a musical synthesis. This work consists of 10
movements and is written for an a cappella choir. Each movement musically expresses a different poem or theme

by Yunus Emre.

The suite’s sections highlight melodic and harmonic structures that explore themes of love, humanity, nothingness,
existence, sorrow, and hope. In this work, Hasan Ferit Alnar combines modal melodies with Western harmony,
integrates polyphonic structures with folk music elements, and interprets the tones of traditional Turkish music

through modern musical techniques.

In conclusion, “Yunus Emre Suite” is a significant work that conveys Yunus Emre’s universal message through a mu-
sical narrative. Alnar successfully bridges Turkish and Western music, expressing Sufi philosophy with an aesthetic

and profound musical language.
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Ozet

1980’li yillarin sonunda sosyal teorisyen Kimberlé Crenshaw tarafindan gelistirilen kesisimsellik kavrami, bireylerin
toplumsal kimliklerinin birbirleriyle kesiserek, 6zgiin ve i¢ ice gegcmis ayrimcilik bigimlerine yol actigini ifade eden
teorik bir yaklagimdir. Ataerkilligin irkcilik, sinif, heteronormativite, somurgecilik gibi diger baski bigimlerinden ayri
tutulamayacagini ifade eden bu yaklasim, 1960 sonrasi cagdas sanat pratiklerinde de etkisini gdstermis ve farkli
etnik kékenlerden ve yetilerden gelen feminist sanatgilar tarafindan benimsenmistir. Fotograf da bu sliregte sanatgi
kadinlar igin kimlik politikalarini ve farkli tahakkim bicimlerini elestirmek igin glgli bir ifade araci haline gelmistir.
Feminist sanatcilar, fotograf araciligiyla kisisel ve kolektif deneyimleri gériintr kilarken, ayni zamanda ataerkil ve
somiurgeci bakisin temsillerini sorgulamislardir. Bu ¢alisma, feminist bir perspektifle, sanat¢i kadinlarin patriyarkal
yapilarla miicadelede fotografi nasil bir elestiri ve direnis araci olarak kullandiklarini analiz etmeyi amaglamaktadir.
Tirkiye, Amerika ve Meksika gibi farkl cografyalardan sanatgi kadinlarin calismalari analiz edildiginde, cesitli etnik
koken ve kilttrel arka planlara sahip sanatgilarin, icinde bulunduklari toplumsal ve kilttrel yapi igerisindeki Gte-
kilestirme dinamiklerini farkh odak noktalari Gizerinden yorumladiklari gériilmektedir. Fotograflarinda sag, ten ren-
gi, giyim, yeti gibi unsurlar yeniden kurgulamakta; giindelik dildeki tahakkiim mekanizmalarini, medyadaki kadin
temsillerini gériintr kilarak mevcut normlari altlist etmektedirler. Boylece, fotograf bir direnis pratigi olarak islev
gormekte, sanatgi kadinlar tarafindan kimlik ve temsil politikalarina dair elestirel bir alan agmaktadir.
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Abstract

The concept of intersectionality, developed by social theorist Kimberlé Crenshaw in the late 1980s, is a theoretical
approach that states that individuals’ social identities intersect with each other, leading to unique and intertwined
forms of discrimination. This approach, which states that patriarchy cannot be separated from other forms of op-
pression such as racism, class, heteronormativity, colonialism, etc., was also influential in contemporary art prac-
tices after 1960 and was adopted by feminist artists from different ethnic origins and abilities. During this process
photography became a powerful means of expression for women artists to criticize identity politics and different
forms of domination. They made personal and collective experiences visible through photography, while at the
same time questioning the representations of the patriarchal and colonial gaze. This study aims to analyze, from
a feminist perspective, how women artists use photography as a means of criticism and resistance in their strug-
gle against patriarchy. When the works of women artists from different geographies such as Turkey, America and
Mexico are analyzed, it is seen that artists from various ethnic and cultural backgrounds interpret the dynamics of
marginalization within the social structure they are in through different points. They reconstruct elements such as
hair, skin color, clothing and ability; they subvert existing norms by making visible the mechanisms of domination
in everyday language and representations of women in the media. Thus, photography functions as a practice of

resistance and opens up a critical space for women artists to critique the politics of identity and representation.
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Ozet

Turquerie, 16. ve 18. ylizyillar arasinda Bati Avrupa’da, 6zellikle Fransa, ingiltere ve Avusturya’da, Osmanl impa-
ratorlugu'na duyulan hayranhgin ve bu hayranligin sanata, modaya ve dekorasyona yansimasinin adidir. Bu akim,
Osmanl kilttrinlGn egzotik, mistik ve gorkemli unsurlarini Batil bir perspektifle yorumlayan bir tarz olarak ortaya
cikmistir. Turquerie, resim, mizik, mimari, tekstil ve sahne sanatlarinda kendini géstermistir. Avrupa’daki aristokrat-
lar ve sanatcilar Osmanli kiyafetleri giymis, saraylarini ve malikanelerini Osmanli stislemeleriyle donatmis, Osmanli
muzigi ve danslarindan esinlenmislerdir. Ayrica, operalar ve tiyatro oyunlarinda Osmanli figlirleri romantize edilerek
islenmistir. Bu akim, 6zellikle diplomatik iliskilerin ve Osmanl elgilerinin Avrupa’yi ziyaret ettigi ddnemlerde daha
da gliclenmistir. Fransa’da XIV. ve XV. Louis donemlerinde poptiler olan Turquerie, Dogu'nun egzotikligi ile Batnin

sanatsal anlayisini birlestiren bir kilttrel sentez olarak kabul edilir.

Bu ¢calisma, Turquerie akiminin dogusunu, temel estetik prensiplerini ve sanattaki yansimalarini incelemektedir. Aki-
min ortaya c¢ikisi tarihsel ve sosyolojik baglamda ele alinarak, kilttrel kimlik ile modern sanat anlayisi arasindaki
etkilesim degerlendirilmektedir. Turquerie’nin gérsel sanatlar ve edebiyat gibi farkl disiplinlerde kendine 6zgu bir
ifade bicimi olusturma slireci analiz edilmekte, temel temsilcileri ve eserleri Gzerinden sanatsal dénlisimu ortaya
konulmaktadir. Calismada, Turquerie’nin geleneksel ve modern unsurlar arasinda koprt kurarak sanatta yeni bir
yorum bigimi sundugu ve kiltirel mirasin cagdas sanata entegrasyonunda 6nemli bir rol oynadigi savunulmaktadir.

Son olarak, akimin sanat diinyasindaki konumu ve etkileri tartismaya agilmaktadir.
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Abstract

Turquerie refers to the admiration for the Ottoman Empire and the reflection of this fascination in art, fashion, and
decoration in Western Europe, particularly in France, England, and Austria, between the 16th and 18th centuries.
This movement emerged as a style that interpreted the exotic, mystical, and magnificent elements of Ottoman
culture from a Western perspective. Turquerie manifested itself in painting, music, architecture, textiles, and per-
forming arts. European aristocrats and artists wore Ottoman-style clothing, adorned their palaces and mansions
with Ottoman decorations, and drew inspiration from Ottoman music and dance. Moreover, Ottoman figures were
romanticized in operas and theatrical plays. This movement became especially prominent during periods of diplo-
matic relations and the visits of Ottoman envoys to Europe. In France, during the reigns of Louis XIV and Louis XV,
Turquerie gained popularity and was regarded as a cultural synthesis that merged the exoticism of the East with the

artistic sensibilities of the West.

This study examines the emergence of the Turquerie movement, its fundamental aesthetic principles, and its re-
flections in art. The origins of the movement are addressed within historical and sociological contexts, evaluating
the interaction between cultural identity and modern artistic understanding. The process through which Turquerie
created a unique form of expression in different disciplines such as visual arts and literature is analyzed, revealing
the artistic transformation through key representatives and their works. The study argues that Turquerie played a
significant role in offering a new form of artistic interpretation by bridging traditional and modern elements, and in
integrating cultural heritage into contemporary art. Finally, the position and impact of the movement within the art

world are discussed.
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Absurd tiyatro, bireyin varolussal yalnizligini, belirsizlikle kusatilmis gercekligini ve zaman algisini sorgulayan bir
dramatik anlayisa sahiptir. Samuel Beckett’in Godot’yu Beklerken adli eseri, insanin anlam arayisindaki ¢ikmazlarini,
varolussal kaygilarini ve bekleyisin yarattigi boslugu merkezine alarak 6lim ve kayip temalarini isler. Bu galismada,
eserde 6luim ve kayip temalarinin nasil yapilandirildigi, metnin dramatik yapisiyla iliskisi ve karakterlerin bu kavram-

larla kurdugu bagin incelenmesi hedeflenmektedir.

Godot’yu Beklerken, Vladimir ve Estragon’un bilinmeyen bir figtirii (Godot) beklerken zamanin déngusel bigcimde
askiya alindigi, varolusun ise stirekli ertelendigi bir atmosfer yaratmaktadir. Bu bekleyisin yalnizca fiziksel bir 6zneye
duyulan gereksinim degil, anlam yitimi ve varolussal bosluk baglaminda degerlendirilmesi gerektigi distinilmek-
tedir. Eserde 6lim, yalnizca fiziksel bir son degil, ayni zamanda varolugsal tlkenis ve anlamsizlikla 6zdeslesen bir
kayip olarak ele ainmaktadir. Karakterlerin 6limle iliskisi, somut bir yok olus korkusundan ziyade, strekli ertelenen
ve belirsizlikle sekillenen bir tikenis hali olarak kurgulanmaktadir.

Bu calismada, Godot’yu Beklerken’in absurd tiyatro ekseninde 6ltim ve kayip kavramlarini nasil donasttrdigt, bu
temalarin modern bireyin varolussal sorgulamalariyla nasil 6rtlistGgl ve belirsizligin tiyatral bir arag olarak nasil
kullanildigi analiz edilmesi amaglanmaktadir. Bununla beraber, Beckett’in metninin abstrd tiyatro igindeki konumu

ve 6lum ile kayip temalarinin sahnede nasil yeniden Uretildigi incelenmesi hedeflenmektedir.
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Abstract

Theatre of the Absurd adopts a dramatic approach that questions the individual’s existential solitude, reality
shrouded in uncertainty, and perception of time. Samuel Beckett’s Waiting for Godot explores the dilemmas of
meaning-seeking, existential anxieties, and the void created by waiting, centering on the themes of death and loss.
This study aims to examine how these themes are structured in the play and how the characters interact with the

notions of death and loss.

Waiting for Godot creates an atmosphere in which time is cyclically suspended, and existence is perpetually de-
ferred as Vladimir and Estragon wait for an unknown figure (Godot). This waiting is not merely a longing for a tangi-
ble entity but should be interpreted within the framework of meaninglessness and existential emptiness. In the play,
death is not only a physical ending but also a form of existential exhaustion and a loss associated with meaning-
lessness. The characters’ relationship with death is defined by a state of depletion, in which the end is perpetually
postponed, and existence is marked by indefinite anticipation.

This study seeks to analyze how Waiting for Godot transforms the concepts of death and loss within the framework
of the Theatre of the Absurd and how uncertainty functions as a theatrical device. Additionally, the positioning of
Beckett’s text within the broader context of absurd theatre and the ways in which these themes are theatrically re-

constructed will also be examined.
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Toplum muizigi alaninin farkh amaglarla mizik yapmak igin bir araya gelen bireylerin gergeklestirdikleri muzikal et-
kinlikleri kapsayan bir alan oldugu, her bélgede her kultlirde her bireyi ve gesitli aktif mizik etkinliklerini kapsadigi,
muzikal gelisimin amag veya arag olarak kullanilabilecegi bir alan oldugu belirtilebilir. Bu sebeple bu alanda deger-
lendirilebilecek mtzikal etkinliklerin gesitlilik olusturdugu distiniilebilir. Toplum muzigi alaninda bilimsel bir incele-
me igin sosyal sorumluluk projesi kapsaminda gercgeklestirilen mizik etkinlikleri rnek olarak degerlendirilebilir. Bu
arastirmada tlkemizde gergeklestirilen bir toplum muzigi uygulama &rnegini 6zellikleri (katihmcilar, mazikal etkin-
likler, calisma ortami) ve katilimcilara etkileri agisindan incelemek amaglanmistir. Nitel arastirma yontemlerinden du-
rum ¢alismasi deseni benimsenen arastirmanin galisma grubunu Adalar Cocuk ve Genglik Orkestrasrnin 2 egitmeni
olusturmustur. Arastirmanin verileri gériisme teknigine dayali olarak toplanmistir. Elde edilen verilerin analizinde
betimsel analiz tercih edilmistir. Arastirmada sosyal sorumluluk projesi kapsamindan gerceklestirilen orkestra ca-
lismalarinin 6rgiin egitimine devam eden ¢ocuklara ve gencglere yasamlarini stirdtrdiikleri bélgede okul sonrasinda
birlikte mizik yapma ve sahneye ¢ikma imkani saglamis oldugu ve galismalarin katiimcilar Gzerinde olumlu yénde
etkilere sebep oldugu sonucuna ulasilmistir.
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Abstract

Community music is a field that encompasses musical activities performed by individuals who come together to
make music for various purposes. It includes every individual, every region, every culture, and various active music
activities. It can be considered a domain where musical development may serve either as a goal or a means. There-
fore, it can be assumed that musical activities that can be evaluated within this field show diversity. Music activities
carried out within the scope of social responsibility projects can be considered examples for scientific research in
the field of community music. This study aims to examine a community music practice conducted in our country
in terms of its characteristics (participants, musical activities, working environment) and its effects on the par-
ticipants. The research adopts a qualitative research method with a case study design. The study group consists
of two instructors from the Adalar Children and Youth Orchestra. The data were collected through the interview
technique, and descriptive analysis was used to analyze the data. The research concludes that orchestra activities
carried out within the scope of the social responsibility project provided school-aged children and youth with op-
portunities to make music together and perform on stage after school in their residential area. These activities have

had a positive impact on the participants.
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Bu ¢alismada UnllG yonetmenler Passolini ve Trier’in Medea uyarlamasi olan filmleri karsilastirmal bir bigcimde in-
celenecektir. Ayrica, her sinema filminin Medea’nin karakter gelisimi, mekan kullanimi, estetik yaklasimi ve tematik
derinligi Gzerindeki etkileri Gzerinde durulur. Euripides’in tiyatro eseriyle Pasolini ve Trier’in sinema uyarlamalari,
Medea’nin acilari, 6fkesi ve intikam arayisini izleyicilere carpici bir sekilde aktararak, hikayenin evrensel ve zaman
Otesi boyutunu vurgular. Bu ¢alismada da disiplinlerarasi bir tiyatro metninin beyaz perdeye uyarlanmasi iki farkl
eserin penceresinden incelenecektir. Boylelikle hem disiplinlerarasi bakisla tiyatro ve sinema sanatlarinin kesisimi
ele alinacagi gibi hem de ayni eseri kendine malzeme olarak segen iki ydnetmenin galismalari incelenecektir. Giris
béliimiinden sonra birinci béliimde; Euripides ve onun Medea adli eserine deginilmistir. ikinci boliimde ise; Medea
metninin sinema uyarlamalari detayli bir bicimde analiz edilmistir. Uglincii béliimde ise; s6z konusu eserler karsilas-

tirlmal bir bigcimde incelenmistir. Sonug bélimuinde ise bulgular ortaya konmustur.
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Abstract

This study will examine the films of famous directors Passolini and Trier, which are adaptations of Medea, in a com-
parative manner. In addition, the effects of each film on Medea’s character development, use of space, aesthetic ap-
proach and thematic depth will be emphasized. Euripides’ play and the film adaptations of Pasolini and Trier convey
Medea’s pain, anger and quest for revenge to the audience in a striking way, emphasizing the universal and timeless
dimension of the story. In this study, the adaptation of an interdisciplinary theatre text to the silver screen will be
examined from the perspective of two different works. In this way, both the intersection of theatre and cinema arts
will be addressed with an interdisciplinary perspective and the works of two directors who chose the same work as
material will be examined. After the introduction, in the first section; Euripides and his work Medea are mentioned.
In the second section; the film adaptations of the Medea text are analyzed in detail. In the third section; the works

in question are examined comparatively. The findings are presented in the conclusion section.
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Lisani, muzik tlrd, duygulari, formu, hedef kitlesi, s6zleri ve s6zlerle baglantili mesaji ve mizik teorik nitelikleri ile
tim sarkilarin farkh 6zellikleri vardir. Bu 6zelliklerle iliskili olarak sarkilarin bestelenmesinden énce bazi 6n hazirlk-
lari, bestelenmesi sirasinda uyulmasi gereken kurallari ve bestelenmesinin bitmesinden sonra bestelenme amacina
gore tanitiimasi ve yayinlanmasina iliskin tamamlanmasi gereken asamalari mevcuttur. Cocuk-okul sarkilarinin bes-
telenmesi icin de ayni asamalar takip edilmektedir. Cocuklarin ¢cocukluk ¢caginda ve okul yasantilarinda seslendire-
bilmeleri icin cocuk-okul sarkisi besteleme ¢alismalarinda: bestenin hitap edecegi yas araligi; cocuklarin akademik
acidan gelisim-birikimleri, duygusal-psikolojik yeterlikleri, mtzikal olarak vokal-enstrimantal seslendirebilme be-
cerileri ve dil gelisimi 6zellikleriyle birlikte bircok 6geye dikkat edilmektedir. Bu arastirmada muzik 6gretmenlerinin
ve adaylarinin, cocuk-okul sarkisi bestesi yapmak isteyen besteci adaylarinin, cocukluk ¢agindaki bireylerin vokal
olarak seslendirme becerilerine uygun bicimde okul-cocuk sarkisi besteleme calismalarinda hangi asamalari nasil
tamamlamasi gerektigine iliskin 6neri niteliginde bir calisma modeli sunulmasi amaglanmistir. Bu model énerisi fark-

[ basamaklardan olusturulmus ve ayrintilariyla agiklanmistir.

Anahtar Kelimeler

Sarki, Cocuk Sarkisi, Besteleme

27



i

SANATIN RITMI

IV. ULUSLARASI SANAT SEMPOZYUMU | 4™ INTERNATIONAL ART SYMPOSIUM

Composition Stages of Children’s and
School Songs

Dog. Dr. (Assoc. Prof.) Mehmet Sahin Akinci
Zonguldak Bulent Ecevit University State Conservatory Performing Arts Department
ORCID: 0000-0002-2404-330X E-Posta: mehmetsahinakinci@hotmail.com

Abstract

Songs differ in language, genre, emotion, form, target audience, lyrics, and musical-theoretical qualities. According-
ly, they require specific preparations before composition, adherence to certain rules during composition, and com-
pletion of post-composition stages to ensure proper promotion and publication. The same structured approach
applies to composing children’s and school songs. These compositions consider various factors, including the tar-
get age group, children’s academic knowledge, emotional and psychological development, vocal and instrumental
skills, and language proficiency. This study proposes a working model for music teachers, prospective music teach-
ers, and aspiring composers. It guides them through the composition process of children’s and school songs in
alignment with children’s vocal abilities. This model consists of multiple steps, each explained in detail. Additionally,

current repertoire resources on children’s and school songs are reviewed.
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Bu ¢alisma en temel ifadesi ile tarihsel baglamdan hareketle insan bedenine ytiklenen anlamlarin gectigimiz ytzyil
boyunca sanat yoluyla nasil temsil edildigini ve donlstGgini incelemektedir. Beden imaji yalnizca fiziksel bir varhk
olarak degil, ayni zamanda kulttrel, toplumsal ve psikolojik bir temsil bigimi olarak varlik bulur. Tim bu unsurlarin
zaman icerisinde degisen olgulari sanata yansir ya da sanat bu olgularin degisiminde 6nemli bir unsur halini alr.
insanligin biiylik seriiveninde dncelikle dogaya uyumlanmak, yasamda kalabilmek icin ugradigi déniistimler; doga-
nin ele gecirilebilir ve gérece denetlenebilir durumlarinin sonrasinda insani kendi tGretimleriyle bas basa birakmistir.
Ozellikle Sanayi Devrimi insan bedeninde radikal bir kirlmaya neden olmustur. Bireyler artik dogayla degil, kendi
Urettigi makineyle uyum saglamak zorunda kalmistir. Bu déntiisim zaman ve mekan paradigmalarini derinden sar-
sarak, bilimden sanata ve glinliik yasam pratiklerine yansiyan derin yarilmalar ile kendinden 6nceki dénemlerden ra-
dikal olarak ayrilir. Bu etkiler sanatta, 6zellikle heykel disiplininde malzeme seckisinden form diline kadar yansimis;
sanatin alan ve sinirlarini genisletmistir. 20. ylizyilda sanat “nasil” sorusundan “neden” sorusuna ydnelirken hey-
kelde bedenin tasviri ve ele alinis amaci dénusutr. Heykel anin, hizin ve modern yasamin igerisinde ki sertivenlerini
daha gocebe daha kendine y6nelen ve daha ortaklasan duygu hallerini Rodin’in ortaya koydugu eserleri ile gértntr
kilar. Rodin ile baglayan Modernligin insan bedeni ve onun sanatsal ifadede yansimalarini fitirizm ve konstriktivizm
ekseninde bu calismada yer bulacaktir. Sanayi devrimi ve dijital devrimin insan bedeni tzerindeki etkileri 6nemli
tarihsel arka planla birlikte ele alinan bu ¢alismada makineyle birlesen, dijitallesen ve yeniden tanimlanan bedenin

glinimiz sanatinda nasil yeni bir temsil diizeyi kazandigi arastinilmistir
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Abstract

This study, in its most basic expression, examines how the meanings attributed to the human body through histor-
ical context have been represented and transformed through art over the past century. The body image exists not
only as a physical entity but also as a cultural, social, and psychological form of representation. All of these chang-
ing phenomena are reflected in art over time, or art becomes a significant factor in the transformation of these phe-
nomena. In humanity’s grand journey, transformations primarily aimed at adapting to nature and ensuring survival
later left humans alone with their own creations after nature’s conquerable and relatively controllable conditions.
Particularly, the Industrial Revolution caused a radical rupture in the human body. Individuals were no longer in har-
mony with nature but had to adapt to the machine they created. This transformation deeply shook the paradigms
of time and space, creating profound rifts reflected in science, art, and daily life practices, thus marking a radical
departure from previous periods. These effects were reflected in art, especially in sculpture, in aspects ranging
from material selection to formal language; it broadened the scope and boundaries of art. In the 20th century, art
shifted from asking the “how” question to the “why” question, and the representation and treatment of the body in
sculpture underwent a transformation. The sculpture revealed the journey of the body in the moment, speed, and
modern life through more nomadic, self-directed, and communal emotional states, as seen in the works of Rodin.
The reflections of Modernity on the human body and its artistic representations, beginning with Rodin, will find
their place in this study along the axis of Futurism and Constructivism. In this study, the effects of the Industrial
Revolution and the Digital Revolution on the human body are explored in conjunction with significant historical
context. The study investigates how the body, merged with machines, digitized, and redefined, gains a new level of

representation in contemporary art.
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This study, in its most basic expression, examines how the meanings attributed to the human body through his-
torical context have been represented and transformed through art over the past century. The body image exists
not only as a physical entity but also as a cultural, social, and psychological form of representation. All of these
changing phenomena are reflected in art over time, or art becomes a significant factor in the transformation of
these phenomena. In humanity’s grand journey, transformations primarily aimed at adapting to nature and ensu-
ring survival later left humans alone with their own creations after nature’s conquerable and relatively controllable
conditions. Particularly, the Industrial Revolution caused a radical rupture in the human body. Individuals were no
longer in harmony with nature but had to adapt to the machine they created. This transformation deeply shook the
paradigms of time and space, creating profound rifts reflected in science, art, and daily life practices, thus marking
a radical departure from previous periods. These effects were reflected in art, especially in sculpture, in aspects
ranging from material selection to formal language; it broadened the scope and boundaries of art. In the 20th cen-
tury, art shifted from asking the “how” question to the “why” question, and the representation and treatment of the
body in sculpture underwent a transformation. The sculpture revealed the journey of the body in the moment, spe-
ed, and modern life through more nomadic, self-directed, and communal emotional states, as seen in the works of
Rodin. The reflections of Modernity on the human body and its artistic representations, beginning with Rodin, will
find their place in this study along the axis of Futurism and Constructivism. In this study, the effects of the Indust-
rial Revolution and the Digital Revolution on the human body are explored in conjunction with significant historical
context. The study investigates how the body, merged with machines, digitized, and redefined, gains a new level of

representation in contemporary art.
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Abstract

Ebru is an art obtained by transferring cloud-like shapes onto paper by sprinkling earth dyes obtained from nature
with the help of weft brushes on water with increased density. Especially used as the inner covers and side paper of
manuscripts during the Ottoman period, ebru art is exhibited in the form of plates and paintings with its aesthetic
visuality today. The development of technology throughout history has undoubtedly shown itself in art. Both the
quality and supply of materials and the effects of modernization have undoubtedly diversified today’s ebru works
by adhering to tradition. When looked at from an aesthetic perspective, this diversity has especially shown itself in
the areas of color, pattern and technique. It has been observed that more vivid works, closer to the images in nature,
have begun to be made in the ebru techniques, which are usually floral, which are frequently used. This shows that
the technical knowledge of the artists performing ebru art has increased, and that they are performing aesthetic
works that are close to the images in nature and reflect their imaginary worlds. The word “aesthetics” comes from

the Greek word aisthanomai, meaning “perception through the senses.”

Aesthetics, which is used especially in art in the sense of perceiving beauty through the senses, is a concept that is
intertwined with art. The act of performing a work that is done within a certain method, knowledge and rules in a
way that reflects a certain aesthetic feeling is called art. Although marbling seemed to be far from aesthetics when
it was first made, it has been seen to have reached a very advanced level in terms of aesthetics, especially in the last
century. In this study, while the aesthetic aspects of marblings made today are discussed, the importance of aes-
thetics in marbling art will be tried to be revealed by comparing them with marblings made in the past. The fact that
there are not many studies on this subject makes the study in question important.
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Kultirel miras sadece ayni toplumdaki insanlarin ortak gegmislerini anlatan, tarihi birikimlerini ortaya koyan, soyut
ve somut olmak tGzere bulundugu toplum ve gelecek kusaklar icin degil tim topluluklar adina anlam ifade eden ve
korunmasi gereken bir zenginliktir. Ayni zamanda gelecekteki sekillenmelere yén veren degerler bittiintdtr. Mimari,
ktltir mirasinin sahip oldugu degerlerin farkina varilarak yapinin tarih, sanat ve kentlesme baglaminda kullanilma-
s1, kultlrel mirasin yasam slrecini artiran bir yaklasimdir. Tasinamaz kulttirel miras degerlerinden mimari kalttrel
miras, bulundugu toplumun koklerinin zenginligini somut bir sekilde ortaya koyarken ayni zamanda farkl sanat
alanlarinin timn blnyesinde toplayan mekanlardir. Bu alanlarin tanitiimasi, korunmasi ve strdurilebilmesi igin

mimari alan Gzerinden sanat okumalarinin titizlikle yapilmasi gerekmektedir.

Mustafa Pasa, Il. Bayezid (1481-1512) ve Yavuz Sultan Selim’in (1512-1520) veziri olmustur. 1492 tarihinde, incele-
meye almis oldugumuz, zgiin yapisini kaybetmemis olan yapinin banisidir. Tiirk islam sanati tezyinat ilkelerinde,
UslGplastirma prensibiyle ¢izilmis ve glinlimUze kadar bu yolda ilerleyerek gelen yazi ve hendese 6n plana ¢ikmak-
tadir. Bu yolla figlirli motiflere az rast gelinen, genellikle nebati bezemelerden meydana gelen tezyinat anlayisi ge-
listirilmistir. Geometrik tezyinat, dlcii ve simetrinin esas alindigi soyut diizenlemelerdir. islam sanatkar birligi anlat-
manin en yalin yolunu hendesi ile bulmus ve anlam arayisini bu yolla ifade etmistir. Ktltlrel mirasin strdtrtlmesi ve
islam sanatlari acisindan biiyiik 5neme sahip olan bir yapinin hendesi tezyinatinin incelenmesi kiymetlidir. Arastir-
mamiz ile bu yapinin ahsap kapi kanatlari ve minberinin cizimler ile desteklenmis analizi yapilacak, yapinin stisleme
elemanlari detaylandirilacaktir. Bu minvalde ¢alismanin, kiltir-sanat baglaminda yeni ¢alismalara katki saglayacagi

dustntlmektedir.
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Abstract

Cultural heritage is a wealth that not only tells the common past of people in the same society, reveals their his-
torical accumulation, and is meaningful not only for the society and future generations in abstract and concrete
terms, but also for all communities and should be protected. It is also a set of values that guide future formations.
Architecture is an approach that increases the life process of cultural heritage by recognizing the values of cultural
heritage and using the structure in the context of history, art and urbanization. Architectural cultural heritage, one
of the immovable cultural heritage values, is a place that concretely reveals the richness of the roots of the society
in which it is located, while at the same time, it is a place that brings together all different art fields. In addition to its
own functions, it serves art fields as a kind of exhibition area. In order to promote, protect and sustain these areas,

art readings should be meticulously carried out through the architectural field.

Mustafa Pasha was the vizier of Bayezid Il (1481-1512) and Yavuz Sultan Selim (1512-1520). He is the benefactor of
the structure we have examined in 1492, which has not lost its original structure.

In the principles of Turkish Islamic art, the writing and geometry that were drawn with the principle of stylization
and that have continued on this path until today come to the fore. In this way, the understanding of the geome-
try, which is rarely encountered with figurative motifs and generally consists of plant ornaments, was developed.
Geometrical ornaments are abstract arrangements based on measurement and symmetry. The Islamic artist found
the simplest way to express unity with geometry and expressed his search for meaning in this way. It is valuable to
examine the geometry of a structure that has great importance in terms of the continuation of cultural heritage and
Islamic arts. With our research, the wooden door wings and pulpit of this structure will be analyzed with drawings,
and the decorative elements of the structure will be detailed. It is thought that this study will contribute to new

studies in the context of culture and arts.
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Bu ¢alisma, Avanos’a 6zgl geleneksel ¢codmlek formlarinin soda pisirimi teknigiyle yeniden yorumlanmasini konu
almaktadir. Yuksek sicakliga dayanikli Avanos killeriyle tretilen geleneksel kaplar Gizerine 10 farkli soda sir recetesi
uygulanmis ve 1225 °C’de pisirilmistir. Pisirim sonunda elde edilen ylzeylerde, rastlantisal dokular, mat-parlak ge-
cisler ve sir-blinye uyumu gézlemlenmistir. Elde edilen sonuglar, soda pisiriminin yalnizca teknik degil, ayni zamanda
sanatsal bir dontisim araci oldugunu ortaya koymaktadir. Bu baglamda, ¢alisma, geleneksel formun ¢agdas sera-

mikle bulustugu bir dontsim ifade alani sunmaktadir.
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Bu ¢alisma, Kocaeli Universitesi BAP Midiirligii tarafindan desteklenen “Soda Pisiriminde Sir Aragtirmalari ve Geleneksel Ava-
nos Comlekleri Uzerinde Uygulamalar” Proje No: SYL-2024-3652 sayili projeden elde edilen verilerden olusturulmus bir makale-
dir. Destekleri icin KOU BAP Miidiirliigtine tesekkiir ederiz.
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Abstract

This study focuses on the reinterpretation of traditional Avanos pottery forms through the soda firing technique.
Ten different soda glaze recipes were applied to traditional vessels produced with high-temperature resistant Ava-
nos clay and fired at 1225 °C. The resulting surfaces revealed spontaneous textures, matte-gloss transitions, and
a strong glaze-body compatibility. The findings demonstrate that soda firing serves not only as a technical method
but also as a means of artistic transformation. In this context, the work offers a space of transformation expression

where traditional form meets contemporary ceramics.

Keywords

Soda Firing, Avanos Traditional Form, Ceramics, Artistic Transformation
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This study is an article based on the data obtained from the project ‘Glaze Research in Soda Firing and Applications on Traditi-
onal Avanos Pottery’ Project No: SYL-2024-3652 supported by Kocaeli University BAP Directorate. We would like to thank KOU

Scientific Research Project Directorate for their support.
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Ozet

insan kisitl zaman ve mekanlar arasinda yasan bir varliktir. Sonsuz zaman icerisinde kendi zamanini yasayan insan
icin bu olgu onun tiim anlam sistemini etkiler. insanligin bu giine degin mekan ve zamani asabilme becerilerinin
arasinda “sanat” 6zel bir konuma sahiptir. Zamansiz olabilme gliclinii i¢inde barindiran sanat eserleri hem kendi
zamaninin bilgilerini agiga gikarabildikleri gibi hem de baskaca zamanlara kendi varliklarini tasiyabilmeleri agisindan
farkh zamanlari bir araya getirebilirler. Bu 6zellikleri ile sanat eserleri biricik, tilsimli ya da deneyime dayali bir duygu-

lanim ve bilgilinim ortaya koyarlar.

insanligin zaman algisi tarihsel dénemlere gore farklihk gosterdigi gibi, zamanin nasil tecriibe edildigi cografyalar,
toplumlara ve kisilere gére degiskenlik gosterir. Orta Cag icerisinde yasanilan zaman akisi, Yiksek R6nesans Dénemi
icerisindeki zamanin algilanisi farkl oldugu gibi, Sanayi Dénemi ve sonrasinda insanligin zamanla ilgili tecrlibele-
rinin hizli ve radikal bir bicimde degismesi diinyay kékten degistirmistir. Bu durum sanati; teknikten malzemeye,
nedensellikten sonuca derinden etkiler. Sanatin zaman icinde degisen yapisi gibi bir de zaman kavrami tGzerinden
ilerleyen sanat Uretimleri gegtigimiz ylzyilin sanati icerisinde farkh egilim ve Gsluplarin dogmasina sebep olmustur.
Empresyonizm, Kiibizm ya da Sureg¢ Sanati gibi akimlar icerisinde eserlerin kurucu 6gesi olarak “zaman” értala bir
bicimde varligini hissettirir. Ginimz Dinyasinda ise zaman, mekanin yitimi ile yeni bir boyut kazanir. Artik her yer
ve her zaman icinde olmak durumunda kalan insanligin dogal sonucu olarak tecrtibeleri ve deneyim alanlari degis-
mektedir. Bu calisma; zaman kavrami icerisinde tarihsel bir okumadan yola ¢ikarak, zamanin en somut objesi halini
almis saatlerin, bir sanat eserinin imgesine dénistGguna farkli donem sanatgilari Gzerinden agiklayarak Cagdas
Sanat Uzerinden bir okuma sunmayi amaglamaktadir.
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Abstract

Humans are beings living between limited time and space. For humans living their own time within infinite time,
this phenomenon affects their entire system of meaning. Among humanity’s abilities to transcend space and time
to this day, “art” has a special position. Artworks that contain the power to be timeless can both reveal the knowl-
edge of their own time and bring together different times in terms of carrying their own existence to other times.
With these features, works of art reveal a unique, magical or experience-based emotion and knowledge. Just as
humanity’s perception of time varies according to historical periods, how time is experienced varies according to
geographies, societies and individuals. Just as the flow of time experienced in the Middle Ages and the perception
of time during the High Renaissance were different, the rapid and radical change in humanity’s experiences of time
during and after the Industrial Period radically changed the world. This situation makes art; from technique to ma-
terial, from causality to result. Art productions that progress through the concept of time, just like the changing
structure of art over time, have caused the emergence of different trends and styles in the art of the past century.
In movements such as Impressionism, Cubism or Process Art, “time” makes its presence felt implicitly as the found-
ing element of the works. In today’s World, time gains a new dimension with the loss of space. As a natural result
of humanity, which has to be in every place and every time, its experiences and fields of experience change. This
study; Based on a historical reading within the concept of time, it aims to present a reading on Contemporary Art by
explaining how clocks, which have become the most concrete objects of time, have become the image of a work of
art through artists of different periods.
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Sanat, bireylerin kendilerini ifade etmelerine, yaraticiliklarini gelistirmelerine ve duygusal dtiinyalarini kesfetmelerine
yardimci olan énemli bir aractir. Seramik sanati, dokunma duyusuna dayali bir deneyim sunarak zihinsel ve duygu-
sal gelisime katkida bulunur. Seramik camuru ile calismak, farkli dokulari hissetme imkani saglarken, ayni zaman-
da el-géz koordinasyonunu ve kiigiik kas hareketlerini gelistirmeye destek olur. Ozel gereksinimli bireyler, motor
becerilerden sosyal iletisime kadar cesitli zorluklarla karsilasabilmektedir. Seramik camuru ile yapilan uygulamalar
bu bireylerin kendilerini ifade etmelerini kolaylastirirken, grup icindeki iletisim ve is birligi becerilerini destekleyerek

sosyal uyumlarini giiglendirmeye katki saglamaktadir.

Bu calisma, 6zel egitim gereksinimi olan 6grencilerle gerceklestirilen seramik uygulamalarinda sekillendirme ve form
yapim sureclerini incelemeyi amaglamaktadir. Nitel arastirma yéntemlerinden biri olan durum ¢alismasi deseniyle
yuruttlen arastirmada, egitim strecindeki uygulamalar gézlemlenmis ve bu gézlemler dogrultusunda degerlendir-
meler yapilmistir. Arastirma bulgulari, seramik ¢calismalarnyla 6grencilerin tGg¢ boyutlu form olusturma sirecglerine
olaniilgilerinin arttigini, el becerilerinin gelistigini ve grup ici etkilesimlerinin olumlu yonde gelistigini ortaya koymak-
tadr.
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Abstract

Art is an important tool that helps individuals express themselves, develop their creativity and explore their emo-
tional world. Ceramic art contributes to mental and emotional development by providing an experience based on
the sense of touch. Working with ceramic clay provides the opportunity to feel different textures, while also sup-
porting the development of hand-eye coordination and small muscle movements. Individuals with special needs
may encounter various difficulties ranging from motor skills to social communication. Applications made with ce-
ramic clay make it easier for these individuals to express themselves, while supporting communication and cooper-

ation skills within the group and contributing to strengthening their social harmony.

This study aims to examine the shaping and form-making processes in ceramic applications carried out with stu-
dents with special education needs. In the research conducted with the case study design, which is one of the qual-
itative research methods, the applications during the education process were observed and evaluations were made
in line with these observations. The research findings reveal that students’ interest in three-dimensional form-mak-
ing processes increased with ceramic studies, their manual skills improved and their interactions within the group
developed positively.
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Bu ¢alisma oyun yazarligimizin sertvenini ¢cagdas ve yeni kavramlari isiginda okumayi amacglamaktadir. Siklikla bir-
birlerinin yerine kullanilan ve cogunlukla bir anlam karmasasi yaratan bu iki kavram isiginda oyun yazarligimizi oku-
mak, cagdas olan ile yeni olan arasindaki sinirlarin belirginlestirilmesiyle okuyucuya farkh bir bakis agisi sunacaktir.
Peki nedir bu fark? ilk olarak oyun yazarligimizin tarihsel seriiveninden de beslenecek olan bu calisma okuyucuya
oyun yazma seriivenimize ydnelik panoramik bakmanin olanagini saglayacaktir. ikinci olarak bu parcaliliga yeni ve
cagdas kavramlari eslik edecegi icin neyin ¢agdas, neyin yeni oldugu Uzerine yeni bir diisinme pratigi sunacaktir.
Son olarak tiyatromuzun ¢agdaslasma serliveni ve yeni ile olan iligkisi tartismaya agilacaktir. Calismada her ne ka-
dar blitiin oyun yazar ve eserlerine yer verilemeyecek olsa da tiyatromuz tzerinden gerceklestirilecek olan okuma
ve tartisma izleginin saglanacagi diistiniilmektedir. Ote yandan ele alinan oyun yazar ve eserleri 6zgiin agirhklari,

¢agdas ve yeni kavramlari baglaminda tiyatromuza katkilari géz éntinde bulundurularak secilmistir.
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This study aims to read the adventure of our playwriting in the light of the concepts of contemporary and new.
Reading our playwriting in the light of these two concepts, which are often used interchangeably and often cre-
ate a confusion of meaning, will offer the reader a different perspective by clarifying the boundaries between the
contemporary and the new. So what is this difference? Firstly, this study, which will also be fed by the historical
adventure of our playwriting, will provide the reader with the opportunity to look at our playwriting adventure in
panoramic. Secondly, since this fragmentation will be accompanied by the concepts of new and contemporary, it
will offer a new thinking practice on what is contemporary and what is new. Finally, the modernisation adventure of
our theatre and its relationship with the new will be opened to discussion. Although not all playwrights and their
works can be included in the study, it is thought that the reading and discussion course to be carried out through
our theatre will be provided. On the other hand, the playwrights and their works have been selected by taking into
consideration their original weight and their contributions to our theatre in the context of contemporary and new

concepts.
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Bu ¢alisma, post-truth cagin gorsel kiltlr Gzerindeki etkilerini analiz ederek, gorsel iletisim tasariminin gergeklik,
temsil ve algi iliskilerinde yasadigi dontstmu kuramsal ve elestirel bir cergcevede tartismaktadir. Jean Baudrillard’'in
simulakrlar kurami, Walter Benjamin’in aura kavrami, Hito Steyerl’'in poor image teorisi, Lev Manovich’in algoritmik
estetik yorumu ve Byung-Chul Han’in seffaflik elestirisi Gzerinden; post-gergek estetikte gorsellerin hakikatle olan
baginin nasil zayifladigi ve yeniden nasil kurulabilecegi sorgulanmaktadir. Dijital medya ortamlarinda tretim, dola-
sim ve algi streglerinin veri ve performans temelli hale gelmesiyle birlikte, tasarimcinin rolt yalnizca bigim UGreticisi
olmaktan cikarak bir tir algi mihendisine déntsmektedir. Ancak bu dénisiim ayni zamanda yeni bir duyusal di-
renis alani da yaratmakta; bosluk, sessizlik, yavaslik ve dijital sadelik gibi estetik stratejiler, post-gergekligin gorsel
gurulttisune karsi alternatif bir durus olarak degerlendirilmektedir. Bu baglamda galisma, gérsel iletisim tasariminda

etik sorumluluk ve estetik se¢cimin post-gercek ¢cagda nasil yeniden tanimlandigini ortaya koymayi amaglamaktadir.
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Abstract

This study analyzes the effects of the post-truth era on visual culture and discusses the transformation of visual
communication design in the relations of reality, representation and perception in a theoretical and critical frame-
work. Through Jean Baudrillard’s theory of simulacra, Walter Benjamin’s concept of aura, Hito Steyerl’s theory of
poor image, Lev Manovich’s interpretation of algorithmic aesthetics and Byung-Chul Han’s critique of transparency;
it is questioned how the connection of visuals with truth is weakened in post-truth aesthetics and how it can be
re-established. As the processes of production, circulation and perception in digital media environments become
data and performance based, the role of the designer is transformed from a mere form producer to a kind of per-
ception engineer. However, this transformation also creates a new field of sensory resistance; aesthetic strategies
such as emptiness, silence, slowness and digital simplicity are considered as an alternative stance against the visual
noise of post-reality. In this context, the study aims to reveal how ethical responsibility and aesthetic choice in visu-

al communication design are redefined in the post-real age.
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Bu ¢alisma, muzigin insan duygulari Gzerindeki etkisini bilissel mtizikoloji perspektifiyle ele almakta ve mizikal 6ge-
lerin (tempo, mod, tini, ses ytksekligi, armoni vb.) duygusal algi Gzerindeki etkilerini incelemektedir. Vokal ifadeyle
mizikal performanslar arasinda dikkat ¢eken benzerlikler Gizerinden, mizigin duygusal iletisimdeki rolt agiklan-
maktadir. Akustik 6zelliklerin duygularla iliskisi; hiz, perde, ses yogunlugu gibi degiskenler Gizerinden ele alinmis,
vokal ifadede gorilen 6rintilerle mizikal ifadeler arasindaki yapisal benzerlikler gosterilmistir. Ayrica mazigin duy-
gular nasil tetikledigine dair alti temel psikolojik mekanizma (beyin sapi refleksi, mtzikal beklenti, degerlendirici
kosullandirma, epizodik bellek, duygusal bulasma ve gorsel imgeleme) agiklanarak, duygusal tepkinin sadece estetik
degil bilissel bir stirec oldugu vurgulanmistir. Mziksel yapilarin duygu olusturmadaki etkisi yalnizca ktlttrel 6gren-
melere degil, evrimsel reflekslere ve kisisel bellege de dayanmaktadir. Bu baglamda ¢alisma, muzik araciligiyla duygu
iletiminin hem dogrudan hem de dolayli yollarla gerceklestigini ortaya koymakta ve miizigin yalnizca bir duygu yan-
siticisi degil, ayni zamanda bir duygu kaynagi olabilecegini savunmaktadir. Arastirma, muzik performansi, duygusal

ifade ve mlzik psikolojisi arasindaki iliskiyi daha derinlemesine anlamaya yonelik bir katki sunmayi amaglamaktadir.
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Abstract

This study explores the impact of music on human emotions from a cognitive musicology perspective, focusing
on how musical elements (tempo, mode, timbre, pitch, harmony, etc.) influence emotional perception. It highlights
notable parallels between vocal and musical expressions, emphasizing music’s role in emotional communication.
The relationship between acoustic features and emotions is examined through variables such as speed, pitch, and
intensity, revealing structural similarities between vocal and musical patterns. Furthermore, six core psychological
mechanisms that explain how music triggers emotions—brainstem reflex, musical expectancy, evaluative condi-
tioning, episodic memory, emotional contagion, and visual imagery—are discussed. These mechanisms demon-
strate that emotional responses to music are not solely aesthetic but also cognitive in nature. The effect of musical
structures on emotion is shown to rely not only on cultural learning but also on evolutionary reflexes and personal
memory. In this context, the study argues that music functions not merely as a mirror of emotion, but also as a
source of it. Ultimately, this research aims to contribute to a deeper understanding of the relationship between mu-

sic performance, emotional expression, and music psychology.
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Sprite tabanl animasyonlar, video oyunlarinda karakterlerin gérsel olarak ifade edilmesinde ve oyuncuyla duygusal
bag kurulmasinda temel bir rol listlenmektedir. Ozellikle 2D oyunlarda sinirl piksel sayisiyla ifade yaratma siireci
hem teknik hem de sanatsal agidan 6zel bir uzmanlik gerektirir. Bu ¢alisma, sprite animasyonlarinin karakter duygu-
larini, jest ve mimiklerini nasil yansittigini; oyuncu ile karakter arasinda nasil bir empati képrtsi kurdugunu analiz

etmeyi amaglamaktadir.

Tarihsel gelisimden baslayarak glinimiz bagimsiz oyunlarinda artan nostaljik tercihlere kadar sprite kullanimi ¢cok
katmanh bicimde ele alinmaktadir. Calisma kapsaminda gesitli oyunlardan 6rnekler Gizerinden mimik, jest, beden dili

gibi ifade bicimleri incelenmis; sinirli kare ve piksel verisiyle insa edilen duygu aktarimi teknikleri analiz edilmistir.

Ayrica bu gorsel anlatim bigiminin oyuncu deneyimine etkisi 6rnek oyunlardan Utzerinden incelenerek, farklh ifa-
de tekniklerinin etkilesim glict degerlendirilmektedir. Elde edilen bulgular dogrultusunda sprite animasyonlarinda
duygu aktarimini gliglendiren tasarim yéntemleri incelenmistir.

Bu yonulyle arastirma, gorsel iletisim, dijital sanat ve oyun tasarimi disiplinleri arasinda képru kurarken, sprite temel-
li ifadenin hala giincel ve etkili bir anlatim araci oldugunu ortaya koymaktadir.
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Abstract

Sprite-based animations play a fundamental role in visually representing characters and establishing an emotional
connection with players in video games. This process, especially in 2D games, requires specialized expertise both
technically and artistically, as it involves creating expression with a limited number of pixels. This study aims to an-
alyze how sprite animations convey character emotions, gestures, and facial expressions, and how they foster an

empathetic connection between the player and the character.

The study examines the use of sprites from a historical perspective, tracing their evolution up to their contemporary
use in indie games, where nostalgic preferences are increasingly prevalent. Through examples from various games,
the study explores forms of expression such as facial expressions, gestures, and body language, and analyzes the

techniques used to convey emotions within the constraints of limited frames and pixel data.

Additionally, the impact of this visual language on player experience is evaluated by looking at examples from
games, assessing the interactive power of different expressive techniques. Based on the findings, desigh methods

that enhance emotional conveyance in sprite animation are discussed.

In this regard, the research bridges the fields of visual communication, digital art, and game design, demonstrating

that sprite-based expression remains a relevant and effective narrative tool.
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Richard Long’un Land Art anlayisi, dogaya dogrudan miidahaleden ¢ok, onunla birlikte hareket etmeyi, onun ya-
pisina uyum saglamayi ve sanat Uretimini stire¢ temelli bir deneyim olarak kurgulamayr merkeze alir. Bu bildiride
Long’un sanat pratigi, beden, iz ve doga etkilesimi tzerinden, dogayla kurulan sezgisel ve varolussal bir iliski bagla-

minda incelenecektir.

Long’un dogada gerceklestirdigi eylemler; yiriimek, tas dizmek, gamurla bir ylzeyi isaretlemek gibi sade ama etkili
mudahalelerdir. Bu eylemlerin merkezinde sanatginin bedeni vardir. Long’un bedeni, yalnizca tretimin tasiyicisi de-
gil, ayni zamanda dogayla temas eden, ylizeyin izini stiren ve zamanla butinlesen bir arag olarak konumlanir. Bu

baglamda beden, hem Utretimin hem de anlamin tasiyicisi haline gelir.

Sanatginin biraktigi izler, izleyiciye bir “sonug¢”tan ¢ok bir “stire¢” sunar. Long’un isleri cogu zaman kalici degildir;
doga, sanatginin izlerini zamanla siler ya da donusturir. Ancak bu gecicilik, Long’un estetik diisiincesinde bir eksik-
lik degil, doganin déngiselligine duyulan sayginin bir parcasidir. iz, burada hem fiziksel hem de zihinsel bir temas
alanidir.

Long’un doga ile kurdugu iliski, sahiplenmekten ya da sekillendirmekten uzak, uyum ve eslik etme yonelimindedir.
Onun Uretimi, dogayla ¢atisan degil, dogayla ayni anda var olan bir sanat anlayisini temsil eder. Bu yontyle Long’un

pratigi, ginimuz cevresel ve sanatsal duyarliliklarini bir araya getiren 6zgln bir bakis agisi sunar.
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Abstract

Richard Long’s understanding of Land Art centers not on direct intervention in nature, but on moving with it, attun-
ing to its structure, and framing artistic creation as a process-based, experiential act. This paper explores Long’s
artistic practice through the interaction of body, trace, and nature, emphasizing an intuitive and existential relation-

ship with the natural environment.

Long’s actions in nature—such as walking, arranging stones, or marking a surface with mud—are modest yet im-
pactful gestures. At the core of these gestures is the artist’s body, which functions not only as the facilitator of
creation but also as the medium that touches, traces, and ultimately integrates with the landscape. In this context,
the body becomes both the bearer of production and of meaning.

The traces left behind by the artist offer the viewer not a “result,” but a “process.” Long’s works are often imperma-
nent; nature erases or transforms them over time. Yet this ephemerality is not a shortcoming in Long’s aesthetic
philosophy—it reflects a deep respect for nature’s cyclical rhythms. Here, the trace becomes a space of both phys-

ical and mental engagement.

Long’s relationship with nature is not one of ownership or manipulation, but of harmony and accompaniment. His
practice represents a form of art that coexists with nature rather than conflicting with it. In this sense, Long’s work
offers a unique perspective that unites ecological and artistic sensitivities in a contemporary context.
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Sanat tarih boyunca yalnizca estetik bir Gretim alani olarak degil, siyasal ve ideolojik mesajlarin tasiyicisi olarak
da islev gérmustir. Ozellikle toplumsal déniisiim siireclerinde sanat, iktidarlarin sdylemini genis kitlelere ulastiran
gugll bir arag haline gelmistir. Bu calismada, Ttrkiye’de erken Cumhuriyet doneminde grafik tasarimin propaganda
araci olarak nasil kullanildigi incelenmektedir.

Bu konunun secilmesindeki temel motivasyon, Cumhuriyet’in kurucu yillarinda grafik tasarimin yalnizca bir iletisim
bicimi degil; ayni zamanda yeni yurttaslik kimliginin insasinda oynadigi rolt ortaya koyma istegidir. Grafik tasarimin
bu donemde Ustlendigi ideolojik islev, gorsel kiltir ¢alismalarinin tarihsel-politik boyutlariyla birlikte degerlendiril-

mesini gerekli kilmaktadir.

Arastirma, nitel bir yontemle ylruttlmus; agirlikh olarak literatlir taramasi yoluyla sanat tarihi, modernlesme, pro-
paganda ve grafik tasarim disiplinlerinden yararlaniimistir. Ayrica déneme ait afisler ve gérsel malzemeler Gizerinden
icerik ¢ozimlemesi yapilmistir.

Bu bildiri, erken Cumhuriyet déneminde grafik tasarimin propaganda alanindaki etkisini akademik literattire kazan-
dirmak ve ileride yapilacak ¢alismalara kaynak teskil etmek amaciyla hazirlanmistir.
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Abstract

Throughout history, art has functioned not only as a means of aesthetic expression but also as a carrier of political
and ideological messages. Particularly during periods of social transformation, it has served as a powerful tool for
conveying the discourse of authority to the masses. This study examines how graphic design functioned as a tool
of propaganda in the early Republican period of Turkey.

The motivation behind choosing this topic stems from the desire to explore the role of graphic design not merely as
a form of communication, but as an instrument for constructing a new civic identity during the foundational years
of the Republic. The ideological function assumed by graphic design in this period necessitates a multidimensional

analysis situated within visual culture and political history.

The research was conducted using a qualitative methodology, primarily through literature review across fields such
as art history, modernization, propaganda, and graphic design. In addition, selected posters and visual materials

from the period were analyzed through content analysis techniques.

This paper aims to contribute to the academic literature by documenting the ideological use of graphic design in the

early Republican period and to serve as a reference for future studies on the subject.
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Ozet

Selcuklu dénemi, islam sanatinin klasik bicimlerinin Anadolu cografyasinda kéklendigi ve dzgiinlestigi bir dénemdir.
Bu sliregcte mimari siisleme unsurlarindan biri olan ¢ini sanati, teknik ve estetik acidan buyUtk gelisme géstermistir.
Genellikle geometrik ve bitkisel motiflerin hakim oldugu ¢ini stislemelerinde, 6zellikle 12. ve 13. ylzyillarda figlratif

betimlemelere de yer verildigi gézlemlenmektedir.

Bu ¢alisma; Selcuklu ¢ini sanatinda figtiratif 6gelerin varhigini, kullanim alanlarini ve sanatsal anlamini incelemeyi
amaclamaktadir. Konya, Kayseri ve Sivas gibi 6nemli Selcuklu merkezlerinde yapilan kazilar sonucunda gtin yiza-
ne ¢ikarilan figtrlt ¢ini 6rnekleri, insan ve hayvan tasvirlerinin hem dekoratif hem de sembolik anlamlar tasidigini
ortaya koymaktadir. Ozellikle Kubadabad Sarayi ¢inilerinde gériilen tahtta oturan sultanlar, av sahneleri, mitolojik
yaratiklar ve gtinliikk yasamdan kesitler; dénemin toplumsal yapisi, estetik anlayisi ve ikonografik tercihleri hakkinda

onemli ipuglari sunmaktadir.

Bu arastirmada ayrica, figliratif cinilerin teknik 6zellikleri (IGster, sir alti, minai vb.), Gretim merkezleri ve bu ¢inilerin
mimarideki konumlandirilisi da ele alinmaktadir. Ayrica bu sanatin islam diinyasindaki figiiratif geleneklerle olan

iliskisi ve Selguklu sanatina 6zgt yonleri tartisilacaktir.

Sonug olarak, Selguklu dénemi gini sanati figliratif 6gelerle sadece estetik bir zenginlik degil, ayni zamanda dénemin
kulturel ve dustunsel diinyasina dair degerli veriler sunmaktadir. Bu bildiri, figliratif betimlemelerin Selguklu sanatin-

daki yerini daha kapsamli sekilde anlamaya katki saglamayi hedeflemektedir.
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Abstract

The Seljuk period marks an era in which the classical forms of Islamic art took root and evolved uniquely within the
geography of Anatolia. During this time, one of the prominent architectural decorative elements tile art underwent
significant technical and aesthetic development. While geometric and vegetal motifs largely dominated Seljuk tile
decoration, it is observed that figurative depictions were also incorporated, especially during the 12th and 13th

centuries.

This study aims to examine the presence, usage, and artistic significance of figurative elements in Seljuk tile art. Fig-
urative tile examples unearthed through excavations in major Seljuk centers such as Konya, Kayseri, and Sivas re-
veal that human and animal representations carried both decorative and symbolic meanings. In particular, the tiles
from the Kubadabad Palace depicting enthroned sultans, hunting scenes, mythological creatures, and snapshots
of daily life offer important insights into the social structure, aesthetic sensibilities, and iconographic preferences
of the period.

This research also addresses the technical features of figurative tiles (such as lusterware, underglaze, and minai
techniques), their production centers, and their architectural placement. Furthermore, the relationship between
this art form and the figurative traditions within the Islamic world, as well as the distinctive characteristics unique

to Seljuk art, will be discussed.

In conclusion, the figurative elements in Seljuk tile art provide not only aesthetic richness but also valuable informa-
tion about the cultural and intellectual landscape of the era. This paper seeks to contribute to a more comprehen-
sive understanding of the role of figurative depictions in Seljuk art.
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Dijital cagin yarattig1 diinyada, Uretilen bircok dijital teknolojik ara¢ glindelik hayatin icerisinde kullanildigi gibi bir-
cok meslek kolu da bu araglari Gretimlerine dahil etmektedir. 21. ylzyil tiyatrosu igin de dijital cagin olanaklarini kul-
lanarak her dénem gelistirilen yeni teknolojik araglarla bir arada anlam Grettigi ve giinimiizde artik tiyatro sanatinin
dijital bir ktltlGre sahip oldugu sdylenebilmektedir. Dijital teknolojik araglar tiyatro sanatinin anlatimini gti¢lendir-
mek ve yeni bicimler olusturmak icin sahne tizerinde yahut siber mekanlarda kullanilmaya baslanmistir. internetin
uzam formunu olusturdugu siber mekanlar, sanal bir ortamda olusturulan canli tiyatro performansi gésterimi ya-
pilmasini saglamaktadir. Yirminci ylzyilin baslarinda sahne tGizerinde video ve film kullanimi barkovizyon ekranlarla
saglanirken yirmi birinci ylzyila gelindiginde internet araciligiyla siber mekanlarda Gretimi yapilan performanslar
cogalmistir. Ozellikle 2019 yilinda ortaya ¢ikan Covid-19 pandemisi nedeniyle diinya (izerinde insanlar evlerine ka-
panmis ve tiyatro Ureticileri de bu slirecte internet teknolojisinin yardimiyla Gretimlerine devam etmeye ¢alismislar-
dir. Bu nedenle bir¢ok tiyatro oyunu online platformlara tasinmis ve pandemi sonrasi da icracilar bu sinirsiz imge-
lerin barindigi ortamda Uretim yapmaya devam etmistir. Teknolojinin performanscilarla etkilesim kurdugu ve onlari
yonlendirdigi bu tiyatro yapimlarinda oyuncular, sahne tzerinden farkl olarak sanal olarak kurulan mekanlarda
yansitilan goérinttlerle, dijital teknolojik araglarla yahut kameralarla etkilesimli bir performans gerceklestirmektedir.
Bu ¢alismada, dijital cagda tiyatroda siber mekan kullanimi incelenerek siber mekanlarda gésterim yapan oyuncu-
nun hangi dijital teknolojik unsurlarla nasil anlatim olusturabilecegi 6rnek sahnelemeler Gizerinden ele alinmistir.
Sonug olarak, tiyatronun dijital teknolojik araglarla etkilesimli performans yapimlarinin arttigi gtinimuizde siber
mekanda performans gosteren oyuncuya rehber niteliginde bir calisma sunmak hedeflenmektedir.
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Abstract

In the world created by the digital age, many digital technological tools are used in daily life and many professions
include these tools in their production. For the 21st century theatre, it can be said that it produces meaning with
the new technological tools developed every period by using the possibilities of the digital age and that theatre now
has a digital culture. Digital technological tools have started to be used on stage or in cyber spaces to strengthen
the expression of theatre and to create new forms. The cyber spaces, where the Internet creates the form of space,
enable live theatre performance created in a virtual environment. In the early twentieth century, the use of video
and film on the stage was provided by barcovision screens, while in the twenty-first century, performances in cyber
spaces through the internet have proliferated. Especially due to the Covid-19 pandemic in 2019, people around the
world are closed to their homes and theatre producers continue their production with internet technology. There-
fore, many theatre plays have moved to online platforms, and after the pandemic, performers continued to produce
in this environment of unlimited images. In these theatre productions where technology interacts with and directs
the performers, actors perform an interactive performance with images projected in virtual spaces, digital techno-
logical tools or cameras. This study, the use of cyber space in theatre in the digital age and how the actor performing
in these can create a narrative with which digital technologicals is discussed through sample stagings. As a result, it
is aimed to be a guide for actor performing in cyber space in today’s where interactive performance productions of
theatre with digital technological tools are increasing.
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Ozet

Bu derleme galismasi, sanat temelli arastirma yontemlerinden biri olan a/r/tografinin Turkiye’de akademik yazinda
nasil ele alindigini ortaya koymayi amacglamaktadir. A/r/tografi; sanat (art), arastirma (research) ve 6gretim (teaching)
kavramlarini bittncdl bir yapida birlestiren, bireysel ve pedagojik deneyimlerin sanatsal yollarla ifade edilmesine

imkan taniyan disiplinler arasi bir yaklagimdir.

Bu baglamda, YOK Akademik veri tabani temel alinarak gerceklestirilen tarama sonucunda belirlenen ve a/r/tografi
konusunu ele alan dokuz Ttrkge akademik makale, nitel arastirma desenlerinden dokiiman incelemesi yéntemiyle
betimleyici olarak degerlendirilmistir. Calismalar; amag, yontem ve baglam agisindan 6zetlenmis, herhangi bir icerik

analizi veya tematik siniflandirmaya gidilmemistir.

Derleme sonucunda, Turkiye'de a/r/tografi yaklasimiyla yapilmis akademik yayinlarin sayica sinirli oldugu goérdl-
mektedir. Bu durum, sanat egitimi alaninda yontemsel cesitliligi tesvik etmek adina yeni ¢alismalara ihtiya¢ oldu-
gunu ifade edilmektedir. Bu galisma, a/r/tografi yéntemine dair mevcut akademik birikimi gérintGr kilmayi ve sanat
temelli arastirmalara yonelmek isteyen arastirmacilar, sanatgilar ve egitimciler icin yol gosterici bir kaynak sunmayi
hedeflemektedir.

Anahtar Kelimeler
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Abstract

This review study aims to examine how the arts-based research method known as a/r/tography is represented in
academic literature in Turkiye. A/r/tography is an interdisciplinary approach that brings together art, research, and

teaching, allowing individuals to express their personal and pedagogical experiences through artistic means.

Within this scope, nine Turkish-language academic articles focusing on a/r/tography—identified through a search
in the YOK Academic database—were evaluated using document analysis, one of the qualitative research methods.
The selected studies were descriptively reviewed in terms of their aims, methodologies, and contexts, without ap-

plying any thematic categorization or content analysis.

The findings of the review indicate that academic publications related to a/r/tography in Turkiye remain limited in
number. This highlights the need for further research to promote methodological diversity in the field of art educa-
tion. The present study aims to make the existing academic knowledge on a/r/tography more visible and to serve as

a guiding resource for researchers, educators, and artists interested in arts-based research practices.
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Ozet

Bu arastirma, Turkiye’deki Bilim ve Sanat Merkezi'nde (BILSEM) egitim alan bir 6grencinin 8grenme deneyimlerini, ni-
tel arastirma desenlerinden otoetnografi yontemiyle incelemeyi amaglamaktadir. Calismada katilimci ayni zamanda
arastirmaci konumundadir. Veri kaynagini, 6grencinin bir hafta boyunca farkli derslerde (ingilizce, Tiirkge, biyoloji,
resim ve bilgisayar) tuttugu ginlik notlar olusturmaktadir. Bu glinltkler icerik analizi ydntemiyle degerlendirilmis;
analiz sonucunda dort ana tema belirlenmistir: 6grenme streci ve 6gretim yontemleri, duygusal deneyimler, akran
etkilesimi ve derslerin verimliligi. Bulgular, BILSEM’de yiriitiilen egitim faaliyetlerinin dgrencinin yalnizca akade-
mik degil, ayni zamanda sosyal, duygusal ve sanatsal gelisimini de destekledigini géstermektedir. Ogrencinin aktif
katilimina olanak taniyan etkilesimli 6gretim yontemleri, oyunlastiriimis etkinlikler ve yaratici 6grenme ortamlari
Ogrencinin 6grenme motivasyonunu ve derse olan bagliligini artirmistir. Ayrica, 6grencinin yasadigl duygusal tep-
kiler, 6gretmen-6grenci iliskilerinin ve 6grenme ortamlarinin duyussal boyutunun énemini ortaya koymaktadir. Bu
calisma, 6grenci merkezli egitim anlayisinin 6nemini vurgulamakta ve otoetnografi ydonteminin, dgrencilerin bireysel

o6grenme yolculuklarini anlamada gliglt bir arag olabilecegini ortaya koymaktadir.

Anahtar Kelimeler
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Abstract

This study aims to explore the learning experiences of a student attending a Science and Art Center (BILSEM) in
Turkey through an autoethnographic approach, which is one of the qualitative research designs. In this study, the
participant also takes the role of the researcher. The data source consists of the student’s reflective journal entries
recorded over the course of one week in various classes including English, Turkish, biology, visual arts, and com-
puter science. These entries were analyzed using content analysis, and four main themes were identified: learning
process and instructional methods, emotional experiences, peer interaction, and lesson effectiveness. The findings
reveal that educational activities at BILSEM support not only academic but also social, emotional, and artistic devel-
opment. Interactive teaching methods, gamified activities, and creative learning environments that allow for active
student participation were found to increase the student’s motivation and engagement with learning. Moreover,
the emotional responses observed in the journals highlight the importance of the affective dimension of teach-
er-student relationships and learning environments. This study emphasizes the significance of student-centered
education and demonstrates that autoethnography can serve as a powerful tool to understand students’ individual

learning journeys.
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Ozet

Asr-1 Saadet’ten gliniim{ize kadar tekamiil ederek gelen Hiisn-i Hat (glizel yazi sanati), geleneksel Tiirk-islam sanat-
larinin merkezinde yer almakta; diger kitap sanatlari da Hat Sanati etrafinda sekillenerek gelisim gostermistir. Hat
sanatinin temelinde, Kur’an-i1 Kerim’in ayetlerini daha gtizel ve estetik bir sekilde yazma arzusu yatmaktadir. Estetik
acidan degerlendirildiginde Kur’an-1 Kerim, hatti, lafzi, kiraati, tezhibi ve cildiyle batlincil bir sanat eseri niteligi tasi-
maktadir. islam alfabesindeki harflerin yapisal ézellikleri, sanat icrasina uygunluk géstermekte; bu da harflerin tek
basina dahi estetik bir deger tasimasina imkan saglamaktadir. Hat sanatinda yaygin olarak kullanilan yazi turlerin-
den biri olan stilts, “lgte bir” anlamina gelir. Bu yazi tGrtnGn orantilari, sanat ve mimaride ideal oran olarak bilinen
altin orana tekabul etmektedir. Bir hat eserinde harflerin uyumlu dagilimi ve dizilimi kadar, harflerin kalinlk-incelik
gecisleri de 6nemlidir. Bu gegisler, musikideki ses inis ¢ikislarini veya tezhip sanatinda halkar tGslubundaki ince-ka-
lin ¢izgi ve agik-koyu renk uygulamalarini ¢agristirir. Bu tlr nGanslar, izleyicide estetik duygulari harekete gegirerek
ruh tzerinde olumlu etkiler birakir. Estetik kriterleri karsilayan bir sanat eserinin inceliklerini ve insan ruhuna olan
etkilerini uzun uzun agiklamak mimktndur. Her bir hat eseri, ruhumuzda beliren glizel duygularin bir izdGstim ve
farkli bicimlerde disavurumudur. Bu ¢calismada Hat Sanati,estetik degerler baglaminda ele alinacak ve bu yénlyle

yorumlanmaya ¢alisilacaktir.

Anahtar Kelimeler
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Abstract

The art of hiisn-i hat (Islamic calligraphy), which has evolved from the Age of Bliss (Asr al-Saada) to the present day,
lies at the heart of traditional Turkish-Islamic arts. Other book arts have developed and taken shape around this
central art form. At the foundation of calligraphy as a refined art lies the desire to write the verses of the Qur'anin a
more beautiful and aesthetic manner. From an aesthetic perspective, the Qur’an, with its script, recitation, pronun-
ciation, illumination (tezhip), and binding (cilt), is a complete work of art in itself. The structural features of letters in
the Arabic alphabet are particularly suitable for artistic expression, giving individual letters inherent aesthetic val-
ue. Among the various styles used in Islamic calligraphy, stiliis—meaning “one-third”"—is one of the most prevalent.
The proportions of stilis script correspond to the golden ratio, a principle of harmony widely recognized in art and
architecture. In a calligraphic work, the harmonious distribution and arrangement of letters, as well as the varying
thickness of strokes, mirror the rhythmic fluctuations found in music or the nuanced contrasts of fine lines and
shading in halkar-style tezhip ornamentation. These subtle transitions stimulate aesthetic appreciation and evoke
positive emotional responses in the viewer. The refined qualities and emotional resonance of a work of art that
meets aesthetic standards can be elaborated upon at great length. Each calligraphic piece is an outward reflection
and unique expression of the beautiful emotions formed in the soul. This study aims to examine and interpret the
art of Islamic calligraphy in terms of its aesthetic values.

Keywords
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Ozet

Bu ¢alisma, Japon sanatgi Fumiaki Aono’nun 2011 yilinda Ulkesini etkileyen deprem ve tsunami felaketinin sonu-
cunda Urettigi calismalarin hayatin icinde yasanan aci bir gergegin nasil ‘sanatsal eylem ve olgu’ diizeyine tasindi-
gina odaklanmaktadir. Felaketin ardindan islevini kaybederek kullanilamaz hale gelen esyalar sanatginin usunda
canlanan / eyleminde gerceklesen ‘ge¢cmisin izini tasiyan bellek’ konumunda ve sanatsal amacla islevsellemektedir.
Siradan bir insan olarak sanat¢inin deneyimi insanlik adina ussal gerceklige hitap eden bir duyarlilik tasimaktadir.
Eserler de sanatsal estetik form olus’a dair 6rnek olmalariyla aci, keder, yalnizlik, hiiztin, kayip, 6zlem, kavusma vb.
gibi insana ait duygularin felaketle 6zdes fiziksel tahribatini ve bireye dair psikolojik travmalari duyumsatmaktadir.
Nihayetinde varilan sonug; yasamin tim canlilar icin ortak olmasina karsilik stirecin ve sonucun kisiden kisiye fark-
hlik gosterdigi gercegiyle enkaza dénen bir ruhsal yapida dahi sanatgi ‘teshis koyucu’ ve sanati araciligiyla kendisini

ve toplumu ‘terapi edici’ bir rol Gstlenmektedir.

Anahtar Kelimeler
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Dipnot
Bu bildiri yazarin 2021 yilinda Prof. Fevziye EYIGOR PELIKOGLU danismanliginda yazdigi ‘Mahrem Mekan Olarak Bellek ve Cek-

mece imgesi’ adli Sanatta Yeterlik tezinden tiiretilmistir.
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Abstract

This study focuses on how the works produced by japanese artist Fumiaki Aono as a result of the earthquake and
tsunami disaster that affected her country in 2011, brought a painfull reality experienced in life to the level of ‘ar-
tistic action and fact.” After the disaster the objects that lost their function an became unusable become functional
for artistic purposes as ‘memory carrying the trace of the past’ that comes to life in the artist’s mind/action. The
artist’s experience as an ordinary person carries a sensitivity that appeals to rational reality on behalf of humanity.
The Works are examples of artistic aesthetic form formation and they evoke the physical destruction of human
emotions such as pain, grief, loneliness, sadness, loss, longing, reunion, etc., which are identical to disasters, and
the psychological traumas of the individual. The final conclusion is that even in a spiritual structure that has been
devastated by the fact that life is common to all living things, but the process and outcome differ from person to

person, the artist assumes a role of ‘diagnosing’ and ‘therapeutic’ for herself and society through his art.

Keywords

Fumiaki Aono, Debris, Anamnesis

Footnote

This paper ise derived from the author’s Proficiency in Art Thesis titled ‘Memory as a Confidential Space and Drewer Image’
written under the supervision of Prof. Fevziye Eyigor Pelikoglu in 2021.
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Bati tiyatrosunda yirminci ylzyildan itibaren seyircinin edilgen konumunun sorgulanmasiyla gelisen ve &zellik-
le 1960’h yillardaki sahneleme pratikleriyle yayginlasan katilimcr performanslar, seyircinin yalnizca izleyen degil,
performansin aktif bir pargcasi olmasini amacglamistir. Bu anlayistan yola ¢ikarak hazirlanan bu ¢alismada, Richard
Schechner’in “Cevresel Tiyatro” kurami ve pratiginde yer alan katimcilik unsuru temel alinarak, Turkiye tiyatro-
sunda seyirci-performansci iliskisi incelenmistir. Katiimci performanslar seyircinin performansa dahil oldugu, kimi
zaman performansin akisini etkileyebildigi, kolektif bir anlayisin gelistirilebilecegi, oyun alani ile seyir alani ve seyir-
ci-performansgi arasindaki sinirlarin belirsizlestigi bir deneyim alani sunmaktadir. Bu baglamda galismada, Turkiye
tiyatrosunda seyircinin yalnizca seyreden olarak degil, aktif bir katihmci olarak performansa dahil oldugu 6rnek-
ler Gzerinden, katilimci performanslarin Turkiye tiyatrosundaki bigimleri ve performans icerisindeki iliskileri nasil
donustlrdigi tartisiimistir. Tlrkiye tiyatrosunda katilimer performanslarin tarihsel gelisimi ve gliniimtzde han-
gi bicimlerde karsimiza ¢iktig sorgulanmis; katilimciligin cagdas Turkiye tiyatrosundaki uygulamalari ile seyirciyle
kurulan iliski, farkli tiyatro gruplarina ait performans 6rnekleri Gzerinden irdelenmistir. Bu gercevede su sorulara
odaklanilmistir: Turkiye tiyatrosunda katiimcilik Batrdaki bigimleriyle uygulanabilir mi? Seyirci-performansci iliskisi
katilimcilik unsuruyla birlikte nasil sekillenir? Ttrkiye’de katilimcr performans pratiklerinin sinirli sayida olmasinin
nedenleri nelerdir? Bu sorular dogrultusunda, katilimcilik unsurunun Turkiye tiyatrosunda neden 6nemli gorilda-

gunun ortaya konmasi hedeflenmektedir.

Anahtar Kelimeler
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Dipnot
Bu calisma yazarin yliksek lisans tez calismasinin bir uzantisidir.
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Abstract

Participatory performances, which emerged in Western theatre through the questioning of the audience’s passive
position in the 20th century, became more prominent in the 1960s, aiming to transform the spectator into an active
participant rather than a mere observer. This study explores the performer-spectator relationship in Turkish the-
atre, using Richard Schechner’s “Environmental Theatre” theory as a framework. Participatory performances offer
an experiential space in which the audience actively engages, influencing the performance, and blurring boundaries
between the stage, the spectator, and the performance itself. The study discusses how participatory performances
reshape the forms and relationships within performances in Turkish theatre, focusing on examples where the au-
dience is integrated as an active participant. It examines the historical development and current forms of participa-
tory performance in Turkey, analyzing the performer-spectator relationship in contemporary practices. The study
focuses on three main questions: Can participatory performance be applied in Turkish theatre in the same way as
in the West? How does the relationship between performer and spectator change through participation? Why are
participatory practices limited in Turkey? This research aims to reveal the importance of including participation in
contemporary Turkish theatre.

Keywords

Participation, Performer-Audience Relationship, Turkish Theatre

Footnote

This study is an extension of the author’s master’s thesis.
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Ozet

insanlik, gecmisten gliniimiize kadar yasadigi dénemin duygu diinyasini, inanglarini ve hayal gliclinii cesitli ydntem-
lerle farkli materyaller (izerine aktarmistir. Bu ifade bicimlerinden biri de ebru sanatidir. ilk ebru &rneklerinin Turkis-
tan’da ortaya ciktigi ve Turklerin gocleri araciligiyla Osmanh cografyasina ulastigi yéninde gortsler bulunmaktadir.
ilk yapilan ebrular tizerinde sanatkarin imzasi olmadigindan, ebru kullanilarak yapilan eserlerin tarihi dikkate ali-
narak varsayimda bulunulabilmektedir. Ebru, kelime anlami olarak bulutumsu anlamina gelen “Ebri” kelimesinden
turedigi gortsu yaygindir. Toprak boyalar sigir 6diyle olgunlastiriimaktadir. Gul dalina baglanmis at kil firgalarla
kivamli suyun Gzerine serpme yapilmaktadir. Ginimuzde ebru sanatina olan ilginin artmasiyla birlikte yeni formlar
denenmektedir. Kaplan gozl ebru, icerdigi kimyasallar, sicaklik, nem, boyanin viskozitesi ve malzemelerin alkalini-
tesi veya asitligi gibi cok sayida faktori dikkate alarak elde edilmesi gereken hassas bir dengeyle olusturulmaktadir.

Bu nedenle en zor tasarimlardan biri olarak kabul edilir.

Bu ¢alismada, ebru tekniklerinden biri olan “Kaplan gzt ebru” teknigi ele alinmistir Kaplan gézti ebrunun segilme
nedeni, bu teknigin hem kimyasal maddeler icermesi hem de sanatsal agidan dikkat cekici bir yenilik sunmasidir.
Denizkadayifi ile hazirlanan yogun kivamli su Gzerine, 6d ayari yapilmis boyanin igine aliminyum sulfat, sodyum
bikarbonat ve potasyum karbonat eklenerek olusturulan 6zel bir sivi damlatilmaktadir. Bu kimyasal tepkime sonu-
cunda, zemin lGzerine birakilan damlalar, dis gepere dogru yayilirken merkezde tahminen AI(OH); etkisiyle ¢cokelme
olusturmakta, ¢itkan CO2 gazi da misellerin olusmasina sebep olmaktadir. Olusan sekil benzersiz bir gorsel efekt
saglamaktadir. Kaplan gézi ebru, sanatkarlarin yaraticiliklarini 6n plana g¢ikarabilecekleri yeni bir ifade alani sun-
makta ve geleneksel sanat ile modern tekniklerin birlesimini temsil etmektedir. Bu yoniyle hem geleneksel sanati

yasatmakta hem de yenilikgi formlar araciligiyla ginimuze tasimaktadir.

Anahtar Kelimeler
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Abstract

Throughout history, humankind has sought to express the emotions, beliefs, and imaginations of their era through
various materials. In this context, the art of ebru stands out as one of the traditional art forms with a rich history
and unique techniques. It is believed that the first examples of ebru were created in Turkestan and carried to the
Ottoman lands through Turkish migrations. However, since early ebru works did not bear the signature of the artist,
their dates can only be estimated based on the techniques and materials used. The term ebru is thought to have
derived from the Persian word ebri, meaning “cloud-like.” Traditionally, natural earth pigments are mixed with ox
gall, and the prepared paints are sprinkled onto the surface of viscous water using brushes made of horsehair tied
to arose stem.

In recent years, the growing interest in ebru art has encouraged the development of new techniques. This study fo-
cuses on one such modern application: the Kaplangézii ebru technique. The reason for selecting this technique lies
in its combination of chemical interactions and its distinctive artistic appeal. In this method, a specially prepared
liquid mixture, containing potassium alum, sodium bicarbonate, and potassium carbonate added to ox gall-treated
paint, is dropped onto a dense water surface made with denizkadayifi (carrageenan). The resulting chemical reac-
tion releases CO, gas, forming micelles, while AI(OH); precipitates at the center of the droplets. The patterns pro-
duced create a visually striking effect, offering artists an opportunity to unite traditional aesthetics with innovative

forms, thus preserving cultural heritage while introducing contemporary interpretations.

Keywords
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Hydroxide

68



i

SANATIN RITMI

IV. ULUSLARASI SANAT SEMPOZYUMU | 4™ INTERNATIONAL ART SYMPOSIUM

Kreatif Motivasyonun Paradoksal Dogasi:
Dadaizmde Eylemsizligin Estetik Insasi

Necla Kilig
Dicle Universitesi Egitim Bilimleri Enstitlisti Glizel Sanatlar Egitimi

ORCID: 0009-0003-0545-0262  E-Posta: neclaklc.21@gmail.com

Dog. Dr. (Assoc. Prof.) Baris Aydin
Dicle Universitesi Sanat ve Tasarim Fakultesi Gorsel Sanatlar B&lumu

ORCID: 0000-0002-4311-7458 E-Posta: barissaaydin@gmail.com

Zeynep Kilig

Dicle Universitesi, Egitim Bilimleri Enstitlsl, Glizel Sanatlar Egitimi
ORCID: - E-Posta: zzeyneppkkilica@gmail.com
Ozet

Sanat tarihi, estetik egilimlerin yani sira sanatginin i¢ diinyasinin, toplumsal yapilarin ve psikolojik durumlarin izlerini de tasi-
maktadir. Bu paralelde, yirminci ylzyil baslarinda toplumsal hareketler ile birlikte savasin olusturdugu travmalara, toplumsal
dizenin ¢okisline ve akilci diislincenin sorgulanmasina karsi ortaya ¢ikan Dadaizm, sanatin anlamini, islevini ve Gretim strecini
temelden dontstlirmeyi amaglayan bir karsi durus hareketi olarak tanimlanmaktadir. Ayrica, Dadaist dlisiincenin 6nctlerinden
Tristan Tzara ve Marcel Duchamp gibi 6nde gelen sanatgilari, geleneksel sanat tekniklerini ve degerlerini reddetmekte ve bilingli
anlamsizlik, rastlantisallik ve ironiyi sanatsal Gretimin merkezine yerlestirmektedirler. Ancak bu tGretim bigimi ve stireci, bazi cev-
relerde Dadaist sanatgilarin “lUsenge¢”, “disiplinsiz” ya da “gayret gostermeyen” bireyler olduklari yontinde ylizeysel yorumlara
neden olmaktadir. Bu baglamda, Dadaist sanatgilara atfedilen Gsengeclik yargisinin, gercekten bir eylemsizlik ya da motivasyon
eksikliginden mi kaynaklandigi, yoksa bu durumun bilingli bir yaratim stratejisi mi sorulari calismanin temel problemlerini olus-
turmaktadir.

Psikoloji literattriinde tUsengeclik, cogunlukla kisinin motivasyon disUkIGgd, irade eksikligi, karar verme streglerindeki karar-
sizlik ya da erteleme davranisiile iliskilendirilirken; sanat psikolojisi perspektifinden bakildiginda, kreatif stiregteki “eylemsizlik”
zaman zaman bir i¢sel odaklanma ve bilingli duraksama bigimi olarak da degerlendirilebilmektedir. Bununla beraber Dadaist
sanatginin Uretim strecinde gorulen kaotik yapi, bicimsel sadelik, tekrar ve rastlantiya dayali diizen, ylzeydeki bir ilgisizlik go-
rintlstnln 6tesinde, protest bir biling ve kreatif bir elestiri mekanizmasi barindirmaktadir. Dadaist sanatgilarin sanatsal tretim
pratiklerini psikolojik bir bakis acisiyla degerlendirerek, tGsengeclik ile bilingli kreatif direng arasindaki farki ortaya koyan bu
arastirma, Dadaizm’in sanatgi kimligi Gzerindeki etkisini cok boyutlu bir yaklasimla analiz etmeyi amaglamaktadir. Ayrica, sanat
psikolojisiyle sanatsal hareketler arasindaki iliskiye i1sik tutarak, 6zellikle yaratici bireylerin tretim stireglerine yénelik onyargila-
rin bilimsel temelde sorgulanmasina katki sunmasi ¢alismanin 6nemini ortaya koymaktadir. Bu dogrultuda arastirma, Dadaist
akimin Marcel Duchamp, Hugo Ball, Tristan Tzara gibi temsilcileri ile sinirli tutulmakta olup bu sanatgilarin yazili manifestolari,
eserleri ve donemin elestirel metinleri temel veri kaynaklari olarak kullaniimasi hedeflenmektedir. Nitel arastirma desenine da-
yal betimsel bir yaklasim benimseyen bu ¢alisma, dokiiman analizi ile birlikte yorumlayici icerik ¢ozimleme teknikleriyle verileri
incelemeyi yontem edinmektedir. Sonug olarak, Dadaist sanatginin Gretim strecindeki duraksamalari, mizahi yaklasimlari ve
gelenek disi tutumlari, bireysel tembellik olarak ifade edilmemekle beraber toplumsal yapiya, sanatin kutsalligina ve otoriter
estetik kodlara karsi bir ironi olarak degerlendirilmesi, “lGsengeclik” olgusu disinda; sistem karsiti, kreatif ve direncli bir 6zne
olarak goérilmektedir.
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Abstract

Art history bears the traces of the artist’s inner world, social structures and psychological states, as well as aesthetic tenden-
cies. In this parallel, Dadaism, which emerged in the early twentieth century together with social movements against the trau-
mas caused by war, the collapse of the social order and the questioning of rational thought, is defined as a resistance movement
that aims to fundamentally transform the meaning, function and production process of art. In addition, prominent artists such
as Tristan Tzara and Marcel Duchamp, pioneers of Dadaist thought, reject traditional art techniques and values and place con-
scious meaninglessness, randomness and irony at the center of artistic production. However, this production style and process
cause superficial comments in some circles that Dadaist artists are “lazy”, “undisciplined” or “uneffortful” individuals. In this
context, the fundamental problems of the study are whether the laziness judgment attributed to Dadaist artists really stems
from inertia or lack of motivation, or whether this situation is a conscious creative strategy. In the psychology literature, lazi-
ness is mostly associated with a person’s low motivation, lack of willpower, indecisiveness in decision-making processes or pro-
crastination; from the perspective of art psychology, “inaction” in the creative process can sometimes be evaluated as a form
of internal focus and conscious hesitation. However, the chaotic structure, formal simplicity, repetition and coincidence-based
order seen in the production process of the Dadaist artist, beyond the superficial appearance of indifference, contains a protest
consciousness and a creative criticism mechanism. By evaluating the artistic production practices of Dadaist artists from a
psychological perspective and revealing the difference between laziness and conscious creative resistance, this research aims
to analyze the impact of Dadaism on the identity of the artist with a multidimensional approach. In addition, by shedding light
on the relationship between art psychology and artistic movements, it contributes to the scientific questioning of prejudices,
especially towards the production processes of creative individuals, revealing the importance of the study. In this context, the
research is limited to representatives of the Dadaist movement such as Marcel Duchamp, Hugo Ball, Tristan Tzara, and it is
aimed to use the written manifestos, works and critical texts of the period of these artists as the main data sources. Adopting
a descriptive approach based on a qualitative research design, this study uses document analysis together with interpretative
content analysis techniques as a method to examine the data. As a result, the pauses in the production process of the Dadaist
artist, his humorous approaches and unconventional attitudes are not expressed as individual laziness, but are evaluated as
an irony against the social structure, the sanctity of art and authoritarian aesthetic codes, and apart from the phenomenon of
“laziness”; he is seen as an anti-system, creative and resistant subject.
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Ozet

Niteliklerini Gnemseyen ve bu yénde gelisim gostermeyi hedefleyen kurumlar, gliclti ve zayif yonleriyle yizlesebil-
mek amaciyla ihtiyag analizlerinden faydalanmaktadir. Ozellikle son yillarda, Avrupa tilkelerinde hastane ve okul gibi
kurumlarin daha nitelikli hizmet sunabilmesi amaciyla yenilikgi analiz yontemlerine basvuruldugu bilinmektedir. Bu
baglamda, bir egitim kurumunda 6grenim géren 6grencilerin gérusleri; kurumun kendini gelistirmesi, giclt yonle-
rini pekistirmesi ve zayif yonlerini iyilestirmeye yénelik gcalismalar gerceklestirmesi agisindan biylik 6nem tasimak-
tadir. Bu arastirmanin amaci, Kirikkale Universitesi Keskin Meslek Yiiksekokulu'nda égrenim géren 100 &grencinin,
kurumun guglt ve zayif yonlerine iliskin gortslerini fotoses yontemiyle belirlemektir. Katiimcilarin belirli bir mekan-
da, belirli bir konu, algi ya da deneyim cercevesinde fotograflar cekerek bu gorseller Gizerinden 6ykileme yapmalari-
ni iceren fotoses, sanat temelli bir arastirma yontemi olup, tlkemizde henliz yaygin sekilde kullaniimamaktadir. Bu
arastirmada, katiimcilardan okulun cesitli yasam alanlarinda fotograflar cekmeleri istenmis, ardindan bu fotograf-
lar Gzerinden gerceklestirdikleri hikayelestirmeler araciligiyla betimsel analiz yapilmistir. Arastirma sonucunda elde
edilen veriler dért ana tema altinda toplanmustir: 1. Giglii i¢ Mekan Fotograflari 2. Gliclii Dis Mekan Fotograflari 3.
Zayif ic Mekan Fotograflari 4. Zayif Dis Mekan Fotograflari. Elde edilen bulgularin, okul yénetimine kurumun mevcut
durumunu degerlendirme ve iyilestirme sireclerinde rehberlik edecegi distintlmektedir.

Anahtar Kelimeler

Fotoses, Sanat Temelli Arastirma Yontemi, Fotograf

Dipnot

Bu arastirma, TUBITAK Bilim insani Destek Programlari Bagkanhg (BIDEB) tarafindan yiiriitiilen, 2209-A Universite Ogrencileri
Arastirma Projeleri Destekleme Programi 2023 yili 2. dénem kapsaminda 1919B012324526 numaral basvuru ile destek almaya
hak kazanmistir.

71



i

SANATIN RITMI

IV. ULUSLARASI SANAT SEMPOZYUMU | 4™ INTERNATIONAL ART SYMPOSIUM

Photovoice of Keskin Vocational School Students

irem Acikgdz
Kirikkale University Keskin Vocational School Public Relations and Promotion Associate Degree Program

ORCID: 0009-0007-1967-8435 E-Posta: iremacikgozO614@gmail.com

Dr. Asuman Dasdemir
Kirikkale University Keskin Vocational and College Education Department

ORCID: 0000-0003-3578-8232 E-Posta: dasdemirasuman@gmail.com

Abstract

Institutions that care about their qualifications and aim to develop in this direction benefit from needs analyses
in order to face their strengths and weaknesses. Especially in recent years, it is known that innovative analysis
methods have been used in European countries in order to provide more qualified services to institutions such as
hospitals and schools. In this context, the opinions of students studying in an educational institution are of great
importance for the institution to improve itself, to reinforce its strengths and to carry out studies to improve its
weaknesses. The aim of this study is to determine the views of 100 students studying at Kirikkale University Keskin
Vocational School on the strengths and weaknesses of the institution by using the photovoice method. Photovoice,
which involves the participants taking photographs in a certain place, within the framework of a certain subject,
perception or experience, and narrating through these visuals, is an art-based research method that has not yet
been widely used in our country. In this study, the participants were asked to take photographs in various living
spaces of the school, and then descriptive analyses were made through the narratives they made over these pho-
tographs. The data obtained as a result of the research were categorised under four main themes: 1. Strong Indoor
Photographs 2. Strong Outdoor Photographs 3. Weak Indoor Photographs 4. Weak Outdoor Photographs. It is
thought that the findings obtained will guide the school management in the processes of evaluating and improving

the current situation of the institution.
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Ozet

Algi ve biling tzerine yapilan ¢alismalar gergekle gériinen arasindaki ince ¢izgiyi anlasilir kilmaya ¢alisir. Zihnimiz
dinyayi anlamlandirirken bazi yanilsamalarla karsilasir. Bu yanilsamalar fiziksel diinyanin dogrudan gorinttsin-
den ziyade, bilissel stirecler ve gevresel uyaranlarin etkilesimi sonucunda ortaya ¢ikar. Ayrica alginin sinirlarini orta-

ya koyarak, gerceklik algimizin ne kadar stbjektif oldugunu gozler 6ntline serer.

Sanat tarihi alginin sinirlarini zorlayan ¢ok sayida yanilsama 6rnegi icerir. Ronesans déneminde perspektif teknikle-
rinin gelismesiyle, Gg¢ boyutlu alginin iki boyutlu bir ylizeye yansitmaya calisildigl gorilmektedir. Perspektifle basla-
yan yanilsama, optik yanilsamalara temel olusturmustur. Josef Albers 1920’li yillarda renk kuramlari gelistirmis ve
1965’te New york Modern Sanatlar Mizesi’nde Op Art (optik Sanat) adiyla ilk sergi diizenlenmistir. Optik sanatgilar,
soyut geometrik sanattan, Bauhaus’un arastirma yéntemlerinden, konstriktivizm’ den ve De Stijl yaklasimindan

yararlanmisglardir.

Optik sanat yapitlarinda goz gérintiyl kavrar, izleyici yer degistirdiginde eser hareketlenir. Aslinda géziin algiladigi
titresen bir ritim yoktur. Gozln retina tabakasinda bir araya gelerek varlik kazanirlar. Bu yanilsama eser ve izleyici

arasindaki etkilesimi artirir.

Bu ¢alismada, optik yanilsama olgusunu farkli dénem sanatgilarindan yola ¢ikarak cagdas seramik sanati tizerinden
bir okuma amaglanmaktadir. Seramik sanatinda optik yanilsamanin ilk 6rnekleri yunan amforalarinda geometrik
desenlerle Ug¢ boyutlu alginin iki boyutlu ylzeyde kendini géstermistir. Bu ¢alismalar, hem geleneksel perspektif

kavramlarini hem de modern teknolojik yaklasimlari harmanlayarak yeni formlar ortaya koyar.
Yenilikgi ifadeler yaratan seramik sanatgilari optik yanilsamanin derinlik hissi uyandirma, 1sik-gélge oyunlariyla iz-

leyicinin mekansal algisini genisletme, uzamsal oyunlarla geometrik ritimler ve kitle- bosluk kavramlari Gizerinde

yogunlasirlar.
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Abstract

Studies on perception and consciousness attempt to make the fine line between reality and the visible understand-
able. Our minds encounter some illusions while making sense of the world. These illusions emerge as a result of the
interaction of cognitive processes and environmental stimuli rather than the direct image of the physical world. In

addition, by revealing the limits of perception, they reveal how subjective our perception of reality is.

Art history contains numerous examples of illusions that push the boundaries of perception. With the development
of perspective techniques during the Renaissance, it is seen that three-dimensional perception was attempted to
be reflected on a two-dimensional surface. The illusion that began with perspective formed the basis of optical illu-
sions. Josef Albers developed color theories in the 1920s and the first exhibition under the name Op Art (Optical Art)
was organized in 1965 at the New York Museum of Modern Art. Optical artists benefited from abstract geometric
art, Bauhaus research methods, constructivism and the De Stijl approach.

In optical artworks, the eye grasps the image, and when the viewer changes place, the work moves. In fact, there is
no pulsating rhythm that the eye perceives. They come together in the retina of the eye and come into being. This

illusion increases the interaction between the work and the viewer.

This study aims to read the phenomenon of optical illusion through contemporary ceramic art, based on artists
from different periods. The first examples of optical illusion in ceramic art were seen on Greek amphoras, where
geometric patterns on a three-dimensional perception were reflected on a two-dimensional surface. These works
blend both traditional perspective concepts and modern technological approaches, creating new forms.

Ceramic artists who create innovative expressions focus on the optical illusion’s ability to create a sense of depth,
to expand the viewer’s spatial perception with light-shadow games, and to use spatial games to create geometric

rhythms and mass-void concepts.
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Ozet

Bu ¢alisma, Precious Okoyomon’un 59. Venedik Bienali'nde sergilenen Diinyanin Sonundan Once Diinyay1 Gérmek
(2022) adli enstalasyonunu ekofeminist ve postkolonyal teoriler cercevesinde incelemeyi amaglamaktadir. Okoyo-
mon’un sanat pratigi Gzerinden, “istilaci ttr” kavrami ile doga, 6teki ve siddet arasindaki iliskiler tartismaya agilmak-
tadir. Bu ¢6zimleme, disiplinlerarasi bir okuma yéntemiyle; queer kuram, ekofeminizm ve postkolonyal perspektif-

lerden yararlanilarak yapilmaktadir.

Sanatg¢inin bu enstalasyonunda, erkek-insan’in kendi hirslari ve arzulari neticesinde uyguladigi siddetle sémurgeles-
tirdigi, yersizyurtsuzlastirdigy, talan ettigi, mulkstzlestirdigi, tahakkim altinda tuttugu ve hatta yok etmek istedigi
olus bicimleri bedenleserek kendi habitatini olusturur.

Farkl ontolojilerin bir araya gelerek alternatif bir ekosistem kurdugu bu yapit, minér ve major varolus bigimlerinin
ic ice gectigi bir diyalog ortami sunar. Kir, kan, toprak, solucanlar, kelebekler, su, seker kamisi, fermente maddelerle
etkilesim halindeki mikroorganizmalar ve kudzu gibi istilaci tirlerin kullanimiyla enstalasyon; tipki kimliklerimiz gibi

surekli doniisen, degisen ve sabitlenemeyen sureglerden gecer.

Kadin-olus, siyah-olus, canavar-olus, bitki-olus ve hayvan-olus gibi “6teki”likler Gizerinden kolonyalist ve erkek ege-
men sistemin hiyerarsik yapisi pargalanir. Hem politik hem de poetik bir diinya tahayyultyle karsi karsiya kaliriz.
Beyaz-Batili bakis agisinin sekillendirdigi, anlamlandirdigi kavramlarin degisken yapisini ortaya koyarken, tarihi “cte-

ki”lerin géztinden yeniden bigimlendirir.

Siir, mitoloji ve distopik romanlardan etkilenerek olusturdugu alternatif evrende “istilaci tir”tn ve “tehlikeli” olanin
kim oldugunu sorgulatir. Bununla beraber sémurgeci anlayisin islah etmek istedigi ve hem sémUirge hem de kadin
bedeni ile iliskilendirdigi doga Okoyomon’un evreninde gelecegi doguran aktif ver tretken bir roldedir. Siir, perfor-
mans ve heykelin birlikte var oldugu bu enstalasyon, canli ve cansiz varliklarin temsiliyetini maddesel bir diizlemde

yeniden kurarak, sinirlari asan ontolojik ve duyusal séylem-direnis alani agar.
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Abstract

This study aims to analyze Precious Okoyomon’s installation To See the Earth Before the End of the World (2022),
exhibited at the 59th Venice Biennale, through the lenses of ecofeminist and postcolonial theories. Through Okoyo-
mon’s artistic practice, the work opens a discussion on the relationship between nature, alterity, and violence with-
in the framework of the notion of “invasive species.” This analysis adopts an interdisciplinary approach, drawing

from queer theory, ecofeminism, and postcolonial perspectives.

In this installation, the forms of becoming that have been colonized, displaced, plundered, dispossessed, dominat-
ed, and even targeted for eradication by man through his desires and ambitions, are embodied and establish their

own habitat.

By bringing together different ontologies, the work constructs an alternative ecosystem, creating a space for dia-
logue where minor and major modes of existence intersect. Using elements such as dirt, blood, soil, worms, butter-
flies, water, sugarcane, microorganisms interacting with fermented substances, and invasive species like kudzu, the
installation undergoes continuous transformation—much like our identities—resisting fixity and stability.

Through forms of becoming such as becoming-woman-, becoming-monster, becoming-plant and becoming- ani-
mal, the hierarchical structure of colonial and patriarchal systems is dismantled. The viewer is confronted with both
a political and poetic vision of the world. While revealing the unstable structure of concepts shaped and defined by

the white Western gaze, the work reimagines history from the perspective of the “other.”

Drawing on poetry, mythology, and dystopian literature, Okoyomon constructs an alternative universe that ques-
tions who or what is deemed an “invasive” or “dangerous” entity. Furthermore, the nature that colonial thinking
sought to domesticate—and which has historically been linked to both the colonized and the female body—as-
sumes an active and generative role in Okoyomon’s cosmology. Blending poetry, performance, and sculpture, the
installation reconfigures the representation of animate and inanimate beings on a material level, opening an onto-

logical and sensorial space of resistance that transcends boundaries.
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Ozet

Bu c¢alisma, Pierre Huyghe’in Untilled baslkh enstalasyonunu, elestirel insan sonrasi teori cergevesinde Rosi Brai-
dotti'nin yerylzu-olus (becoming-earth) kavrami Gizerinden incelemeyi amaglamaktadir. Arastirmanin temel sorusu,
Huyghe’in Untilled isinin insan-merkezli estetik anlayislarini nasil dénistirdigu ve yerytzi-olus kavrami gerceve-
sinde nasil bir insan sonrasi ekosistem olarak isledigidir. Yerytzu-olus, insani merkez disina yerlestiren bir diistinme
bicimi olarak, sadece antropomerkezci 6znellik anlayislarini degil, ayni zamanda doga/kultir, organik/inorganik,
6zne/nesne gibi ikilikleri de elestirir. Bu kavram, ¢ok-6zneli, tlrler-arasi ve biyolojik ile biyolojik olmayan varliklarin
simbiyotik iliskiler icinde ortaklastigi bir ekolojik etik 6nerisi sunar. Calismanin kuramsal gcercevesi, bu kavramsal si-
nirlar dogrultusunda elestirel insan sonrasi literatlire dayali bir teorik incelemeye dayanmaktadir. Literatir taramasi
ve dokiiman analizi ydntemiyle elde edilen veriler 1siginda, insan-olmayan faillik (Non-human Agency), Ekolojik Bag-
lantililik (Ecological Connectivity) ve Capraz ittifak (Transversal Alliance) bulgulari ortaya konulmustur. insan-ol-
mayan faillik, dogal ve yapay varliklarin gevreyi sekillendirmedeki etkinligine odaklanirken; ekolojik baglantililik, bu
cevredeki varliklarin biyotik ve abiyotik dlizeydeki iliskiler araciligiyla birbirine bagh ve karsilikli etkilesim icinde var
olmasini ifade eder. Capraz ittifak ise farkl diizeylerdeki varlklar arasindaki, tirler arasi ve ontolojik sinirlari asan
esitlikci isbirliklerini tanimlar. Bu bulgular araciligiyla, Huyghe’in Untilled enstalasyonu betimsel analizlerle deger-
lendirilmis ve enstalasyonun, kendi i¢ ritimleriyle isleyen, kontrolstiz ve/veya oto-kontrolli ¢okluklardan olusan
dogasinin insan sonrasi bir ekosistem oldugu tespit edilmistir. Sonug olarak, Huyghe’in Untilled isinde sergilenen
estetik stratejiler, yerylzi-olus kavraminin 6nerdigi cok-turlt (multi-species) dayanisma, 6znellik-disi karsilagsmalar
ve ekolojik cokluklar distincesiyle értiismekte ve enstalasyon, yalnizca bir sanat yapiti olarak degil, post-antropo-

sentrik bir distinme bicimini somutlastiran spektlatif bir ekolojik olus alanini agiga ¢ikarmaktadir.
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Abstract

This study aims to analyze Pierre Huyghe’s installation Untilled through the lens of critical posthuman theory, fo-
cusing on Rosi Braidotti’s concept of becoming-earth. The central research question is how Untilled transforms
anthropocentric aesthetic paradigms and operates as a posthuman ecosystem within this conceptual framework.
Becoming-earth displaces the human from the center, challenging not only anthropocentric subjectivity but also
dualisms such as nature/culture, organic/inorganic, and subject/object. It proposes an ecological ethics where
multi-subject, inter-relational, and both biological and non-biological entities coexist through symbiotic relation-
ships. The theoretical framework of the study is grounded in a literature review based on critical posthumanism and
Braidotti’s conceptualization of becoming-earth. Document analysis was conducted to interpret Untilled within this
framework, resulting in three main findings: Non-human Agency, Ecological Connectivity, and Transversal Alliance.
Non-human agency highlights the role of natural and artificial entities as active agents in shaping environments.
Ecological connectivity refers to interdependent interactions between biotic and abiotic entities. Transversal alli-
ance points to egalitarian collaborations that transcend species and ontological boundaries. Descriptive analysis
of Untilled revealed that its auto-regulating, uncontrolled multiplicities function as a posthuman ecosystem. In
conclusion, the aesthetic strategies displayed in Untilled resonate with the idea of multi-species solidarity, non-sub-
jective encounters, and ecological pluralism proposed by becoming-earth; not only stands as a work of art but also

reveals a speculative ecological realm that materializes a post-anthropocentric mode of thought.
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Ozet

Bu arastirmanin temel amaci, bireylerin mtzik tercihlerini etkileyen faktérleri derinlemesine incelemek ve mizigin
bireylerin duygu durumu, anilari ve sosyal cevreyle olan iliskisini ortaya koymaktir. Arastirmada nitel yontem be-
nimsenmis ve veri toplama araci olarak yari yapilandirilmis gérisme formu kullaniimistir. Kocaeli ili Kérfez ilgesin-
de yasayan, yaslari 10 ile 68 arasinda degisen, 23’l erkek ve 33’0 kadin olmak tzere toplam 56 katilimci, kolayda
ornekleme yontemiyle belirlenmistir. Veri toplama strecinde gerekli izinler alinmis, katilimcilarin mahremiyetine ve
gonllltltk esasina titizlikle 6zen gosterilmistir. Elde edilen veriler icerik analizi yéntemiyle degerlendirilmis ve mizik
tercihlerini etkileyen faktorler, mizigin duygu durumu ve anilar Gzerindeki etkisi, mtzik tirleri ve bireysel farkliliklar
ile sosyal ve kuilturel etki olmak Gzere dért ana tema belirlenmistir. Arastirma sonuglari mizik zevkinin olusumunda
aile, cevre, kisisel deneyimler, duygusal durumlar ve sosyal faktérlerin nemli rol oynadigini géstermektedir. Ozel-
likle cocukluk ve genclik donemlerinde aile ve ¢evrenin etkisi belirgin bir sekilde gérilmekte; ilerleyen yaslarda ise
bireysel tercihler 6n plana ¢ikmaktadir. Katilimcilarin btytk bir kismi, mizigin ruh halleri Gzerinde dogrudan etkili
oldugunu ve bazi muziklerin gegmisteki anilari canlandirdigini belirtmistir. En ¢ok tercih edilen muzik tirleri arasin-
da pop, Turk sanat muzigi, slow ve halk mizigi 6ne ¢ikarken, bazi katihmcilarin enstriiman ¢alabiliyor olmasi, mGzik-
le kurduklari bagi gliclendirmistir. Sarki sézleri ve melodi tercihi bireysel farklilik géstermekle birlikte, sosyal cevre ve
kultlrel mirasin da mizik secimlerinde etkili oldugu gérilmustir. Sonug olarak, mizik tercihleri cok boyutlu bir yapi

sergilemekte ve hem bireysel hem de toplumsal dinamiklerin etkilesimiyle sekillenmektedir.
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Abstract

The primary aim of this study is to investigate the factors that influence individuals’ music preferences in depth and
to elucidate the relationship between music, emotional states, memories, and the social environment. A qualitative
research design was adopted, with data collected through a semi-structured interview form. The study sample
comprised 56 participants (23 males, 33 females) aged between 10 and 68 years, all residing in the Kérfez district of
Kocaeli province, selected via convenience sampling. All required legal and ethical approvals were obtained during
data collection, with special attention given to privacy and voluntary participation. Data were analyzed using con-
tent analysis, resulting in the identification of four main themes: factors influencing music preferences, the effects
of music on emotional states and memories, individual differences in music genres, and social and cultural influenc-
es. The findings demonstrate that family, environment, personal experiences, emotional states, and social factors
significantly shape musical taste. The influence of family and environment is more prominent in childhood and
adolescence, while individual preferences gain importance with age. Most participants reported that music has a
direct impact on their mood and that certain songs evoke specific memories. The most frequently preferred genres
are pop, Turkish classical, slow, and folk music, and playing an instrument strengthens participants’ connection to
music. Differences were also noted in the prioritization of lyrics versus melody, while social environment and cultur-
al heritage continue to play a key role in music selection. Overall, music preferences are multidimensional, shaped
by the interplay of individual and societal dynamics.
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Ozet

Arastirmanin temel amaci, mizik ve saglik iliskisini inceleyen akademik tezlerin bulgularini derleyip degerlendirmek,
elde edilen veriler 1siginda alanda bilimsel farkindalik yaratmak ve ileride yapilacak galismalara katki saglamaktir.
Calisma kapsaminda, Yuksekégretim Kurulu Ulusal Tez Merkezi’nde yer alan ve muzik ile saglk temasini iceren
toplam 14 tez incelenmistir. Arastirma nitel desende tasarlanmis; veri toplama yontemi olarak dokiiman inceleme-
si, 6rnekleme yontemi olarak ise amacgh 6rnekleme kullaniimistir. Bu dogrultuda amaca uygun 9 yliksek lisans ve 5
doktora tezi sistematik bicimde analiz edilmistir. ilgili Tezler belirlenirken miizik ve saglikla iliskili olabilecek anahtar
kelimeler belirlenmis ; 2016-223 yillari arasinda yayimlanan tezler incelenerek belirlenmistir. Etik kurallara titizlikle
riayet edilerek yUrutilen calismada, tezlerin amaci, kapsami, kullanilan yéntemler, veri toplama teknikleri, katilimci

gruplari ve ulasilan sonuglar ayrintili bicimde degerlendirilmistir.

Elde edilen bulgular, mizigin hem bireylerin ruh saghg: tGzerinde hem de cesitli klinik stireclerde tamamlayici ve
destekleyici bir arag olarak islev gérdiigiinii géstermektedir. incelenen tezlerde miizik; stres ve kayginin azaltilmasi,
duygusal rahatlama, motivasyonun artiriimasi, psikolojik iyilik hali ve sosyal uyum gibi pek ¢ok baslikta ele alinmis-
tir. Arastirmalarda genellikle anket, gorlisme ve nitel analiz yontemleri kullanilmis; farkli yas gruplarindan bireyler ve
saghk cahsanlariyla cahisilmistir. Bulgular, miizik terapinin anksiyete, agri, yasam kalitesi ve uyku gibi saglk goster-
gelerinde anlamli iyilesmeler sagladigini ortaya koymaktadir. Ayrica, cocuklarda mizik ve dans egitiminin gelisimsel
katkisi, hastalarda ise kaygi ve agri diizeyinin azalmasi vurgulanmistir. Tarihsel analizler ise, mlzigin geleneksel
tedavi siirecglerinde kokli bir gegmise sahip oldugunu géstermektedir. Sonug olarak, mizik ¢ok boyutlu ve evrensel
bir iyilestirici unsur olarak 6ne ¢ikmaktadir. Genel olarak, mizik ve saglk alanindaki calismalar, mizigin cok boyutlu

ve evrensel bir iyilestirici unsur oldugunu géstermektedir.
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Abstract

The primary aim of this research is to compile and evaluate the findings of academic theses The primary aim of this
research is to synthesize and evaluate the findings of academic theses investigating the relationship between music
and health, to foster scientific awareness, and to inform future research. Within this context, 14 theses addressing
music and health, accessed from the National Thesis Center of the Council of Higher Education, were examined.
The study was designed as qualitative research, utilizing document analysis as the data collection method and pur-
posive sampling for thesis selection. Accordingly, 9 master’s and 5 doctoral theses were systematically analyzed.
The research process was conducted with strict adherence to ethical standards, and each thesis was evaluated in

terms of its aims, scope, methodology, data collection techniques, participant groups, and findings.

The results indicate that music serves as both a complementary and supportive tool for mental health and in var-
ious clinical contexts. The examined theses addressed diverse themes such as stress and anxiety reduction, emo-
tional relaxation, increased motivation, psychological well-being, and social adaptation. Frequently used research
methods included surveys, interviews, and qualitative content analysis, with participants ranging from healthcare
professionals to individuals of various age groups. The findings demonstrate that music therapy provides signif-
icant improvements in health indicators such as anxiety, pain, quality of life, and sleep. Additionally, music and
dance education were shown to support developmental outcomes in children and reduce anxiety and pain among
patients. Historical analyses confirm that music has a long-standing tradition in traditional therapeutic practices.
In summary, the research supports the view that music is a multidimensional and universal therapeutic agent with

significant contributions to health and well-being.
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Ozet

Sanat inisiyatifleri, sanatcilarin yalnizca Uretici degil, ayni zamanda sergileyici, kliratér ve organizator rollerini de
Ustlendigi bagimsiz sanat alanlaridir. Geleneksel galeri ve miize sistemlerine karsi, katilimci ve kamusal sanat dene-

yimleri sunan bu yapilar, “beyaz kip” galeri ortamina tepki olarak ortaya ¢ikmistir.

1980 sonrasi Turkiye’de devlet destekli sanat ortami devam ederken, sanatgilar bagimsiz tretim alanlarina yonel-
mistir. 1978’de kurulan “Sanatin Tanimi Toplulugu” kavramsal sanatin tanitiimasinda etkili olmus ve galeri disi Ure-
tim fikrini tetiklemistir. 1990’larda ise sanatgilar, hiyerarsik yapilardan uzak, 6zgir ve bagimsiz alanlar yaratmaya
baslamistir. 1986°da ilk kez olusturulan istanbul Bienali, yerli ve yabanci sanatgilari bir araya getirerek Tirkiye’de

¢agdas sanatin gorinurlGginG artirmis ve inisiyatiflerin dogusuna zemin hazirlamistir.

Sanat inisiyatifleri, kar amaci glitmeyen, politik ve ekonomik bagimsiz yapilardir. Bu yapilar sadece sanat nesnesine
degil, retim slirecine de odaklanir ve izleyiciyi stirece dahil eder. Bu sekilde sanat, izlenen degil, birlikte yasanan bir
deneyime dénusur. Bu yaklasim, sanatin glindelik hayatla bltlinlesmesini ve toplumsal etkisini artirmayi hedefler.

Calisma kapsaminda Turkiye’de 2000 sonrasi donemde faaliyet gosteren Hangar Sanat Olusumu, Hafriyat Sanat
Olusumu, Apartman Projesi ve K2 Sanat Merkezi gibi 6rnekler tizerinden, sanatcilarin kolektif hareket etme bigim-
leri, alternatif sergileme pratikleri ve izleyiciyle kurduklari iliski incelenecektir. Bu érnekler, 90’lardan itibaren TGr-
kiye’de sanatin sadece icerik degil, ayni zamanda bigim ve yontem agisindan da nasil donlstiGgint gosterir. Galeri
duvarlarini asan, sehirle, insanla, glindelik hayatla temas kuran bu yapilar, sanatin daha demokratik ve katilimci hale

gelmesinde 6nemli rol oynamistir ve sanatciya farkh yollar agmistir.
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Abstract

Art initiatives are independent art spaces where artists take on roles not only as producers but also as exhibitors,
curators, and organizers. These structures emerged as a reaction to traditional gallery and museum systems, offer-

ing participatory and public art experiences, in contrast to the “white cube” gallery environment.

While the state-supported art environment continued in Turkey after 1980, artists turned to independent produc-
tion areas. The “Definition of Art Society” founded in 1978 was effective in the promotion of conceptual art and
triggered the idea of production outside the gallery. In the 1990s, artists began to create free and independent
spaces away from hierarchical structures. The Istanbul Biennial, first established in 1986, brought together local
and foreign artists, increased the visibility of contemporary art in Turkey and paved the way for the emergence of

initiatives.

Art initiatives are non-profit, politically and economically independent structures. These initiatives focus not only
onthe art object but also on the production process, involving the audience in this process. In this way, art becomes
not just something to be observed but a shared experience. This approach aims to integrate art with everyday life
and increase its societal impact.

This study will examine examples of art initiatives that have been active in Turkey since the 2000s, such as Hangar
Art Formation, Hafriyat Art Formation, Apartman Project, and K2 Art Center. It will explore how artists engage in
collective action, create alternative exhibition practices, and build relationships with their audience. These exam-
ples show how art in Turkey has transformed since the 1990s, not only in terms of content but also form and meth-
od. These structures, which transcend gallery walls and establish contact with the city, people and daily life, have
played an important role in making art more democratic and participatory, and have opened up different paths for
artists.
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Ozet

Siddet, tarih boyunca insanin ayrilmaz bir pargasi olarak var olmustur. Bir arada huzur icinde yasamaya calisan
insanin tarih boyunca siddeti ortadan kaldirmak icin gesitli nlemler aldigi, kurallar koydugu caydirici cezalara bas
vurdugu bilinmektedir. insanin siddet ile olan organik bagini diizeltmek ya da gilidiilerinde bulunan siddet ihtiyacini
karsilamak icin basvurdugu yollardan bir tanesi de sanattir. Siddetin sanatta ele alinis bicimi her donemde insanin
siddet ile olan iliskisine ve sanatin ¢esidine gore farklilk géstermektedir. Birebir insan ve yasamini ele alan tiyatro
sanatinin da var olusundan itibaren siddet olgusu ile bir bagi olmustur. Bu bag kimi zaman Antik Yunan déneminde
siddetin oldugu sahnelerin yasaklanmasi gibi durumlarda zayiflamis kimi zaman siddet gésteriminin 6n plana ¢ikar-
tildig1 cagdas tiyatro uygulamalarinda oldugu gibi gliclenmistir. Ancak toplumda yasanan siddet olaylarinin arttig
glinimiz 21.ylzyilinda siddetin tiyatro sanatina nasil yansidigini tarif etmek oldukga zordur. Bu noktada literattr-
de genellikle siddetin oyun metinleri temelinde ve kuramsal diizlemde yapilan analizlerle sinirli oldugu ve uygulama
dizleminde yapilan analizlerin de ise siddetin sahneye nasil yansitildigi hususunda eksik kaldigi ya da yeterli sayida
olmadigi diisiiniilmektedir. Bu amagla bu ¢alismada tiyatro sanatina yansiyan siddet 6gelerinin; Rajiv Joseph’in yaz-
digl, yonetmenligini Kuvvet Yurdakul’'un yaptigl, 2024-2025 sezonunda Konya Devlet Tiyatrosu tarafindan sahnele-
nen “Taj Mahal Muhafizlar” isimli oyun incelenmistir. Nitel arastirma modelinin kullanildigi ve siddet 6gelerinin bir
uygulama tzerinden incelendigi calismada, evreni siddeti konu alan ve sahnelenen tiim tiyatro oyunlari olusturmak-
tadir. Calismanin orneklemini “Taj Mahal Muhafizlar” isimli oyun meydana getirmektedir. Nitel arastirma verilerinin

toplanmasinda gorlisme, gézlem ve belge incelemesi yapilmis ve veriler betimsel analiz yolu ile ¢6zimlenmistir.
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Abstract

Violence has existed as an integral part of humanity throughout history. It is known that people who tried to live to-
gether in peace have taken various measures, set rules and resorted to deterrent punishments throughout history
to eliminate violence. One of the ways that humans use to correct their organic connection with violence or to meet
the need for violence in their instincts is art. The way violence is addressed in art varies in each period according
to the relationship between humans and violence and the type of art. The art of theater, which deals with humans
and their lives, has also had a connection with the phenomenon of violence since its existence. This connection has
sometimes weakened in situations such as the prohibition of scenes with violence in the Ancient Greek period, and
sometimes it has strengthened, as in contemporary theater practices where the display of violence is highlighted.
However, in today’s 21st century, when violent incidents experienced in society have increased, it is quite difficult
to describe how violence is reflected in the art of theater. At this point, it is generally thought that in the literature,
violence is limited to analyses conducted on the basis of play texts and on a theoretical level, and that analyses con-
ducted on a practical level are insufficient or insufficient in terms of how violence is reflected on the stage. For this
purpose, in this study, the elements of violence reflected in the art of theater were examined in the play “Guardians
of the Taj Mahal” written by Rajiv Joseph, directed by Kuvvet Yurdakul and staged by Konya State Theater in the
2024-2025 season. In the study where the qualitative research model was used and the elements of violence were
examined through an application, the universe of the play consists of all theater plays that are about violence and
staged. The sample of the study consists of the play “Guardians of the Taj Mahal”. Interviews, observations and
document reviews were conducted in the collection of qualitative research data and the data were analyzed through

descriptive analysis.
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Seramik Uretimi, gegmisten ginimuze, geleneksel yéntemlerin yani sira modern tekniklerin de kullanildig bir disip-
lindir. Bu galisma, son yillarda sanatsal seramiklerde siklikla kullanilan Sivi Camura Daldirma (Slip Dipping) yéntemi-

ni incelemekte ve gesitli denemelerle detaylandirmaktadir.

GUnlUmuzde seramik sanatinda form insa etmek icin; elle sekillendirme, ¢comlekgi tornasi, dokiim yéntemi, sablon
yontemi ve 3D baski gibi yaygin teknikler kullanilmaktadir. Camura daldirma yontemi ise bunlardan farkli olarak, or-
ganik esasli nesnelerin sivi dokiim gamuruna batirilarak, gézenekli yapilarinin gamuru emmesi ve kuruduktan sonra
bisklvi pisirimiyle organik malzemenin yanip yok olmasi, geride kirilgan bir seramik kabuk birakmasi prensibine

dayanir.

Calismada sivi camura daldirma yéntemi tg farkh baslik altinda deneyimlenmistir: bunlar kalipla sekillendirme, ser-
best sekillendirme, formu kaplayarak sekillendirme olarak tanimlanabilir. Denemelerde kagit mendil, dantel, cam
teli, mutfak bezi, siinger ve pamuk gibi farkli materyaller kullanilmis, her birinin doku ve camur tutma o&zellikleri

goézlemlenmistir.

Sonug olarak, bu yontemde materyalin yapisinin sekillendirme teknigini belirledigi, yliksek pisirim derecesinin
(1100°C) formu saglamlastirdig tespit edilmistir. Calisma, seramik sanatinda sivi gamura daldirma yontemini kulla-

nacak sanatcilara yol géstermeyi ve literattire katki saglamayr amacglamaktadir.
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Abstract

Ceramic production is a discipline that uses both traditional methods and modern techniques from past to present.
This study examines the Slip Dipping method, which has been frequently used in artistic ceramics in recent years,
and details it through various experiments.

Today, common techniques used to build forms in ceramic art include hand shaping, pottery wheel, casting meth-
od, template method, and 3D printing. The slip dipping method, unlike these, is based on the principle of immersing
organic-based objects in liquid slip clay, allowing their porous structures to absorb the clay, and after drying, the

organic material burns away during bisque firing, leaving behind a fragile ceramic shell.

In the study, the Slip Dipping method was experienced under three different headings: these can be defined as
shaping with molds, free shaping, and shaping by covering the form. In the experiments, different materials such
as paper tissues, lace, glass wire, kitchen cloth, sponge and cotton were used, and the texture and clay retention
properties of each were observed.

As a result, it was determined that the structure of the material determines the shaping technique in this method,
high firing temperature (1100°C) strengthens the form. The study aims to guide artists who will use the slip dipping

method in ceramic art and contribute to the literature.
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Ozet

Sanat kavraminin 6zcl, anti-6zcl ve kimecik yaklasimlar cergcevesinde hala tartismal olmasi, cocuklarin bu ¢ok-bo-
yutlu kavrami nasil anlamlandirdiklarinin incelenmesini gtincel ve dnemli kilar. Bu ¢alisma, Korfez Bilim ve Sanat
Merkezi’nde 6grenim goéren 20 6grencinin sanat algilarini tematik ve demografik agidan analiz ederek literatiirdeki

kuramsal tartismalarla iliskilendirmeyi amaglamaktadir.

Arastirma, nitel arastirma yéntemlerinden betimleyici fenomenoloji deseninde tasarlanmis nitel bir calismadir. Basit
tesadUfi 6rneklemle secilen 8-16 yas arasi 9 kiz 11 erkek 6grenci ile yari yapilandirilmis gértismeler yirttilmus; dort
agik uglu soru araciligiyla elde edilen veriler icerik ¢ézimlemesiyle tematik olarak analiz edilmistir. Yas, cinsiyet ve
BILSEM alani (genel yetenek, miizik, resim) demografik karsilastirmalarda kullanilmistir.

Arastirma sonucunda sanatin tanimi “kendini ifade etme”, “soyut duygu-hayal”, “somut érnek” ve “tanimlamak-
ta glglik” temalarina ayrilmistir. Sanat eseri 6rnekleri resim (%70), mlzik (%20), mimari ve edebiyat (%10) seklin-
de dagilmistir. Sanat eseri degerlendirme olgutleri toplumsal onay ile bireysel/estetik 6lcltler arasinda iki kutup
gostermistir. Sanatin amaci kendini ifade, estetik haz, toplumsal mesaj ve bos zaman degerlendirme eksenlerinde
toplanmistir. Demografik karsilastirmalar, kiz 6grencilerin duygu vurgusuna, erkek ogrencilerin ise “Gn” kriterine
odaklandigini; yas ilerledikge kavramsal soyutlamanin arttigini ortaya koymustur. Cocuklarin sanat algisi cogulcu
ve baglamsaldir; tekil tanimlardan ziyade kiimecik yaklasima yakindir. Sanatla ilgili uygulamalarda 6grencilerin de-
mografik &zelliklerine ve bireysel farkliliklarina duyarli olunmalidir. Ornegin, sanat kavrami bazi 6grenciler icin hala
soyut ve anlasiimasi gii¢ oldugundan, kiigtik yastaki 6grencilerin ders iceriklerine sanatin ne olduguna dair bolimler
eklenebilir. Gelecek arastirmalar, daha genis 6rneklemler ve karma yéntem tasarimlariyla gelisimsel degisimleri izle-

yerek sanat pedagojisine derinlik katabilir.
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Abstract

The fact that the concept of art remains contested within essentialist, anti-essentialist, and cluster approaches
makes it both timely and important to examine how children make sense of this multidimensional notion. This
study seeks to connect the theoretical debates in the literature to the perceptions of art held by twenty students at
the Korfez Science and Art Center by analyzing those perceptions thematically and demographically. The research
is a qualitative study designed according to the descriptive phenomenology pattern; semi-structured interviews
were conducted with nine female and eleven male students aged eight to sixteen selected through simple random
sampling, and the data obtained through four open-ended questions were analyzed thematically via content anal-
ysis. Age, gender, and BILSEM field (general ability, music, visual arts) were used in demographic comparisons. The
findings show that students’ definitions of art fall into the themes of “self-expression,” “abstract feeling-imagina-

” «

tion,” “concrete example,” and “difficulty in definition.” Artwork examples were distributed as painting (70 percent),
music (20 percent), and architecture and literature (10 percent). Evaluation criteria revealed two poles between
social approval and individual/aesthetic measures. The purposes of art clustered around self-expression, aesthetic
enjoyment, social messaging, and leisure activity. Demographic comparisons indicate that female students em-
phasize emotion, whereas male students focus on “renown,” and that conceptual abstraction increases with age.
Children’s perceptions of art are pluralistic and contextual, closer to a cluster approach than to singular definitions.
Art-related practices should be sensitive to students’ demographic characteristics and individual differences; for
instance, because the notion of art remains abstract and challenging for some students, lessons for younger pupils
could include explicit sections on what art is. Future research employing larger samples and mixed-method designs

may track developmental changes and add depth to art pedagogy.
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Ozet

Gunlmuz “Kuresel Erime” olgusu, yalnizca gevresel degil, ayni zamanda sosyo-kiiltiirel ve estetik boyutlariyla da
giderek daha belirgin bicimde glindeme gelmektedir. Bu baglamda, bilimsel disiplinlerin yani sira sanat alaninda
da s6z konusu gevresel krize yénelik artan bir duyarllik ve iretimsel ydnelim gézlemlenmektedir. ilgili bilim dallari,
iklim krizinin ciddiyetini uluslararasi diizeyde yayimlanan acil durum bildirileri, istatistiksel verileri kamuoyuna su-
narken, bu durumun gezegenin ekolojik dengesi ve strdurulebilir yasam kosullari agisindan tasidigi hayati 6neme
dikkat cekmektedir. Sanat alani da 6zellikle 20. yGzyilin ikinci yarisindan itibaren etkisini yogun bicimde hissettiren
Postmodern paradigma dogrultusunda, bu kiresel soruna karsi duyarlihigini estetik, kavramsal ve politik yénelim-
lerle somutlastirma cabasina girmistir. Land Art (Arazi Sanati), Fluxus ve Ekolojik Sanat gibi 6ncti akimlar, gevresel
farkindalik ile sanatsal Gretim arasindaki iliskiyi yeniden tanimlamaktadir. Bu akimlar, dogaya midahale etmekten
ziyade onunla diyalog kurmayi hedefleyen bir anlayisla, cevresel meseleleri hem tema hem de malzeme dlizeyinde
sanatsal pratige entegre etmistir. Bu gercevede, 6zellikle 20. ylizyilin sonlarinda ve 21. ytzyilda kiiresel 6lgekte daha
gorlnur hale gelen kar ve buz heykel ¢alismalari, gecicilik, donlstim ve dogal dongtler gibi kavramlar tzerinden,
yenilenebilirlik ve stirdtrtlebilirlik ilkelerinin sanattaki 6zgtin yansimalari olarak degerlendirilmektedir. S6z konusu
heykeller, yalnizca estetik deger tasimakla kalmayip, ayni zamanda dogrudan iklim degisikligiyle iliskili olan malzeme
ve erime sUrecleri sayesinde, izleyiciyle cevresel farkindalik Gzerinden etkilesim kuran gli¢liG metaforik araclar haline
gelmistir. Bu arastirma, gecici sanat baglami icerisinde kar ve buz heykellerinin cagdas sanattaki konumunu, islev-
selligini ve kavramsal derinligini sorgularken; ayni zamanda iklim degisikligine yonelik toplumsal duyarliligi artirma,

cevresel biling insa etme ve gezegenin yasanabilirligine katki saglama potansiyelini irdelemeyi amaglamaktadir.
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Abstract

The contemporary phenomenon of “Global Warming” is increasingly coming to the forefront not only in environ-
mental terms but also with its socio-cultural and aesthetic dimensions. In this context, alongside scientific dis-
ciplines, there has been a growing sensitivity and creative orientation within the field of art in response to the
ongoing ecological crisis. While relevant scientific branches underscore the urgency of the climate crisis through
internationally published emergency declarations and statistical data—drawing attention to its critical implications
for the planet’s ecological balance and sustainable living conditions—the art world, particularly since the second
half of the 20th century, has sought to materialize its awareness of this global issue through aesthetic, conceptual,
and political approaches aligned with the postmodern paradigm. Pioneering movements such as Land Art, Flux-
us, and Ecological Art have redefined the relationship between environmental awareness and artistic production.
Rather than intervening in nature, these movements aim to establish a dialogue with it, integrating environmental
concerns into artistic practice both thematically and materially. Within this framework, snow and ice sculptures,
which have gained increased visibility globally especially in the late 20th and 21st centuries, are considered original
artistic reflections of the principles of renewability and sustainability—embodied through concepts such as ephem-
erality, transformation, and natural cycles. These sculptures not only possess aesthetic value, but also function as
powerful metaphorical tools that engage viewers through an environmental consciousness, made tangible by the
materials’ intrinsic connection to climate change and their inherent processes of melting. This study aims to explore
the position, functionality, and conceptual depth of snow and ice sculptures within the framework of ephemeral
art, while also examining their potential to enhance public awareness of climate change, foster environmental con-

sciousness, and contribute to the livability of the planet.

Keywords

Snow, Ice, Sculpture, Global, Ecology

92



i

SANATIN RITMI

IV. ULUSLARASI SANAT SEMPOZYUMU | 4™ INTERNATIONAL ART SYMPOSIUM

Gotik Resim Sanatinda ifade Araci Olarak Giyim ve
Renk

Burcu Ozer
Kirikkale Universitesi Sosyal Bilimler Enstitiisii Resim Y{iksek Lisans Programi

ORCID: 0009-0008-3715-4886 E-Posta: burcuOékartal@gmail.com

Dr. Asuman Dasdemir
Kirikkale Universitesi Glizel Sanatlar Fakiiltesi Temel Egitim BSlim(i

ORCID: 0000-0003-3578-8232 E-Posta: asumandasdemir@kku.edu.tr

Ozet

Gotik sanat, 12. yuzyilin ortalarindan itibaren &zellikle Bati Avrupa’da gelisen ve mimariyle 6zdeslesmis olsa da,
resim sanati agisindan da oldukga zengin bir gorsel dil sunan dénemdir. Bu donem resimlerinde figlrlerin tasidigi
giysiler ve kullanilan renkler yalnizca dekoratif unsurlar degil, ayni zamanda dénemin kdlttrel, sosyal ve dini kod-
larini yansitan anlam yUklG semboller olarak degerlendirilmelidir. Bu bildiri, Gotik dénem resim sanatinda giyim ve
rengin birer ifade araci olarak nasil islev gordGgini analiz etmeyi amaglamaktadir. Gotik resimlerinde 6zellikle dini
sahnelerde kullanilan giyim detaylari; figlrlerin sosyal sinifini, dinsel rolGni ya da hikayedeki konumunu izleyiciye
aktaran glgcli araglardir. Benzer sekilde, Gotik resim sanatinda renk tercihleri rastlantisal olmayip, belirli sembolik
anlamlar cercevesinde yapilandiriimistir. Ozellikle mavi renk, géksel saflik, sadakat ve kutsallikla iliskilendirilirken;
kirmiz, ilahi ask, ruhani tutku ve fedakarlik gibi kavramlarin gérsel temsili olarak degerlendirilmistir. Giyim ve renk
tercihleri ayni zamanda Gotik dénemin toplumsal yapisi, sinif ayrimlari, zanaat tretimi ve estetik anlayisi hakkinda
da ipuglari verir. Bu calismada, 6zellikle altar panolari, elyazmasi minyattrleri ve fresklerde yer alan 6rnekler tze-
rinden giysi ve renklerin anlatidaki islevleri incelenecektir. Sanatcinin bilingli secimlerle yarattigi bu gorsel dilin, d6-
nemin izleyicisi Gzerindeki etkisi ve giinimiiz sanat tarihi agisindan tasidigi anlam tartismaya acgilacaktir. Boylelikle
Gotik resim sanatinda gértintistin 6tesinde bir anlam evreni sunan giyim ve renk unsurlarinin, anlati gicint nasil

pekistirdigi ortaya konulacaktir.
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Abstract

Gothic art is a period that developed especially in Western Europe from the mid-12th century onwards, and al-
though it is identified with architecture, it also offers a very rich visual language in terms of the art of painting. The
clothes worn by the figures and the colours used in the paintings of this period should be considered not only as
decorative elements, but also as meaningful symbols reflecting the cultural, social and religious codes of the period.
This paper aims to analyse how clothing and colour function as a means of expression in Gothic period painting.
The details of clothing used in Gothic paintings, especially in religious scenes, are powerful tools that convey the
social class, religious role or position of the figures in the story to the viewer. Similarly, colour preferences in Gothic
painting are not random, but structured within the framework of certain symbolic meanings. In particular, the co-
lour blue is associated with celestial purity, loyalty and holiness, while red is considered as the visual representation
of concepts such as divine love, spiritual passion and sacrifice. Clothing and colour preferences also give clues
about the social structure, class distinctions, craft production and aesthetic understanding of the Gothic period. In
this study, the functions of clothing and colours in the narrative will be examined, especially through examples in
altar panels, manuscript miniatures and frescoes. The impact of this visual language created by the artist with con-

scious choices on the audience of the period and its meaning in terms of contemporary art history will be analysed.
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Ozet

Bu calisma, Friedrich Diirrenmatt’in “Yash Kadinin Ziyareti” adli oyununu Giorgio Agamben’in “Kutsal insan” eseri
baglaminda biyopolitik bir bakis agisiyla incelemektedir. Oyunda temsil edilen totaliter figlrler, klasik baskici rejim-
lerden farkh olarak, sermaye giiciiniin ve ekonomik bagimliligin bicimlendirdigi modern egemenlik formlari olarak
ele alinmaktadir. Agamben’in “ciplak hayat”, “istisna hali” ve “rizanin insasi” kavramlari kullanilarak Claire Zacha-
nassian karakteri tzerinden ekonomik glicle sekillenen egemenligin toplum Gzerindeki etik ve ahlaki etkileri sorgu-
lanmaktadir.

Calisma, DUrrenmatt’in eserindeki trajikomik yabancilastirma araciligiyla bireylerin sermayeye bagimli hale getiril-
mesini ve bu stirecte toplumun etik degerlerinin erozyona ugramasini incelemektedir. Alfred Ill karakterinin “ciplak
hayat” durumuna indirgenmesi ve toplum tarafindan dislanmasi, biyopolitik diizenlemelerin modern toplumlarda

nasil islendigini 6rneklendirir.

Sonug olarak, tiyatronun ¢agdas siyasal elestiri kapasitesini ortaya koyan bu analiz, totaliterligin yalnizca otoriter
rejimlerle sinirl kalmadigini, liberal-demokratik yapilarda da sermaye, medya ve géndillti riza Gzerinden yeniden Ure-
tilebildigini gostermektedir. Dirrenmatt’in oyunu, seyirciyi modern egemenlik bigcimlerini sorgulamaya ve 6zneles-
me sureclerini elestirel bir gbzle degerlendirmeye davet eder.
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Abstract

This paper offers a biopolitical analysis of Friedrich Dlirrenmatt’s The Visit within the conceptual framework of Gi-
orgio Agamben’s Homo Sacer. The totalitarian figures portrayed in the play are reconsidered as modern configura-
tions of sovereignty, shaped less by overt authoritarianism than by the forces of capital and systemic economic de-
pendency. Drawing upon Agamben’s notions of “bare life,” “state of exception,” and “the construction of consent,”
the study interrogates the ethical and moral repercussions of economically conditioned sovereignty, exemplified
through the figure of Claire Zachanassian. Employing Durrenmatt’s strategy of tragicomic alienation, the analysis
examines the progressive commodification of individuals and the attendant erosion of communal ethical values.
The reduction of Alfred Ill to a condition of “bare life” and his consequent marginalization by the community serve
as emblematic instances of biopolitical governance within contemporary societal structures. Ultimately, this study
highlights theatre’s enduring capacity for political critique, illustrating how totalitarian mechanisms are not con-
fined to explicit authoritarian regimes but are perpetuated within liberal-democratic frameworks through capital,
media influence, and the voluntary construction of consent. Durrenmatt’s play thus invites a critical reassessment
of sovereignty and subjectivation processes in modernity.
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Ozet

Bu c¢alisma, David Lynch’in sinemasinda gerceklik ve illizyonun yapilandirilisini, Jacques Lacan’in psikanalitik ku-
ramindaki arzu, eksiklik ve objet petit a kavramlari Gzerinden incelemektedir. Nitel arastirma yéntemi benimsenen
calismada, Lacanci psikanalize dayal film ¢6zimlemeleri yapilmistir. Lynch’in anlati dili, 6znenin tatmin edilemeyen
arzusu etrafinda sekillenen, stirekli kirilan ve yeniden insa edilen bir gerceklik zemini sunar. Bu yapi, Mulholland Dri-
ve’da Diane’in oyunculuk arzusuyla yarattigi ideal benlik olan Betty tzerinden gorlinur hale gelir; karakter, gercek
hayattaki basarisizligini kurgusal bir kimlikle telafi etmeye calisir. Lost Highway’de Fred, sugluluk duygusuyla bas
edebilmek igin zihinsel bir kopus yasayarak Pete adl alternatif bir kimlige burtnur; béylece eksikligini psikotik bir
kagisla 6rtbas eder. Inland Empire’da ise, objet petit a’y1 Nikki’nin oynadigi karakter Sue ile kendi kimligi arasindaki
sinirlarin siliklesmesinde agiga ¢ikarir; arzunun pesinden striiklenen Nikki, gerceklik algisini giderek kaybeder. Bu
filmlerde 6zne, anlamla arasinda kapanmayan bir bosluk icinde yer alirken; izleyici, Lacanci anlamda strekli bir bo-
[Gnmuslik ve belirsizlik deneyimi yasar. Calisma, Lynch’in estetik tercihlerinin psikanalitik bir temele dayandigini ve
sinemasinin klasik anlati bigimlerinin otesine gegen, gercgekligi sorgulayan 6zgtin yapilar sundugunu ortaya koymayi

amaclamaktadir.
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Abstract

This study examines the construction of reality and illusion in David Lynch’s cinema through Jacques Lacan’s psy-
choanalytic concepts of desire, lack, and objet petit a. Adopting a qualitative research method, the study conducts
film analyses based on Lacanian psychoanalysis. Lynch’s narrative language presents a reality that is constantly
fractured and reconstructed, shaped around the subject’s unfulfilled desire. This structure becomes visible in Mul-
holland Drive through Diane’s creation of an ideal self Betty born out of her desire to become an actress; the char-
acter attempts to compensate for her real-life failure through a fictional identity. In Lost Highway, Fred undergoes a
mental rupture to cope with guilt, assuming an alternative identity named Pete, thereby masking his lack through a
psychotic escape. In Inland Empire, objet petit a emerges in the blurring of boundaries between Nikki and the char-
acter she plays, Sue; as Nikki follows her desire, she gradually loses her grasp on reality. In these films, the subject
exists within an unbridgeable gap from meaning, while the viewer experiences a continuous sense of fragmentation
and uncertainty in the Lacanian sense. The study aims to demonstrate that Lynch’s aesthetic choices rest on a psy-
choanalytic foundation and that his cinema offers original structures that transcend classical narrative forms and

question the nature of reality.
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Anlam ve baglamlarin ¢ogaldigi, bliylk anlatilarin kapsayiciligini hizla yitirdigi cagimizda, sanat ve egitimini de ye-
niden distiinmek ve dénistirmek 6nem tasimaktadir. Bu ihtiyag, genis bir agidan sanat egitimi genelini kapsadigi
gibi, daha dar bir cercevede ylksekogretim kurumlari binyesinde verilen glizel sanatlar egitimini de dogrudan ilgi-
lendirmektedir. Teknik arag ve yontemlerin gidiimiinde hizla degisen ve ivmelenen diinyada sanatin amaglarinin,

yontemlerinin ve ¢ercevesinin de anlam cevirisi yoluyla dontstirilmesi bir segenek degil, bir zorunluluktur.

Bu bildiri, arastirma faaliyetlerini belirleyen tniversite yapisinda hakim olan “bilimsel bilgi” ile sanatsal pratigin do-
gasinda bulunan, cogunlukla bilimsel kategorilere indirgenemeyen bilgi ttrleri arasindaki temel bir epistemolojik ge-
rilimi merkezine almaktadir. Calisma, bu gerilim dogrultusunda ortaya ¢ikan meseleler Gizerine potansiyel ¢éziGmler

sunan akademik ve sanatsal model ve yontemleri arastirmaktadir.

Cahismanin ilk béliminde, bu temel gerilimin cercevesi ve kosullari ortaya konduktan sonra, son elli yilda glizel
sanatlar alaninda uluslararasi diizeyde giderek agirlik kazanan sanatsal arastirma ve uygulama temelli arastirma
ornekleri ele alinmaktadir. Bu gergevede, sanatsal arastirmaya dair 6ne ¢ikan konular, tartismalar, 6neriler ve elesti-
riler degerlendirildikten sonra, bu yaklasimlarin, ulusal kamu ylksekodgretim sistemimizde glizel sanatlar fakulteleri
blinyesinde verilen sanat egitimi icerisinde, 6grenci ve akademisyenlerin akademik arastirma faaliyetleri olarak nasil
imkanlar sunabilecegi tartisilmaktadir.

ikinci béliimde ise, sanatsal arastirmanin tretim ve paylasim siireclerinde kendi 6zgiin bilme ve bulma yéntemle-
rinden taviz vermeden, yani seyreltilmis bir sosyal ya da beseri bilimler faaliyetine indirgenmeden var olabilmesini
muUmkin kilan bir mecranin, hakemli bir sanatsal arastirma dergisi olan Journal for Artistic Research (JAR) drnegi
incelenmektedir. JAR’In sundugu yaklasimin, calismanin ilk béliminde tanimlanan temel sorunun ¢éztimiine yone-
lik olarak icerdigi imkanlar ele alinmaktadir.
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Abstract

In an era where the proliferation of meanings and contexts rapidly erodes the authority of grand narratives, rethink-
ing art and art education has become a necessity. This need concerns not only art education in a broad sense but
also the education provided within higher education institutions, particularly in fine arts faculties. Redefining the

aims, methods, and frameworks of art practice is inevitable in a world of accelerating change.

This paper focuses on the fundamental epistemological tension between the dominant notion of “scientific knowl-
edge” shaping research activities within universities and the distinct types of knowledge embedded in artistic prac-
tice. The study seeks to explore alternative academic and artistic models and methodologies that could respond to
this tension.

The first section outlines the key conditions and framework of this epistemological conflict. It then examines prom-
inent examples of practice-based artistic research that have gained increasing visibility internationally over the
past fifty years. Through this analysis, the potential for integrating artistic research approaches into the academic

research activities of fine arts faculties is discussed.

The second section investigates the Journal for Artistic Research (JAR), a peer-reviewed platform that allows artis-
tic research to emerge without surrendering its unique ways of knowing and making. By analyzing the model and
methods adopted by JAR, the study evaluates its potential to address the challenges outlined in the first section and
its relevance to the evolving landscape of higher arts education.
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Bu arastirmanin amaci, Stanislavski’nin Fiziksel Eylemler Yéntemi’'nin, oyuncunun bilingalti yaraticiligi Gizerinde-

ki etkilerini psiko-fiziksel yaklasim dogrultusunda ele almaktir. Arastirma, oyunculuk siirecinde sahne tzerindeki

hareketleri belirleyen etkenlerin sadece fiziksel eylemler olmadigini, bunun yani sira oyuncunun i¢sel yasantilarini

ve duygusal reaksiyonlarini bicimlendiren ana etkenler oldugunu vurgulamayi amaglamaktadir. Stanislavski’nin ku-

ramlarina dayanarak, oyuncunun fiziksel eylemleri vasitasiyla bilingaltindaki yaratici potansiyeli agiga ¢ikarabilecegi

gorisl, bu calismanin temelini olusturur. Bu baglamda, calismanin 6nemi, modern oyunculuk egitiminde ve sahne

performanslarinda yaygin bigcimde kullanilan psiko-fiziksel yéntemlerin temel ilkelerini daha ayrintili anlamayi sag-

lamasindadir. Ozellikle oyuncularin, duygularini zorlamadan, fiziksel eylemler araciligiyla dogal bir sekilde ortaya

koymalarini mmkdin kilan bu yéntem, gergekgi ve gligll bir performans yaratmanin dnemini vurgular. Buna ek

olarak, bilingalti yaraticilik kavrami ile fiziksel eylemler arasindaki baglantiyi agiklayarak fiziksel eylemler yénteminin

kavranilmasina yeni bir bakis agisi getirmeyi amaglamaktadir.
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Abstract

This study aims to explore the effects of Stanislavski’s Method of Physical Actions on the actor’s subconscious cre-

ativity within the context of a psycho-physical approach. The research emphasizes that the factors shaping move-

ments on stage are not merely physical actions, but also key elements that influence the actor’s inner experiences

and emotional responses. Based on Stanislavski’s theories, the idea that an actor can unlock their creative potential

through physical actions forms the core of this study. In this regard, the significance of the research lies in offering a

deeper understanding of the fundamental principles of psychophysical methods, which are widely applied in mod-

ern acting training and stage performance. In particular, this method, which allows actors to express their emotions

naturally through physical actions rather than by force, highlights the importance of developing realistic and com-

pelling performances. In addition, it aims to bring a new perspective to the understanding of the method of physical

actions by explaining the connection between the concept of subconscious creativity and physical actions.
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Grafik Tasarimcilar agisindan bir yazi stilinin karari ve uygulanmasi tahmin edilenden ¢cok agamali bir husustur. Ozel-
likle sehirler ve mekanlar géz Gntdinde bulunduruldugunda bu gibi tasarim kararlari cok daha uzun vadeli planlar
Gzerinden alinmasi gerekliligi gérilmektedir. Mekanin bulundugu konum, sundugu hizmet, i¢ ve dis mimari tasarim-
lari ve hedef kitlesi gibi birden fazla unsur degerlendirilerek grafik tasarim uygulamalari yapilmaktadir. Bu arastirma;
grafik tasarim alanina ait bir arastirma alani olan tipografik tasarimlarin Adana’daki gastronomi mekanlarina ait i
tasarimlar agisindan incelenmesini icermektedir. Her bir harfin, formun, yazi karakteri se¢ciminin ve rengin insanlar
ile kurdugu baglanti kisilerin mekan ile kurdugu duygusal bag etkilemektedir. Orneklem, Adana’da hizmet veren
farkh segmentlerde cafe, restoran, bar ve pastane mekanlari arasindan secilmistir. Secilen 6rnekler, grafik tasarim
calisma alani cergevesinde yazi stilleri, tasarim kombinasyonlari, renkler ve dizgi tarzlari agisindan literattr bilgisi ile

degerlendirilmistir.
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Abstract

For graphic designers, the decision and implementation of a writing style is a multi-stage issue than expected. Es-
pecially when cities and places are taken into consideration, it is seen that such design decisions should be made on
much longer-term plans. Graphic design applications are made by evaluating multiple elements such as the location
of the place, the service it offers, interior and exterior architectural designs and target audience. This research in-
cludes the examination of typographic designs, which are a research area belonging to the field of graphic design,
in terms of interior designs of gastronomy venues in Adana. The connection established by each letter, form, font
selection and color with people affects the emotional bond established by people with the place. The sample was
selected from cafes, restaurants, bars and patisseries in different segments serving in Adana. The selected exam-
ples were evaluated with literature knowledge in terms of writing styles, design combinations, colors and typeset-
ting styles within the framework of the field of graphic design.
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Antik Misir'da esek figliri, baslangi¢ta dayanikhlik, giic, sessizlik ve kararlilik gibi olumlu niteliklerin tasiyicisi olarak
kutsanmis ve Tanri Seth’in doga gliglerine ve kaosa karsi gésterdigi direncin bir yansimasi olarak sembollestirilmis-
tir. Seth’in, Ra’nin kutsal kayigini koruyarak kaosun yilani Apep’e karsi verdigi miicadelede tstlendigi dlizen savu-
nuculugu, esek figlirinin koruyucu ve asil bir simge olarak kabul edilmesini pekistirmistir. Ancak Seth’in Osiris’i
oldirmesiile Horus’la giristigi taht micadelesi, hem kendi kimliginin hem de esek figtirintn kulttrel algisinda donu-
sime neden olmustur. Boylece esek; sehvet, ihanet, kabalik ve giinah gibi olumsuz ¢agrisimlarla anilarak Antik Misir
kultirinde hem diizenin koruyucusu hem de kaosun potansiyel tasiyicisi olarak ikircikli bir sembol haline gelmistir.
Bu ¢alisma, Seth ile iliskilendirilen esek figlirintiin dontsiminG, Antik Misir sanatsal temsillerinde yer alan 6rnekler
Uzerinden analiz ederek Seth’in ikircikli kimliginin esek imgesiyle olan sembolik alanini ortaya koymayr amaglamak-
tadir. Bu dogrultuda, Antik Misir mitolojisinde esege yUklenen iyilik /kotillk, diizen / kaos gibi dikotomik kavramla-
rinic ice gectigi sembolik yapinin gérintr kilinmasi hedeflenmektedir.
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Abstract

In ancient Egypt, the donkey figure was initially sanctified as the bearer of positive qualities such as endurance,
strength, silence and determination, and was symbolized as a reflection of the resistance shown by the God Seth
against the forces of nature and chaos. Seth’s defense of order in his fight against Apep, the serpent of chaos, by
protecting the sacred boat of Ra, reinforced the acceptance of the donkey figure as a protective and noble symbol.
However, Seth’s struggle for the throne with Horus after killing Osiris caused a transformation in both his own iden-
tity and the cultural perception of the donkey figure. Thus, the donkey became an ambivalent symbol in ancient
Egyptian culture, both as the protector of order and as the potential bearer of chaos, associated with negative con-
notations such as lust, betrayal, rudeness and sin. This study aims to reveal the symbolic field of Seth’s ambivalent
identity with the donkey image by analyzing the transformation of the donkey figure associated with Seth through
examples in ancient Egyptian artistic representations. In this context, it is aimed to make visible the symbolic struc-
ture in which dichotomous concepts such as good/evil, order/chaos, which are attributed to the donkey in Ancient

Egyptian mythology, are intertwined.
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Arastirmanin amaci; dogada bulunan materyaller ile temel mizik ritimleri ve magara yasaminin zihinsel islevlerini
algilayip es zamanl ¢izim, boyama, baski uygulamasi yapilarak, 6grencilerin is birliksel deger kazanimi saglanir-
ken, ayni zamanda bilissel bir bakis agisina sahip olmalarini ve yapilan etkinlik sonrasi 6grencilerin basarisina ve
performansina ydnelik etkisini ortaya koymaktir. Uygulama, MEB Ozel Egitim ve Rehberlik Hizmetleri Genel M-
durlGga yaratactligunde, Avrupa Komisyonu tarafindan yayimlanan Horizon Europe Programe Call: HORIZON-M-
SCA-2023-CITIZENS-01 Topic: HORIZON-MSCA-2023-CITIZENS-01-01: European Researchers’ Night and Resear-
chers at Schools 2024-2025 cagrisi kapsaminda gerceklesmistir. Arastirmanin calisma grubunu, izmit BILSEM’ de
muzik ve gorsel sanatlar alaninda egitim goéren 10 kisilik 10. Sinif 6grencileri olusturmaktadir. Arastirmada nicel ve
nitel verilerin birlikte kullanilacagi karma yontem, karma yéntem arastirma desenlerinden ise gesitleme deseni kul-
lanilmistir. Arastirmanin nicel kisminda deneme 6ncesi modeli kullaniimis, deneme modellerinden ise tek grup 6n
test- son test model kullaniimistir. Ogrencilerin basarilarinin belirlenmesinde uzman gériisti alinarak olusturulan
teorik bilgileri 6lgmeye yonelik 5 mizik alanindan 5 resim alanindan 10 adet soru hazirlanmistir. Calisma grubu
ogrencilerinden basari testi ile toplanan veriler SPSS istatistik programina aktarilmistir. Calismanin belirlenen amacg-
larina baglh olarak uygulanacak istatistikT ¢oziimlemelerin belirlenmesi 6ncesi Normallik Analizi ile veri gruplarinin
normallik dagihmlari incelenmistir. Calisma grubundaki 6grencilere, islenen konuya yonelik uygulanmasi sonrasi
basari puanlarina gore farklilasip farklilasmadiklarini gérmek Gzere Paired Samples T-Testi yapilmistir. Arastirma-
nin nitel kismi ise temel nitel aragtirma deseninde tasarlanmistir. Ogrencilerin egitim sonrasi gizim performanslari
video kayit alinmis ve arastirmacilar tarafindan gézlem notlari tutulmustur. Tutulan gézlem notlari, gézlem yontemi
ile degerlendirilmistir. Calismanin sonuglarina goére verilen egitimin 6grencilerin basari ve performanslarina olumlu
duzeyde etki sagladigi gérilmis olup, alanyazinda bu galisma modeli esas alinarak yazilacak diger arastirmalarda

ornek teskil etmesi beklenmektedir.
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Abstract
The aim of the research is to enable students to gain collaborative value by simultaneously drawing, painting and

printing using materials found in nature to perceive basic musical rhythms and mental functions of a cave life,
while also providing them with a cognitive perspective and to reveal the effect on students’ success and perfor-
mance after the activity. The application was carried out within the scope of the Horizon Europe Programe Call:
HORIZON-MSCA-2023-CITIZENS-01 Topic: HORIZON-MSCA-2023-CITIZENS-01-01: European Researchers’ Night
and Researchers at Schools 2024-2025 call published by the European Commission, under the leadership of the
MEB Special Education and Guidance Services General Directorate. The study group of the research consists of 10,
10th grade students studying in the field of music and visual arts at izmit BILSEM. In the research, a mixed method
was used, in which quantitative and qualitative data would be used together, and a triangulation design was used
among mixed method research designs. In the quantitative part of the study, the pre-test model was used, and from
the trial models, a single group pre-test-post-test model was used. 10 questions were prepared from 5 music and 5
painting fields to measure the theoretical knowledge created by taking expert opinions in determining the success
of the students. Data collected from the study group students via achievement test were transferred to SPSS statis-
tics program. Before determining the statistical analyses to be applied depending on the determined objectives of
the study, the normality distributions of the data groups were examined with Normality Analysis. Paired Samples
T-Test was applied to the students in the study group to see whether they differed in terms of their success scores
after the application of the subject to be covered. The qualitative part of the study was designed in the basic quali-
tative research design. The drawing performances of the students after the training were video-recorded and obser-
vation notes were taken by the researchers. The observation notes were evaluated using the observation method.
According to the results of the study, it was seen that the education provided had a positive effect on the students’
success and performance, and it is expected to serve as an example for other studies to be written in the literature

based on this study model.
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Gunumuz ¢agdas tiyatrosunda doga ile kurulan iliski tematik baglamin yani sira sahneleme pratikleri ve malzeme
tercihleri Gzerinden de yeniden sekillenmektedir. Biyolojik malzemelerin sahne tasariminda kullanimi hem stirdi-
ralebilirlik agisindan hem de tiyatronun estetik ve diistinsel sinirlarini yeniden tanimlamasi bakimindan énemlidir.

Cunku organik malzemeler doga-insan iliskisini yeniden kuran aktif gostergelerdir.

Bu ¢alismada 6zellikle mantar miselyumu gibi biyomalzemelerin maddesel varliklariyla sahnede nasil anlam tret-
tigi ekodramaturji ve posthimanist estetik baglamlarinda tartisilacaktir. Nora Schlocker yénetmenligindeki “Der
Entrepreneur” ve Emel Aydogdu yonetmenligindeki “Funken” adli yapitlar s6z konusu yaklasimin sahnede karsilik
bulmus 6rneklerindendir. Arastirma kapsaminda; biyomalzeme kullaniminin tiyatroda nasil bir dontistim sagladigini
gostermek igin 6rnek gosterilecek bu oyunlar detayli ¢6ziimlenmek yerine biyomalzeme kullaniminin birer temsili

olarak ele alinacaktir.

Bu ¢alisma; tiyatroyu biyotasarim, cevre estetigi ve cagdas felsefi dlisiinceyle iliskilendirerek disiplinlerarasi bir yak-
lasimi benimsemektedir. Nitel arastirma yéntemine dayanan analiz stirecinde biyotasarimlar ekodramaturji ve post-
hiimanist estetik gercevesi dogrultusunda degerlendirilecektir. Bdylece biyolojik malzemelerin sahnede yalnizca es-

tetik bir tercih olarak degil, anlam ve dlistince Ureten aktif bir unsur olarak nasil islev gérdtigt tartisilacaktir.

Gelinen noktada biyolojik tasarim tiyatroda gorsel ve yapisal bir yenilik sunmakla birlikte cevresel farkindalik, eko-
lojik malzeme hassasiyeti ve insanmerkezli olmayan anlatilar yoluyla tiyatronun hem estetik hem de politik ufkunu

genisleten bir distiinme alani agar.
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Abstract

In contemporary theater, the relationship with nature is being reshaped not only on a thematic level but also through
staging practices and material choices. The use of biological materials in stage design is significant not only in terms
of sustainability but also for redefining the aesthetic and intellectual boundaries of theater. Organic materials, in

this sense, are active signifiers that re-establish the human-nature relationship.

This study will discuss how biological materials, particularly mycelium, produce meaning on stage through their
material presence in the context of eco-dramaturgy and posthumanist aesthetics. The works “Der Entrepreneur”
directed by Nora Schlocker and “Funken” directed by Emel Aydogdu are examples where this approach finds its
manifestation on stage. In the research, these plays will not be analyzed in detail but rather considered as represen-
tations of the use of biological materials.

This study adopts an interdisciplinary approach by associating theater with bio-design, environmental aesthetics,
and contemporary philosophical thought. In the analysis, based on a qualitative research method, bio-designs will
be evaluated through the framework of eco-dramaturgy and posthumanist aesthetics. Thus, the study will discuss
how biological materials function not merely as aesthetic choices but as active components that generate meaning
and thought on stage.

Ultimately, biological design not only offers a visual and structural innovation in theater but also opens a space for
thinking that expands the aesthetic and political horizons of theater through environmental awareness, ecological

material sensitivity, and non-anthropocentric narratives.
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In contemporary theater, the relationship with nature is being reshaped not only on a thematic level but also throu-
gh staging practices and material choices. The use of biological materials in stage design is significant not only in
terms of sustainability but also for redefining the aesthetic and intellectual boundaries of theater. Organic materi-

als, in this sense, are active signifiers that re-establish the human-nature relationship.

This study will discuss how biological materials, particularly mycelium, produce meaning on stage through their
material presence in the context of eco-dramaturgy and posthumanist aesthetics. The works “Der Entrepreneur”
directed by Nora Schlocker and “Funken” directed by Emel Aydogdu are examples where this approach finds its
manifestation on stage. In the research, these plays will not be analyzed in detail but rather considered as represen-
tations of the use of biological materials.

This study adopts an interdisciplinary approach by associating theater with bio-design, environmental aesthetics,
and contemporary philosophical thought. In the analysis, based on a qualitative research method, bio-designs will
be evaluated through the framework of eco-dramaturgy and posthumanist aesthetics. Thus, the study will discuss
how biological materials function not merely as aesthetic choices but as active components that generate meaning
and thought on stage.

Ultimately, biological design not only offers a visual and structural innovation in theater but also opens a space for
thinking that expands the aesthetic and political horizons of theater through environmental awareness, ecological

material sensitivity, and non-anthropocentric narratives.
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Abstract

Meddah, one of the fundamental components of the Ottoman—Turkish performance tradition, is a layered form of
cultural expression that traces its roots back to shamanic narrative rituals. More than a bearer of oral culture, the
meddah is a narrative master who combines improvisation, humor, mimicry, body language, and vocal techniques.
The term “meddah” originates from the Arabic root medh (to praise) and was initially used to describe figures who
conveyed sacred stories. Over time, it evolved into a form of performance where a solo storyteller narrates social
themes with a humorous touch and direct audience interaction, blending music, character transformation, and
theatrical storytelling.

This paper aims to explore the potential of revitalizing the meddah art form within the framework of contemporary
performance arts and arts-based therapeutic practices. It evaluates how the capacity to establish empathic contact

through art can merge with traditional narrative structures, based on field experiences.

The term “therapeutic” in this context does not refer to clinical treatment, but to creating empathetic and sup-
portive interaction through artistic engagement. Practitioner observations suggest that meddah-style storytelling
creates an authentic and dynamic space of contact with individuals. Ultimately, the meddah tradition is not merely
a cultural relic but a multifaceted narrative system capable of forming direct connections in modern expressive

practices.
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Ozet

Endustriyel sartlarda bicimlendirilen ve Gretilen her Grtn, gerekli tim elektronik ve mekanik donanimla beraber ka-
buk parcalari, birlestirici elemanlar gibi pek ¢ok pargcanin optimum sekilde bir araya gelmesi ile olusan bir bGttGnddr.
Bu bltinin olusumunda kullanim amacina yonelik olarak tasarlanan islevselligin yaninda uygun estetik degerlerin
de 6nemi blyuktdr. Bu tran, kullanici ile bulugsmasinin ardindan kullanim émru ile beraber fiziksel eskime streci
tamamladiginda artik atik haline gelmektedir. Bu asamada, strdtrulebilirlik agisindan uygun kosullar saglanirsa geri
doénlisim, yeniden kullanim veya ileri dontisiim surecleri degerlendirilerek GrinGn tamami veya uygun pargalari

farkh kullanim amaglari icin hazir hale getirilebilmektedir.

Endustriyel Grinlerin bu anlamda yeniden kazanimi endistriyel yontemlerle gergeklesebildigi gibi, sanat baglamin-
da ele alinarak ileri dontisiime ugramasi ve yeni bir biitlin olusturulmasi ile de mmkuindur. Bu ¢alismada, kullanim
omri tamamlandiktan sonra atik haline gelmis endustriyel Grtinlerin moduler olarak ¢6ziimlenerek Gg boyutlu sa-
natsal kompozisyonlara dénliisimu ile ortaya ¢ikan uygulamalara ve uygulama stireglerine odaklanilmakta ve cesitli
ornekler sunulmaktadir. Calismanin yontemi olarak nitel arastirma yontemlerinden betimsel analiz yéntemi kulla-
nilmistir. Konu dahilinde yapilan literattir arastirmasi, bigimsel analiz ve uygulama stirecleri ile beraber ilgili drnekler

secilerek sunulmustur.

Sonug olarak, bu ¢alismada kullanim émrt tamamlanan ve bigcim algisi g6z 6nlinde bulundurularak belirlenen atik--
ranlerin sanatsal baglamda dénilisim stireglerinin stirdtrtlebilirlik yaklasimi bakimindan ele alinarak vurgulanmasi
amacglanmaktadir. Bu baglamda, etkili ileri donlistim 6rnekleri olarak sunulan uygulama érneklerinde, tasnif asama-
si sirasinda segilen ve ayristirilan her parganin, amacina uygun olarak gerekli olan forma en yakin pargalar olmasina
dikkat edilerek hem U¢ boyutlu kompozisyon Gzerindeki parcalarin hem de pargalarin olusturdugu yeni biuttnin

gorsel etkisinin gliglendirilmesi hedeflenmektedir.
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Abstract

Every product that is shaped and produced under industrial conditions is a whole formed by the optimum com-
bination of many parts such as shell parts, connecting elements, together with all the necessary electronic and
mechanical equipment. In the formation of this whole, in addition to the functionality designed for the purpose of
use, appropriate aesthetic values are also of great importance. This product becomes waste when it completes its
physical wear process along with its lifespan after it meets the user. At this stage, if suitable conditions are provided
in terms of sustainability, recycling, reuse or upcycling processes can be evaluated and the whole product or suit-

able parts can be made ready for different purposes.

In this sense, the recycling of industrial products can be achieved through industrial methods, as well as through
further recycling and the creation of a new whole in the context of art. This study focuses on the applications and
application processes that emerge from the modular analysis of industrial products that have become waste after
their lifespan and their transformation into three-dimensional artistic compositions, and various examples are pre-
sented. The descriptive analysis method, one of the qualitative research methods, was used as the method of the
study. The literature research conducted within the scope of the subject, formal analysis and application processes,

along with relevant examples are presented by selecting them.

As a result, this study aims to emphasize the artistic transformation processes of waste products whose life cycle
has ended and whose perception of form is taken into consideration, in terms of sustainability approach. In this
context, in the application examples presented as effective examples of advanced recycling, it is aimed to strength-
en the visual effect of both the parts on the three-dimensional composition and the new whole formed by the parts
by paying attention to the fact that each part selected and separated during the classification phase is the closest

to the required form in accordance with its purpose.
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Ozet

Tirk sanatinin erken evreleri incelendiginde strekli farkli tasarimlarla géruldtgt, heyecan duydugu veya inandigi
degerleri somut anlatimlarla isledigi gértlmektedir. Bu tasarimlarin en énemli 6zelligi metamorfoz bir bigim ve bi-
reysellikten ziyade toplumsal deger aktarimi olarak kendini ifade edebilmesidir. Ozellikle yapilan tasarimlarla anlatil-
mak istenilen seylerin bireysellikte hi¢ olmadig tamamen toplumun deger yargilarinin islendigi mit ve toplumu var
eden inanilan deger yargilarinin tasavvur edilmesidir. Giniimz sanat diinyasinda bile pek gérilmeyen bu durum
M. &. dénemlerde Tiirk sanatinin en dnemli bir &zelligi olarak karsimiza cikmaktadir. Gercekiistii &gelerle inanilan
degerlerin verilis bicimi ayni 6zellikler etrafinda degiskenlik géstermektedir. Bu ¢alisma ile erken dénem Tirk sana-
tinda ortaya ¢ikan gergekistl tasarlanmis 6rnekler incelenmis ve diinya strrealist 6rnekleri ile bir degerlendirilmesi
ortaya konulmaya galisilmaktadir. Pazirik kurganini ve diger Hun kurganlarinda ele gegcen bu 6rnekler Tlrk sanatinin
en eski strrealist calismalari olarak nitelendirilecegi gibi, diinya sanati icinde gok énemli bir yer tutmaktadir. Cinkt
burada ele gecen tasarimlarda sanatginin kendi i¢i diinyasinda olusan hayal giicl, korku veya hallisinasyonlardan
ziyade bu 6rnekleri tasarlayan dénemin insanlarinin toplumsal bir bilingle olaylara yaklastigi ve bir milli suur etrafin-
da tasarimini gerceklestirildigi distntlmektedir.
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Abstract

When the first stages of Turkish art are examined, it is seen that he is constantly seen with different designs, excited
or processed the values he believes in with concrete expressions. The most important feature of these designs is
that they can express themselves as a transfigured form and social value transfer rather than individuality. It is the
myth that the value judgments of society are processed and the value judgments believed to exist in society, espe-
cially the things that want to be explained by the designs made, are never individualistic, and it is the understanding
of the existing value judgments. society. This situation, which is not seen much even in today’s art world, comes
across as the most important feature of Turkish art in the periods before B.C. The way the values believed with sur-
real elements are given varies around the same characteristics. With this study, surrealistic design examples that
appeared in early Turkish art were examined and an attempt was made to suggest the evaluation of the world with
surrealist examples. These examples found in the Pazirik kurgans and other Hun kurgans will be characterized as
the oldest surrealist works of Turkish art and will have a very important place in world art. Because in the designs
captured here, it is seen that the people of the period who designed these examples approached the events with a
social consciousness and realized their designs around a national consciousness rather than dreams, fears or hallu-
cinations formed in the artist’s own inner world. This study examines examples of surrealist design from early Turk-
ish art and tries to evaluate them by comparing them with global surrealist examples. The findings obtained from
the Pazirik kurgans and other Hun kurgans can be described as the oldest surrealist works of Turkish art and have
an important place in world art. Because in these designs, instead of reflecting the artist’s personal imagination,
fears or hallucinations, it is seen that the people of that period approached the events with a collective conscious-

ness and formed their designs around a sense of national awareness.
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Ozet

insan iradesinin tasvir ydnelimi, tarih éncesi caglardan giiniimize, bireyin icinde bulundugu fiziksel cevreyi algila-
ma ve bu gevreyi gorsel ya da simgesel bicimlerde tasvir etme arzusuna bagh olarak dontisiim géstermistir. Mimari
unsur tasvirlerinin resim sanatindaki gelisimi de bu baglamda giinimuize kadar farkl uygulamalarla varhgini strdtir-
mustur. Tarih dncesi betimlemelerde temel unsur olan mimari, Ortagag’da dini anlatilarda sembolik arka plan olarak
yer almistir. 14. ylzyilda toplumsal degisimlerle 6ne ¢ikarken, 15. ylzyilda anlatinin parcasi olmustur. RGnesans’ta
perspektif ve bireysellesme, gérsel temsiliyetin gelisimini saglamistir. Bu dénemde mimari unsurlar ayrintili géz-
lemlenmis ve gercgekgi Gslup benimsenmistir. 17. ylzyil Hollanda’sinda refah artisiyla gelisen sanat piyasasi, mimari
tasvirlerin bagimsiz tir olarak 6ne ¢ikmasini saglamistir. Kuzey sanatindaki bu degisim diger Avrupa Ulkelerinde de
kendisini gostererek resim sanatindaki mimari 6gelerin yayilmasini saglamistir. 19. ylizyilda, Sanayi Devrimi’nin sos-
yal etkileriyle sehirler yasamin merkezi olarak sanatgilarin ilgi odag haline gelmistir. 20. ylzyilin modern akimlari,

mimari ogeleri gercekgi betimlemeye ek olarak soyut ve geometrik formlarla da yorumlamiglardir.

Bu ¢alismada sanatta mimari unsurlarin zaman icindeki dénisiimu incelenmistir. Kullanilan yontemler ikonografik
ve bicimsel analizdir. Sanat tarihindeki ana Gsluplar ve sosyal baglamlar dikkate alinmis ve 6rnek eserler tGizerinden

analiz edilmistir. Bu, donemsel karsilastirmali analiz yontemi ile yapilmistir.

Bu baglamda, tarih 6ncesi caglara ait resimlerden Orta Cag minyaturlerine, Ronesans ressamlarindan dénem sanat-
cilarina, 17. yluzyil Hollanda peyzaj ressamlarindan 20. ylzyil Bauhaus ve Kiibist akimlarina kadar birgok déneme ait

O0zgln eser incelenmistir. Kaynak olarak sanat tarihi literattru ve ilgili akademik yayinlardan yararlaniimistir.

Sonug olarak, resim sanatindaki mimari unsurlarin betimlenmesindeki egilimin tarihsel stirecteki asamalari incelen-

mis ve surekliligin giniimUze kadar izlendigi gézlenmistir.
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Abstract

The depiction orientation of human will has transformed from prehistoric times to the present, depending on the
individual’s desire to perceive the physical environment in which they are located and to depict this environment
in visual or symbolic forms. In this context, the development of architectural element depictions in painting has
continued its existence with different applications until today. Architecture, which is the basic element in prehis-
toric depictions, took place as a symbolic background in religious narratives in the Middle Ages. It came to the fore
with social changes in the 14th century, and became a part of the narrative in the 15th century. Perspective and
individualization in the Renaissance provided the development of visual representation. During this period, archi-
tectural elements were observed in detail and a realistic style was adopted. The art market, which developed with
the increase in prosperity in the Netherlands in the 17th century, allowed architectural depictions to stand out as
an independent genre. This change in Northern art also manifested itself in other European countries and ensured
the spread of architectural elements in painting. In the 19th century, with the social effects of the Industrial Revo-
lution, cities became the center of attention of artists as the center of life. Modern movements of the 20th century

interpreted architectural elements with abstract and geometric forms in addition to realistic depictions.

This study examines the transformation of architectural elements in art over time. The methods used are icono-
graphic and formal analysis. The main styles and social contexts in art history were taken into consideration and
analyzed through sample works. This was done with the periodic comparative analysis method.

In this context, original works from many periods were examined, from prehistoric paintings to medieval minia-
tures, from Renaissance painters to period artists, from 17th century Dutch landscape painters to 20th century
Bauhaus and Cubist movements. Art history literature and relevant academic publications were used as sources.

As a result, the stages of the tendency in the depiction of architectural elements in painting were examined in the

historical process and it was observed that the continuity was observed until today.
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Bu calisma, italyan Rénesans ressami Sandro Botticelli’nin Primavera eserindeki Merkdir ¢iziminde geometrik diizen-
lemelerin kullanilip kullanilmadigini arastirmayi amaglamaktadir.Arastirmada, resimdeki yapisal dogrultular belirle-
nerek, bu dogrultular arasinda olusan agilar dlctilmis ve tiggensel iliskiler analiz edilmistir. incelemeler, g6z bebek-
leri hizasinda ¢izilen dogru, ¢ene hizasinda ¢izilen dogru, burun hizasinda ¢izilen dogru, kol dogrultularindan gizilen

dogrular ve boyun kaslari dogrultusundan gizilen dogrular Gizerinden gergeklestirilmistir.

Calismada, g6z bebekleri dogrultusundaki dogru ile cene hizasinda cizilen dogrunun olusturdugu aginin 36,8° ol-
dugu bulunmustur. Ayni sekilde, ¢ene hizasi ile burun hizasinda cizilen dogru arasindaki a¢inin da 36,8° oldugu
tespit edilmistir. Bu bulgular, gézler, gcene ve burun dogrultularinin olusturdugu Gggenin ikizkenar oldugunu ortaya
koymustur. Ayrica, cene dogrultusundaki kenara gizilen kenarortay ile bu ti¢genin iki adet 6zel dik Gggene bolin-
digi gérilmistir. incelenen dik Gicgenler, kenar uzunluklari dogal sayi olan ve Pisagor bagintisini saglayan 3-4-5
dzel dik Gicgenlerdir. Ustelik boyun kasi cizimlerinde de 36,8°’lik aginin tekrar ettigi saptanmistir. Bunun yani sira,
figlirde kollarin dogrultusunda cizilen dogrularin, géz bebekleri hizasindaki dogruya paralel oldugu ve bu paralel-
likler sayesinde Merkur figlirinde birden ¢ok 3-4-5 6zel dik tGi¢ggenin olusturuldugu gortlmdistir. Cene, burun ve
gozler arasinda olusturulan ikizkenar tG¢gende, kenarortayin gizimiyle olusan iki 6zel Gi¢genin, figlirdeki viicut hizasi

dogrultusuna paralel oldugu da belirlenmistir.

Elde edilen bulgular, Primavera eserinde yer alan Merkur ¢iziminde tesadufi degil, belirli geometrik oranlar ve 6zel dik
tggenlerin kullanildigini géstermektedir. Bu sonuglar, R6nesans sanatinda ideal oran ve matematiksel diizen arayi-
sinin dnemli bir yansimasi olarak degerlendirilebilir. Ozellikle 3-4-5 dzel dik licgeninin sistematik bir bicimde figiiriin

farkh boltimlerine yerlestirilmesi, sanatginin matematiksel estetik anlayisini agik¢a ortaya koymaktadir.

Anahtar Kelimeler

Botticelli, Primavera, Ronesans, Pisagor, Matematik, Geometri

119



i

SANATIN RITMI

IV. ULUSLARASI SANAT SEMPOZYUMU | 4™ INTERNATIONAL ART SYMPOSIUM

A Geometric Analysis of Mercury’s Depiction in
Botticelli’s Primavera: Reflections of Pythagorean
Mathematics in Renaissance Art

Elif Nur Kaya
Korfez Science and Art Center (Kdrfez BILSEM)
ORCID: - E-Posta: nurcihankaya41i@gmail.com

Ecrin Ece Kolay
Korfez Science and Art Center (Kdrfez BILSEM)

ORCID: - E-Posta: behiceozmenkolay@gmail.com

Mustafa Poslu
Korfez Science and Art Center (Kdrfez BILSEM)
ORCID: - E-Posta: mustafaposlu.314@gmail.com

Abstract

This study investigates the presence of geometric structuring in the depiction of Mercury in Sandro Botticelli’s Pri-

mavera, a key work of the Italian Renaissance.

The research involved identifying structural alignments within the figure and measuring the angles between lines
drawn through the pupils, chin, nose, arms, and neck muscles. The analysis revealed that the angle between the line
through the pupils and the chin line, as well as the angle between the chin line and the nose line, was consistently
36.8°, forming anisosceles triangle. A median drawn to the side at the chin divided this triangle into two special right
triangles, corresponding to the 3-4-5 Pythagorean triangle, where all side lengths are natural numbers satisfying
the Pythagorean theorem. This 36.8° angle was also identified in the depiction of the neck muscles. Additionally,
lines drawn along the arms were found to be parallel to the line through the pupils, resulting in the formation of
multiple 3-4-5 right triangles throughout the Mercury figure. It was further observed that the median dividing the

isosceles triangle was aligned parallel to the body posture of Mercury.

The findings demonstrate that Botticelli deliberately employed geometric proportions and special right triangles in
the composition of Mercury. This supports the notion that Renaissance artists pursued mathematical order and

ideal proportions to enhance the aesthetic and symbolic meaning of their works.

Keywords

Botticelli, Primavera, Renaissance, Pythagoras, Mathematics, Geometry

120



i

SANATIN RITMI

IV. ULUSLARASI SANAT SEMPOZYUMU | 4™ INTERNATIONAL ART SYMPOSIUM

Goriinmeyeni Goriinuir Kilmak: Psiko-plastik Sahne
Anlayisinin Dogusu

Ars. Gor. (Assist.) Dicle Yilmaz
Maltepe Universitesi Glizel Sanatlar Fakiiltesi Sahne Sanatlari Bélimii

ORCID: 0009-0009-7542-6237 E-Posta: dicleyilmaz@maltepe.edu.tr
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20. ylzyilin basindan itibaren sahne sanatlari, yalnizca fiziksel mekanin degil, duygularin ve atmosferin da sahneye
tasindigi yeni bir estetik anlayisa yénelmistir. Bu degisim, sahne tasariminin sabit bir dekor yaratmaktan 6&te, seyirci-
nin i¢ diinyasina seslenen yasayan bir deneyime donlismesine zemin hazirlamistir. Bu baglamda dogan psiko-plas-
tik mekan kavrami, mekani sabit bir nesne olmaktan ¢ikararak duygusal ve psikolojik katmanlar tasiyan bir forma

bGrindtrmustar.

Bu anlayisin temelini, Adolphe Appia’nin isik ve mekan iliskisine getirdigi devrimci yorumlar ve Edward Gordon Cra-
ig’in sahneyi soyutlamaya y6nelik arayislari olusturmustur. Her iki sanatgi da sahne mekanini yalnizca dekoratif bir
unsur olarak degil, dramatik anlatinin aktif bir bileseni olarak degerlendirmistir.

Psiko-plastik mekan, seyirciyle daha dogrudan bir duygusal bag kurmayi hedeflemis ve béylece sahne deneyimini
donlstlrmustir. Bu yaklasim, ilerleyen yillarda Josef Svoboda gibi tasarimcilarin calismalarinda olgunlasarak, gu-

nimuzun dijital ve deneyimsel sahne anlayiglarina da ilham kaynagi olmustur.

Bu ¢alismada, psiko-plastik mekan kavraminin tarihsel gelisimi, etkili dncliler ve modern sahne tasarimina yansima-

lari degerlendirilecektir.
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Abstract

Since the early 20th century, performing arts have shifted towards a new aesthetic approach that brings not only
physical space but also emotions and atmosphere onto the stage. This transformation paved the way for stage de-
sign to evolve from creating static decor to crafting living experiences that resonate with the audience’s inner world.
In this context, the concept of psycho-plastic space emerged, redefining the stage as a form imbued with emotional

and psychological layers rather than a fixed physical structure.

The foundations of this concept were laid by the revolutionary ideas of Adolphe Appia, who emphasized the re-
lationship between light and space, and Edward Gordon Craig, who pursued abstraction and symbolism in stage
design. Both artists treated the stage not merely as a decorative element, but as an active and dynamic component

of dramatic storytelling.

Psycho-plastic space aimed to establish a direct emotional connection with the audience, fundamentally trans-
forming the theatrical experience. In subsequent years, this approach was developed further through the works of

designers such as Josef Svoboda, inspiring today’s digital and experiential stage designs.

This study will examine the historical development of the psycho-plastic space concept, the contributions of its

pioneers, and its reflections on modern stage design.
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illistrasyon (Resimleme) kitaplarda veya yazili metinlerde aciklayici ya da siisleyici amaclarla yer alan gorsellere veri-
len isimdir. illiistrasyonlar metni yalnizca gdrsel olarak zenginlestirmekle kalmaz, ayni zamanda okuyucunun metni
daha iyi anlamasina ve akilda tutmasina da yardimci olur. illiistrasyon, Latince “lustrate” kelimesinden tiiremistir ve

“anlasilir hale getirmek” anlamina gelir. Bu yénuyle illistrasyon metne yeni bir yorum katar ve anlamini pekistirir.

insanlik tarihi boyunca hikayeler anlatmak icin gérsel gizgisel anlatilar kullanmistir. En eski resimler magara duvarla-
rinda resmedildigi goriildGg, orta cagda resimler el yazmalari, téren kaplarinda, evlerini siislemislerdir. illistrasyon
meslegi 1800’lerin basinda tam anlamiyla meslek olarak kabul edildi. 1800’ yillarda Amerikan Anlati illGstratérleri
gravirli veya kazinmis baskilarin satisiyla ugrasmiglardir. Ginimizdeki illistrasyon teknolojik gelismelere bagli
olarak grafik tabletler, dijital kalemler ve yazilimlar gibi degisiklikler yasandigi ve bunun sonucunda dijital sanat eser-
lerin yaratim sureci kolaylastirdigi distnulir. Sosyal medya ve online platformlar sayesinde Turkiye'de illGstrator

sanatgilar eserlerini genis kitlelere ulastiriliyor.

illiistrasyon (resimleme) egitim siirecinin temel unsurlardan biridir. Karmasik bilgilerin anlasilabilir ve akilda kalici
bir sekilde sunulmasini saglandigini, bilgilerin gorsellestirildigi ve ayrica kullanilan kaynaklarin kullanim kolayhg:
yoniinden kaynak kullanimi motivasyonu arttirabilir. Fakat Universitelerde verilen illiistrasyon egitimin yetersizli-
gi, kaynaklarin yetersiz olmasi, TUrkiye'de illistrasyon dalinda daha yeni yeni 6nem kazanmasi gibi nedenlerden
dolayi illiistrasyonun bazi dallarinda cok gelisememektedir. illiistrasyon egitiminde kullanilan bazi ekipmanlar ve
yazilimlarin maliyetli olmasindan dolayi illiistrasyon egitimine sinirlandirildigi gériilmistir. Ozellikle de Tibbi ve Me-
dikal illiistrasyon dalinda bir egitim alaninin yeterli olmamasi, medikal ve tibbi illiistrasyonlarin yetersizligine sebep
olmaktadir. Tibbi ve medikal illistrasyonlarin tibbi bilgilerin gérsel olarak aktarilmasinda biiyiik 6neme sahip oldu-
gunu gortyoruz. Ancak bu alanda yeterli egitim olanaklarin bulunmamasi, kaliteli ve profesyonel tibbi illGstratorle-
rin yetismesini zorlastirmaktadir. Bu nedenle Turkiye'de Tibbi ve Medikal illistrasyon egitimin gelistirilmesi, uzman
egitmenlerin yetistirilmesi, 6grencilerin ve saglik profesyonelleri karmasik tibbi konulari daha iyi anlamak ve anlat-
mak i¢in bu gorsellere ihtiyag duyulabilir.

Bu arastirmada nitel arastirma desenlerinden dokiiman/metin analizi deseninden faydalaniimistir. Dokiimanlara eri-
sim kitap kaynaklari ve Google Scholar veri tabani kullanilarak saglanmistir. Ttrkiye’de tibbi ve medikal illistrasyon

egitimi, illGstrasyon ve medikal illistrasyon gibi basliklar incelenmistir.
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Abstract

Illustration refers to images used in books or written texts for explanatory or decorative purposes. Illustrations not
only visually enrich the text but also help the reader understand and retain the content more effectively. The term
“illustration” originates from the Latin word “lustrate,” meaning “to make clear.” In this sense, illustrations provide

new interpretations to texts and reinforce their meaning.

Throughout human history, visual narrative techniques have been used to tell stories. The earliest paintings were
depicted on cave walls, while in the Middle Ages, illustrations adorned manuscripts, ceremonial objects, and home
decorations. The illustration profession became officially recognized in the early 1800s. During the 19th century,
American narrative illustrators focused on selling engravings and etched prints. Today, technological advancements
such as graphic tablets, digital pens, and design software have facilitated the creative process of digital artworks.

Furthermore, social media and online platforms enable illustrators in Turkiye to reach wider audiences.

Illustration is a fundamental element of education, helping to present complex information in a more understand-
able and memorable way. The visualization of data also improves accessibility and motivation in academic settings.
However, illustration education at universities remains insufficient due to limited resources, the relatively recent
recognition of the field in Tlrkiye, and the high costs associated with equipment and software. These challenges re-
strict the development of certain branches of illustration. Medical and scientific illustration education, in particular,

lacks adequate institutional support, resulting in a shortage of high-quality professionals in this field.

Medical and scientificillustrations play a critical role in visually communicating medical knowledge. However, due to
limited educational opportunities, it is difficult to train skilled and professional medical illustrators. To address this
issue, Turkiye needs to improve medical and scientific illustration education, train expert educators, and provide
students and healthcare professionals with visual tools to better understand and communicate complex medical

concepts.

This study adopts a document/text analysis approach, a qualitative research method. The materials were accessed
through book sources and the Google Scholar database, examining topics such as medical illustration education in

Tirkiye, illustration, and the role of medical illustration in healthcare settings.
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Ozet

insanin cevresini kusatan nesneleri 6rgiitleme cabasi yeryiizii ile kurdugu iliskinin en belirgin izi olarak ortaya ¢ik-
maktadir. Tarih boyunca insan, hem distinsel hem de fiziksel gelisimini stirdtrlrken olusturdugu izi de bu dogrul-
tuda dénistirmektedir. Bu slirecin en somut ¢iktisi ise mekansal Gretim olmaktadir. Mekanin kalicigilini arzulayan
insanin, bu arzuyu destekleyen teknolojiler gelistirmesi, bu egilimin nemli goéstergeleri arasinda yer almaktadir.
Ancak 21. ylzyila gelindiginde, kalicihk arzusuna karsilik, gecici olanin da mekéana ve yasantiya etkisi giderek daha
gorlnur hale gelirken, yeni bir kirllma noktasi da olusturmaktadir. Artik mimarlik ve planlama, yalnizca kalici yapilar
Uretmekle sinirli kalmayip, cagin hiz ve devingenligine yanit verebilecek, gecici mekansal deneyimleri de tasarlamayi
hedeflemektedir. Bu dénlistim stireci, mekanin baglamla kurdugu iliskiyi ve kullanicida biraktigi deneyim ve algi bi-
cimlerini de dogrudan etkilemektedir. Kalici mekanlar, aidiyet hissi ve yer ile blitiinlesme tzerinden bir deneyim su-
narken; gecici mekansal deneyim alanlari, zamansizlik ve mekdndan bagimsizlikla daha 6zgtir, deneysel ve yenilikgi
etkilesimler gelistirme imkani yaratmaktadir. 6zgtir, deneysel ve yenilikgi olanin deneyimi ise sanatsal tretimi de do-
nustirmektedir. Bu donltisiim, sanatsal temsilin mekanini ve bu tir mekanlarin imgesel degerlerini etkilemektedir.
Kalici ile gegici arasinda olusan bu etkilesim, cagdas teknolojiler ile yeni deneyim olanaklari sunmakta ve birbirine
evrilebilen dinamikler tiretme potansiyeline sahiptir. Ote yandan bu iligkilerdeki karsitlik insanin farkl dlceklerdeki
mekansal algisinda bir gerilim tGretmektedir. Bu galisma, kalici ve gecgici mekan tretim bigimlerinin yer ile kurduklari
iliskileri, performans mekanlarindaki yansimalari Gizerinden, 6rnekler aracligiyla analiz ederek tartismayi ve bu geri-

limin glinimtzdeki anlamini irdelemeyi amaglamaktadir.
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Abstract

The human effort to organize the objects surrounding their environment emerges as the most distinctive trace of
their relationship with the earth. Throughout history, while advancing intellectually and physically, humans have
simultaneously transformed this trace in alignment with their evolving development. The most tangible outcome
of this process has been spatial production. The human desire for the permanence of space, and the development
of technologies to support this aspiration, are among the key indicators of this tendency. However, by the 21st
century, alongside the enduring pursuit of permanence, the influence of the temporary on space and daily life has
become increasingly visible, marking a new rupture. Architecture and urban planning today aim not only to create
permanent structures but also to design temporary spatial experiences that respond to the speed and dynamism
of the contemporary era. This process of transformation directly affects the relationship between space and con-
text, as well as the modes of experience and perception it generates for users. While permanent spaces offer expe-
riences rooted in a sense of belonging and integration with place, temporary spatial environments allow for more
liberated, experimental, and innovative interactions through their detachment from time and location. The experi-
ence fostered by this freedom, experimentation, and innovation also transforms artistic production. This evolution
influences the spatial representations of art and reshapes the symbolic values associated with such spaces. The
interplay between permanence and temporariness, enabled by contemporary technologies, provides new experi-
ential possibilities and produces dynamics that are capable of evolving into one another. Conversely, the tensions
emerging from this interaction generate a sense of spatial conflict across different scales of human perception. This
study aims to analyze and discuss the relationship between permanence and temporariness through the reflections
observed in performance spaces, examining specific examples to explore the contemporary significance of this

tension.
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Tiyatro sanati, zaman icinde teknolojik gelismelerin etkisiyle 6nemli dontistimler gecirmistir. Geleneksel sahne un-
surlarinin yani sira, aydinlatma, ses efektleri ve gorsel projeksiyon gibi teknolojik unsurlarin kullanimiyla tiyatro

deneyimi zenginlestirilmis ve yeni anlatim bigimleri kazanmistir.

Bu ¢alismada, tiyatroda teknoloji kullaniminin anlati Gzerindeki etkileri degerlendirilmistir. Bu amacgla, Antik donem-
den baslayarak tiyatroda teknolojinin tarihsel gelisimi; 6zellikle aydinlatma teknikleri ve mekanik sahne dizenle-
meleri Gzerinden incelenmistir. Ardindan dijital teknolojilerin sahne sanatlarina entegrasyonu ve bu strecin tiyatro
performanslarina olan katkilari tartisilmig, 6zellikle dijital projeksiyon, artirilmis gerceklik (AR), karma gerceklik (MR)
ve sanal gerceklik (VR) gibi yenilik¢i teknolojilerin kullaniminin sahne anlatisini dontstirtict etkisi analiz edilmistir.
Calismada ayrica, teknolojinin tiyatro performansi Gzerindeki etkileri incelenmis ve canli performans ile dijital 6ge-
lerin etkilesimleri, seyirci-oyuncuiiliskisi Gzerindeki degisiklikler ele alinmistir. Bu baglamda teknolojinin hikaye anla-
timindaki yenilikgi potansiyeli ve karakter gelisimine olan katkilari detaylandirilarak interaktif tiyatro deneyimlerinin
ve dijital platformlar Gizerinden tiyatro deneyiminin nasil evrildigi Gzerinde durulmustur. Son olarak, gelecekte ya-
pay zeka, robotik teknolojiler ve interaktif coklu ortam performanslari gibi ileri teknolojik araglarin tiyatro sanatinda

nasil kullanilabilecegi ve bu kullanimin tiyatro deneyimini nasil dénistirebilecegi Gizerine 6ngoriler sunulmustur.

Anahtar Kelimeler

Tiyatro, Teknoloji, Dijital teknoloji, Anlati, Seyirci-oyuncu iligkisi

127



i

SANATIN RITMI

IV. ULUSLARASI SANAT SEMPOZYUMU | 4™ INTERNATIONAL ART SYMPOSIUM

The Transformative Effect of the Use of
Technology on Narrative in Theatre

Ali Kuctik
Halic University Postgraduate Education Institute Theatre Programme

ORCID: 0009-0003-4022-4631 E-Posta: alikucuk707@gmail.com

Abstract

The art of theatre has undergone significant transformations over time due to technological advancements. Along-
side traditional stage elements, the use of technological components such as lighting, sound effects, and visual

projections has enriched the theatre experience and introduced new forms of storytelling.

This study evaluates the impact of technology use on narrative in theatre. For this purpose, the historical develop-
ment of technology in theatre has been examined, starting from the Ancient period, with particular emphasis on
the evolution of lighting techniques and mechanical stage arrangements. Subsequently, the integration of digital
technologies into performing arts and their contributions to theatre performances have been discussed. Specifi-
cally, the transformative effect of innovative technologies such as digital projection, augmented reality (AR), mixed

reality (MR), and virtual reality (VR) on stage narratives has been analyzed.

The study also examines the effects of technology on theatre performances, addressing the interactions between
live performances and digital elements, as well as changes in the audience-performer relationship. In this context,
the innovative potential of technology in storytelling and its contributions to character development have been
detailed, and the evolution of interactive theatre experiences and theatre practices through digital platforms has
been explored. Finally, predictions have been made regarding how advanced technological tools such as artificial
intelligence, robotic technologies, and interactive multimedia performances might be employed in theatre arts in

the future, and how such use could transform the theatre experience.
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Tiyatro tarihi Antik Yunan’dan gliniimuUize uzanan uzun bir gegmise sahip olsa da, oyunculuk sanatini metodolojik
bir arastirma alani olarak ele alan ilk dnemli figlir Konstantin Stanislavski olmustur. 19. ylzyilin sonunda tiyatro
oyunlarini ve topluluklarini inceleyen Stanislavski, oyunculuk meslegine dair sistematik ve bilimsel bir yaklasim ek-
sikligi oldugunu fark etmis, bu eksikligi gidermek icin tekrarlanabilir ve aktarilabilir bir oyunculuk yéntemi gelis-
tirmistir. Kendi sanat yolculugu icinde psikolojik temelli calismalardan fiziksel eylem temelli uygulamalara uzanan
farkl donemler gegirmistir. Stanislavski’nin 6grencilerinden Lee Strasberg ise, onun 6zellikle erken dénem psikolojik
calismalari Gzerine yogunlasarak Amerika’da Actor’s Studio’nun kurulusuna onctlik etmis ve boylece Stanislavs-

ki'nin yaklasimini yeni bir baglama tasimistir.

Amerikan sahne sanatlarinda psikolojik temelli oyunculuk teknikleri gelisirken, Lee Strasberg’in 6grencilerinden Eric
Morris de bu cizgiyi ilerleterek otuza yakin oyunculuk yaklasimi gelistirmistir. Morris, 6zellikle “oyunculukta olma
hali”ni merkeze alan psikolojik yaklasimlariyla taninmis, “Lutfen Rol Yapmayin” ilkesi dogrultusunda, oyuncunun
sahiciligini ve i¢gsel mevcudiyetini 6n planda tutmustur. Buglin Morris teknigi, Glkemizdeki bazi 6zel kurumlarda ve

oyunculuk okullarinda hem adaylara hem profesyonellere aktarilmaktadir.

Bu ¢alismada, Stanislavski’den Eric Morris’e uzanan siiregte oyunculukta “olma hali”nin nasil sekillendigi ve psiko-
lojik yaklasimin bu alandaki etkileri ele alinmaktadir. Her ne kadar Stanislavski, kariyerinin ilerleyen dénemlerinde
“baska biri olma” halini arastirmis olsa da, hem onun hem de Morris’in ydontemleri oyuncunun sahnedeki varolussal
mevcudiyetine farkli yollarla katkida bulunmaya devam etmektedir. Bu dogrultuda ¢alisma, oyunculuk sanatinda

“olma hali” kavrayisinin tarihsel ve psikolojik evrimine isik tutmayi amaglamaktadir.
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Abstract

Although the history of theatre spans from Ancient Greece to the present day, the first significant figure to approach
the art of acting as a methodological field of study was Konstantin Stanislavski. At the end of the 19th century, Stan-
islavski, who examined theatre plays and ensembles, noticed a lack of systematic and scientific approaches to the
acting profession. To address this gap, he developed a repeatable and transferable acting method. Throughout his
artistic journey, he experienced different periods, ranging from psychologically based work to practices grounded in
physical action. One of Stanislavski’s students, Lee Strasberg, focused particularly on his early psychological work
and led the founding of the Actor’s Studio in America, thereby bringing Stanislavski’s approach into a new context.
As psychologically oriented acting techniques evolved in American performing arts, one of Strasberg’s students,
Eric Morris, further advanced this line of thinking by developing nearly thirty distinct acting approaches. Morris
became especially known for his psychologically centered methods that emphasize the “state of being” in acting.
In line with his principle “Please Don’t Act,” he prioritized the actor’s authenticity and inner presence. Today, the
Morris technique is taught to both aspiring and professional actors in some private institutions and acting schools
in Turkey.

This study explores how the “state of being” in acting has evolved from Stanislavski to Eric Morris, and examines the
impact of psychological approaches on the field. Although Stanislavski, in the later stages of his career, explored the
concept of “becoming someone else,” both his and Morris’s methods continue to contribute to the actor’s existen-
tial presence on stage in different ways. In this context, the study aims to shed light on the historical and psycho-

logical evolution of the concept of “being” in the art of acting.
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Ozet

Bu ¢alisma, hem teknik hem de anlamsal olarak altinin, Tark kilttrindeki geleneksel kullanim amaglarini ve taki
tasarimi baglaminda strdurilen zanaat pratiklerini, stGrdtrdlebilirlik ve donglsellik kavramlari gergevesinde deger-
lendirmeyi amaglamaktadir. Altinin malzeme olarak fiziksel 6zellikleri (yliksek dayanikliligi, kolaylhkla geri dontsti-
ralebilmesi ve degerini kaybetmeksizin tekrar islenebilir olmasi) altina stirdtrilebilir bir malzeme potansiyeli kazan-
dirmaktadir. Ayrica altinin, kusaktan kusaga aktarilabilen, uzun omurlt bir kullanim nesnesi olarak toplumsal ve
kulttrel deger tasimasi, strdurulebilirlik potansiyelini kiltlrel agidan da desteklemektedir.

Calisma kapsaminda yuruttlen nitel gérismeler araciligiyla, fiziksel ve kilttrel 6zelliklerin taki tasarimi stirecine na-
sil yansidigi analiz edilmeye ¢alisiimistir. Gorlismelerde katiimcilarin (zanaatkarlarin) tretim pratigi icinde “strdtra-
lebilirlik” kavramini bilmediklerini, ancak geleneksel zanaatkarlikta yerlesik olan bazi uygulamalarin strduralebilirlik
ilkeleriyle drtlistligli tespit edilmistir. Ozellikle malzeme israfindan kaginma, geri kazanim siirecleri ve kalici kullanim
hedefi gibi aliskanliklar ve uygulamalar agik bir farkindalik olmaksizin ve bir nevi bilingsiz sekilde strdurilebilirlik

ilkelerini barindirmaktadir.

Calisma sonucunda, altinin taki tasariminda yalnizca ekonomik deger tasiyan estetik bir malzeme olmadigi; ayni
zamanda surduirulebilir Gretim pratiklerini icinde barindiran ktltirel bir arag olarak da degerlendirilebilecegini ileri
sirmektedir. Tasarimci, Uretici ve zanaatkarlarin “strdurulebilirlik” baglaminda destekleyici calismalarin merkezin-
de rol oynayacaklarina dair gelecekteki calisma ve arastirma dnerilerine yer verilmistir.
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Abstract

This study aims to evaluate the traditional uses of gold in Turkish culture and the craft practices sustained in the
context of jewellery design through the lens of sustainability and circularity. The physical properties of gold, its
high durability, ease of recyclability, and ability to be reworked without loss of value, grant it a strong potential as
a sustainable material. Furthermore, gold’s association with long-term use and its role as an intergenerationally

transferred asset culturally reinforce this potential.

Through qualitative interviews conducted within the scope of the study, an analysis was made of how these phys-
ical and cultural features are reflected in the jewellery design process. The findings indicate that while the partic-
ipants (craftspeople) are unfamiliar with the explicit concept of “sustainability,” certain practices rooted in tradi-
tional craftsmanship inherently align with sustainability principles. Notably, habits and practices such as avoiding
material waste, engaging in recovery processes, and aiming for longevity in use appear to be tacitly embedded

within their workflows without explicit awareness.

As aresult of the study, it is suggested that gold in jewelry design should not be regarded solely as an aesthetically
valuable material with economic significance, but also as a cultural medium that inherently supports sustainable
production practices. The study emphasizes that designers, producers, and artisans are likely to play a central role

in future studies and initiatives aimed at promoting sustainability.
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Azerbaycan’da Sur olarak sevilen ve icra edilen makam (mugam) Turkiye’de kiirdi makami olarak adlandiriimakta-
dir. Mugam sanati Azerbaycan muziginin ayrilmaz parcasidir. Geleneksellik, edebiyat ve bircok kiymetli unsurlari
kendinde birlestiren bu sanatin gecmisi eskiye dayanmaktadir. Azerbaycan halk miziginin esasini olusturan yedi
mugamdan biri de Sur mugamidir. Rast mugamindan sonra ikinci esas mugam olan Sur mugami, blytk hacimli mu-
gamlar sirasindadir. Azerbaycanli besteci Fikret Emirov Sur mugamini senfonik mugam haline getirmis ve bu eser
blylk ragbet gérmustir. Sur mugaminda birgok halk mahnilari ve halk danslar da mevcuttur. Kiardi makami Ttrk
muziginde temel ve icrasi kolay ayni zamanda diger makamlar gibi degisime ugradigi sdylenen makamlardandir. Bu
makam Azerbaycan mugam miuziginde yer alan Sur mugaminin makamsal yapisini andirmaktadir. Bu ¢alismada
her iki makamin makamsal yapisinin karsilastiriimasi ve bu iki makam arasindaki farkhliklar ve benzerliklerin ortaya
konulmasi adina Azerbaycan ve Turkiye’den ayni makamsal yapida olan iki eser tizerinden karsilastirma yapilmistir.
Bu arastirmada nitel arastirma yontemlerinden olan betimsel analiz yéntemi kullanilmistir. Calismada Sur muga-
minda olan “Gule glle” ve Kirdi makaminda Kars Yéresine ait “Oglan Adi Bey di Gel” adli eserlerin karsilastiriimasi
amacglanmistir. Her iki eserin karsilastirmasinda makam yapilarinin kullanimi arasindaki farkhlik ve benzerlik, seyir
ozellikleri, usuller, gecki, her iki eserde kullanilan stislemeler gibi 6zellikler karsilastiriimis, farkli adlarla bilinen her iki

makamin benzer ve farkl yénlerinin oldugu sonucuna varilmistir.
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Abstract

The makam (mugam), which is popular and performed as Shur in Azerbaijan, is called Kurdi makam in Turkey. The art
of mugam is an integral part of Azerbaijani music. This art, which combines tradition, literature and many valuable
elements, has a long history. One of the seven mugams that form the basis of Azerbaijani folk music is Shur mugam.
Shur mugam, which is the second main mugam after Rast mugam, is among the large volume mugams. Azerbaijani
composer Fikret Amirov turned Shur mugam into a symphonic mugam and this work was very popular. There are
also many folk songs and folk dances in Shur mugam. Kurdi magam is one of the basic and easy to perform magams
in Turkish music and at the same time it is said to be subject to changes like other magams. This magam resembles
the magam structure of Shur magam in Azerbaijani mugam music. In this study, in order to compare the makamal
structure of both makams and to reveal the differences and similarities between these two makams, a comparison
was made on two works from Azerbaijan and Turkey with the same makamal structure. In this study, descriptive
analysis method, which is one of the qualitative research methods, was used. In the study, it was aimed to compare
the works titled “Gle gtile” in Shur mugam and “Oglan Adi Bey di Gel” belonging to Kars Region in Kurdi makam. In
the comparison of both works, features such as the difference and similarity between the use of makam structures,
characteristics of the course, usulas, passage, ornaments used in both works were compared, and it was concluded

that both makams known under different names have similar and different aspects.
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Ozet

Gelisim cercevesi ve varolus bicimleri dolayisiyla islam sanatlari olarak adlandiriimasi daha uygun diisecek olan hat,
tezhip, minyatir gibi sanatlarin gtincel Grtnleri incelendiginde hizli bir evrilmeye tabi oldugu goérilmektedir. Bu ev-
rilme, geleneksel tanimlar gecisken bir hale getirirken formlari ise esnek bir yapiya tasimaktadir. Elbette sanatin
kendini glincelleme ve yeni formlar olusturma glici yadsinamaz bir gercektir. Ancak islam sanatlarindaki bu degi-
sim slrecine dair felsefi diizlemde tanimlayici ve sorgulayici argiimanlarin gelistiriimesi de 6nem arz etmektedir.
islam sanatlarindaki yenilik/fark arayisi icerisinde devam eden giincel siirecte, bir noktada kimliginden kopmaya
ylUz tutan uygulamalarla bahse konu sanatlarin sinirlarini belirleyen, mahiyetine dair tanimlarin esnedigine sahit
olunmaktadir. Bu calismayla tam da bu noktadan tanimlamalari merkeze alarak islam sanatlarinin giincel uygula-
malarinda meydana getirilen sentez (resim-hat, resim-minyatur, grafik-hat gibi) eserlerde geciskenlik ve esnemele-
ri arastirarak sanatlarin 6zsel oluslarinin sinirlari aranmaktadir. Ayni zamanda bu sinirlar aranirken Nietzsche’nin
Apollon ve Dionysos kavramlari ekseninde fark felsefesinden faydalanilarak distinsel bir argiman gelistirilmeye
gayret edilmektedir. Bu baglam ise olusu engelleyen kati tanimlamalar kadar stirekli olusun sinirsiz degisimiyle islam
sanatlarinin kimlik kaybini dnleme bazinda énemli bir elestiri kabul edilebilir. Bdyle bir yaklasimla islam sanatlarinin
bizatihi varolus bicimlerine dair literatiirii glincel verilerle genisleterek, islam sanatlarinin gelecekteki devamliligina
katki sunmanin dnemi Uzerinde durulmaktadir. Arastirma, geleneksel kaliplar icinde veya tamamen kalip disi uy-
gulamalarda resimselligi-grafikselligi on plana ¢ikan -6zellikle “yeni tarz, gelenegin gelecegi, modern/cagdas hat”
olarak anilan- eserleri temel kavramlar Gzerinden inceleyerek klasikle arasindaki baglantiyi sorgularken farkin siniri
olarak belirtilen alani arastirmaktadir. islam sanatlarinda teknik ve icerik yéniinden meydana gelen esnemelerin, her
ne kadar farkhlik aramak adina yapilsa da farkin sinirlar ¢gizilmedigi icin esasta sanatlarin varolus ve mahiyetlerine
dair bir saibe getirdigi gériilmektedir. Bu tiir yaklasimlarin giderek esasa dayali bir yapi kazanmasi ile islam sanatlari-
nin tikel alanlari kaybolarak baska bir sanat icerisinde erime ve hliviyetini kaybetme sorunu dogmaktadir. Bu cerge-
vede islam sanatlarina dair klasikle modern arasinda dengeyi kuracak tanimlamalarin merkeze alindigi diistinsel bir

literatrin olusturulmasi, farkhligin sinirlarini gcizmek adina elzem gériinmektedir.
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Abstract

Examining the current products of arts such as calligraphy, illumination and miniature, which may more appro-
priately be termed Islamic arts due to their developmental framework and ways of existence, reveals that they are
subject to rapid evolution. This evolution renders traditional definitions transient and forms malleable. The power
of art to update itself and create new forms is, of course, an undeniable fact. However, it is also important to devel-
op defining and questioning arguments on a philosophical level regarding this process of change in Islamic arts. In
the current process that continues in the search for innovation/difference in Islamic arts, it is witnessed that the
definitions of the nature of the arts that determine the boundaries of the arts in question are stretched with the
practices that are about to break away from their identity at some point. This study seeks the boundaries of the
essence of the arts by investigating the transitivity and stretching in the works of synthesis (such as painting- cal-
ligraphy, painting-miniature, graphic- calligraphy) created in the current practices of Islamic arts by centering the
definitions from this very point. At the same time, while searching for these limits, an intellectual argument is tried
to be developed by utilizing Nietzsche’s philosophy of difference on the axis of Apollo and Dionysus concepts. This
context can be considered an important criticism on the basis of preventing the loss of identity of Islamic arts with
the unlimited change of continuous becoming as well as the rigid definitions that prevent becoming. With such an
approach, the importance of contributing to the future continuity of Islamic arts by expanding the literature on the
ways of existence of Islamic arts with current data is emphasized. The research examines the works that come to
the forefront in terms of pictoriality-graphicity within traditional patterns or in completely out-of-the-form appli-
cations -especially those referred to as “new style, the future of tradition, modern/contemporary calligraphyappli-
cations- by examining them through basic concepts, questioning the connection between them and the classical,
and exploring the area specified as the boundary of difference. It is seen that the stretches in Islamic arts in terms
of technique and content, although they are made in the name of seeking difference, bring a doubt about the exis-
tence and essence of the arts because the boundaries of difference are not drawn. With such approaches gradually
gaining an essentially based structure, the problem of Islamic arts losing their identity and melting into another art
by losing their specific areas arises. In this framework, it seems essential to create an intellectual literature centered
on definitions that will establish a balance between classical and modern definitions of Islamic arts in order to draw

the boundaries of difference.
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Yer kabugundaki kirilmalar nedeniyle ani olarak ortaya cikan titresimlerin dalgalar halinde yayilarak gectikleri or-
tamlari sarsma olayina deprem denir. Bu afet nedeniyle glinimuiz kadar birgok yapi yikilmis ¢ok sayida insan ha-
yatini kaybetmistir. Calismada konutlarin tasarimlarinin saglamliklari ile iliskisinin sorgulanmasi amaglanmistir. Bu
baglamda bireylerin gorislerinin tespiti icin ydntem olarak nicel arastirma yéntemlerinden anlik tarama arastirmasi
kullanilmistir. Kocaeli il Mudirligiinden gerekli iziler alinmis ve bdlgede oturan toplam 106 kisiye projenin konusu
hakkinda hazirlanan 30 adet anket sorusu yoneltilerek cevaplar analiz edilmistir. Ulasilan verilere gore katilimcilarin
¢ogunlugu konut satin alirken maddi imkanlarin belirleyici faktér oldugunu vurgulamistir. Katiimcilar konutlarda
dis gérinimun/tasarimin dikkat gekici ve konut tercihlerinde belirleyici oldugunu belirtmekte ancak yasadiklar
binalarin yeterince saglam oldugunu distinmediklerini ifade etmislerdir. Sonug olarak konut tercihlerinde tasarim
belirleyici iken yapi saglamliginin géz adi edildigi gériilmektedir.
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Abstract

An earthquake is an event in which sudden vibrations caused by fractures in the earth’s crust spread in waves and
shake the environments they pass through. Due to this disaster, many buildings have collapsed and many people
have lost their lives. In this study, it is aimed to question the relationship between the designs of the houses and
their robustness. In this context, instant survey research, one of the quantitative research methods, was used as
a method to determine the opinions of individuals. Necessary permissions were obtained from Kocaeli Provincial
Directorate and a total of 106 people living in the region were asked 30 survey questions about the subject of the
project and the answers were analyzed. According to the data obtained, the majority of the participants empha-
sized that financial means are the determining factor when buying a house. The participants stated that the exterior
appearance/design of the houses is striking and determinant in their housing preferences, but they stated that they
do not think that the buildings they live in are strong enough. As a result, it is seen that while design is decisive in

housing preferences, building durability is ignored.
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Bu arastirmada ilkokul 6grencilerinin resimli kitap okuma tercihlerinin arastirilmasi ve elde edilen verilerden yararla-
narak bir masal kitabi tasarlanmasi amaglamaktadir. Baslangic olarak BILSEM Destek sinifina devam (ilkokul 3.sinif)
25 dgrenci belirlenmistir. Ogrencilerin gorislerini belirmek icin yéntem olarak nicel arastirma yéntemlerinden anlik
durum arastirmasi secilmistir. 20 soruluk anket ¢alismasi icin Kocaeli il Mdirliginden gerekli izinler alinmistir.
Elde edilen veriler analiz edilerek bu dogrultuda 6grencilerin ilgisini gekecek, renkli, hayal diinyalarina katki saglaya-
cak 6zgln tasarimh bir hikaye kitabi tasarlamistir. Calisma 6grencilerin kitap okuma aliskanliklarini desteklemenin

yaninda ¢ocuk kitabi gizerleri, yayinevleri ve yazarlar icin yol gosterici nitelikte olacaktir.
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Abstract

In this research, it is aimed to investigate the preferences of primary school students for reading picture books and
to design a story book by using the data obtained. Initially, 25 students attending BILSEM Support class (Primary
School 3rd grade) were determined. In order to determine the opinions of the students, a snapshot case study was
selected from quantitative research methods. For the 20-question survey, necessary permissions were obtained
from Kocaeli Provincial Directorate. The data obtained were analysed and in this direction, a storybook with an
original design that will attract students’ attention, colourful and contribute to their imagination was designed. The
study will be a guide for children’s book illustrators, publishers and writers as well as supporting students’ reading
habits.
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Hareketlendirme sanati veya canlandirma sinemasi olarak tanimlanan animasyon sanati giinimdiiz insanin yasamin-
da 6nemli bir yere sahiptir. Baslangicta kii¢clik cocuklarin eglenmesi ve egitilmesi igin gelistirilen gizgi filmler animas-
yonun ilk érneklerindendir. ilerleyen yillarda yetiskinler icin de cok sayida animasyonun iretildigi goriilmektedir.
Egitim alaninda animasyonlar, egitici materyal olarak en ¢ok tercih edilen araglar arasindadir. Bilgiyi somutlastirmak
ve eglenceli hale getirmek, tekrar etme, mekandan bagimsiz ¢calisma, ¢ok fazla duyu organina hitap etme gibi 6zel-

liklerinden dolayi gtinimuizde siklikla egitim materyali olarak kullanilmaktadir.

Bu dogrultuda calismada 5. Sinif Sosyal Bilgiler Dersi Gegmise Yolculuk Unitesi, Hititler Uygarligi konusunun ani-
masyonlu anlatiminin 6grenme diizeyine etkisini belirlemek amacglanmistir. Bu amacla egitim alanina katki saglaya-

cak bir animasyon tasarlanmis ve bu egitim materyalinin 6grenciler Gizerindeki etkisi belirlenmistir.

Gelistirilen “Hititler” animasyonu 6grencilere izletilmis ve 6grencilere animasyonda gecen bilgileri iceren anket yo-
neltilmistir. Ayni zamanda yapilan memnuniyet anketi ile 6grencilerin animasyonla ilgili gértsleri alinmistir. Anket
sonuglari incelendiginde 6grencilerin biytk bélimintn animasyonda verilen bilgileri hatirladigi, eglenerek 6gren-
dikleri, tarih 6grenimini motive ettigi, okul disi ortamlarda da 6grenme istegi uyandirdigi ve animasyondan memnun
kaldiklari sonucuna ulasilmistir.
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Abstract

The art of animation, which is defined as the art of animation or animation cinema, has an important place in the
lives of today’s people. Initially developed for the entertainment and education of young children, cartoons are
among the first examples of animation. In the following years, it is seen that many animations have been produced
for adults as well. In the field of education, animations are among the most preferred tools as educational materials.
They are frequently used as educational materials today due to their features such as concretising and entertaining
information, repetition, working independently from space, and appealing to many sensory organs.

In this direction, in this study, it was aimed to determine the effect of animated narration of the 5th Grade Social
Studies Lesson, Journey to the Past Unit, Hittite Civilisation subject on the learning level. For this purpose, an ani-
mation was designed to contribute to the field of education and the effect of this educational material on students

was determined.

The developed ‘Hittites’ animation was shown to the students and a questionnaire containing the information in the
animation was directed to the students. At the same time, the opinions of the students about the animation were
taken with the satisfaction questionnaire. When the results of the questionnaire were examined, it was concluded
that most of the students remembered the information given in the animation, learnt with fun, motivated history

learning, aroused the desire to learn in out-of-school environments and were satisfied with the animation.
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Ozet

Calismada, tiyatroda Modernizm i¢in dnci sayilan isimlerden biri olan Henrik Ibsen’in oyunlari 6rnek oyun olarak
secilmistir. Descartes ile baslayan insan merkezci diistince yapisinin ve Modernite’nin insasinin ve bunlarla birlikte,
bilimsel gelismelerin 1siginda kéklenen Realizm, 19.yy.in sonlarina dogru yerini Modernizm’e birakmistir. insan mer-
kezli distince yapisinin istilaci yaklagimi; insani (Capitolosen’i), dogayi bir meta olarak gérmeye itmistir. Calisma, bu
disiince yapisinin insa ve gelisim strecinde doganin, Ug tiyatro akimi icerisinde konumlanan bir yazar tarafindan
nasil islendigine odaklanmaktadir. Romantizm, Realizm ve Sembolizm igerisine giren oyunlar yazmis olan Henrik
Ibsen’i [oyunlar sirasiyla; Brand (1966), Yaban Ordegi (1884), Denizden Gelen Kadin (1888)] oyunlari ekseninde in-
celeyerek doga metaforunun Ug farkli sanatsal akim icerisinde herhangi bir degisim veya dontisim gergeklestirip
gercgeklestirmedigi incelenmistir. Bununla birlikte, oyunlarda yer alan doga metaforlarinin, insan merkezli dtstn-
ce bicimine ne kadar kurban edilip edilmedikleri calismanin paralel bir zeminini olusturmaktadir. Btiin bu cerce-
ve dogrultusunda ¢alisma; ontolojik olarak, doganin bagimsiz varliginin Modernite ile yok edilmeye baslanmasina
ve epistemolojik olarak, 21. ylzyilda insan (logos) merkezci diisiince yapisina karsi gelistirilmis bir strateji olarak

eko-dramaturji’'ye dayanmaktadir.
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Abstract

In this study, the selected example plays are by Henrik Ibsen, who is considered one of the pioneers of Modernism
in theatre. The anthropocentric thought structure initiated by Descartes, along with the construction of Modernity
and the rise of Realism shaped by scientific developments, gradually gave way to Modernism towards the end of
the 19th century. The invasive approach of anthropocentric thought led to the perception of both humans (the
Capitalocene subject) and nature as commodities. This study focuses on how nature was represented by a play-
wright whose works span three major theatrical movements during this intellectual development process. Henrik
Ibsen, who wrote plays within the frameworks of Romanticism, Realism, and Symbolism, is examined through three
selected works [Brand (1866), The Wild Duck (1884), and The Lady from the Sea (1888)] to analyze whether the
metaphor of nature undergoes any change or transformation across these artistic movements. Furthermore, the
study explores to what extent the nature metaphors in these plays are sacrificed to anthropocentric thinking. In this
framework, the study is based ontologically on the gradual erasure of nature’s independent existence with the rise
of Modernity, and epistemologically on ecodramaturgy as a strategy developed against anthropocentric modes of
thought in the 21st century.
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20. yluzyil sanati, geleneksel formlari yikan ve sanati glindelik yasamlaile i¢ ice geciren radikal akimlarla sekillenmis-
tir.

Bu baglamda ortaya ¢ikan Fluxus akimi, sanatin yalnizca bir nesne degil, ayni zamanda bir stireg ve deneyim olmasi

gerektigini savunarak performans sanatinin gelisiminde dnemli bir rol oynamistir.

1960’larda George Maciunes’in liderliginde sekillenen Fluxus akimi muzik, siir, tiyatro ve gorsel sanatlari bir araya

getiren, sanatciyi ve izleyiciyi aktif bir parcasi haline getiren disiplinler arasi bir harakettir.

Bu bildiride, Fluxus'un temel ilkeleri ve sanata bakis agisi agiklandiktan sonra, bu haraketle cagdas performans
sanatinin en dnemli temsilcilerden biri olan Marina Abramovi¢’in sanati arasindaki iliski incelenecektir. Abramovig
Fluxus’un sistematik ve gosteriye dayali sanat anlayisindan etkilenmis ve performanslarinda tamamen bir sanat

nesnesine dontserek bu sanatin sinirlarini zorlad..

Bu bildiri, Abramovic in performans sanatindaki radikal durusunu, Fluxus’un sanat alanindaki yenilikleri baglamin-

da ele aliyor ve sanatg¢inin nasil bir miras devraldigini ve bunu nasil yeniden sekillendirdigini analiz ediyor.

Anahtar Kelimeler

Marina Abramovic, Fluxus, Performans Sanatlari

145



i

SANATIN RITMI

IV. ULUSLARASI SANAT SEMPOZYUMU | 4™ INTERNATIONAL ART SYMPOSIUM

Fluxus Movement and Marina Abramovich Pushing
the Limits of Performance Art

Tunay G6zden
Hali¢ University Hali¢ University Department of Theater Master’s Program

ORCID: 0009-0005-4561-9987  E-Posta: tgtunaygozden@gmail.com

Abstract

20th century art was shaped by radical movements that destroyed traditional forms and intertwined art with daily
life.

The Fluxus movement that emerged in this context played an important role in the development of performance art

by arguing that art should not only be an object but also a process and experience.

Fluxus, which took shape under the leadership of George Maciunes in the 1960s, is an interdisciplinary movement

that brings together music, poetry, theater and visual arts, making the artist and the audience an active part of it.

In this paper, after explaining the basic principles of Fluxus and its perspective on art, the relationship between this
movement and the art of Marina Abramovic, one of the most important representatives of contemporary perfor-
mance art, will be examined. Abramovic was influenced by Fluxus’ systematic and spectacle-based understanding
of art and pushed the boundaries of this art by turning it completely into an art object in her performances.

This paper examines Abramovic’s radical stance in performance art within the context of Fluxus’ innovations in the
field of art, and analyses how the artist inherited and reshaped his legacy.
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Canlilarin ortak yasam alani olan doganin donglist tim canhilarin bir arada olmasi ile saglanir. Bu déngtyti devam
ettirmede herkesin bir rolii bulunur. insanlar bazi faydali olan canlilari fark etmede giicliik cekerler ve bunu anlam-
landirmada zorlanirlar. Cogunlukla itici bulunan ve toplum tarafindan fazlalik olarak nitelendirilmis bécekler bu
duruma 6rnek verilebilir. Oysaki bcek familyalarinin ekolojik dengeye ve biyocesitlilige olan faydasi g6z ardi edilme-
melidir. Boceklerin faydalari sadece dogadaki dengeyi saglamakla kalmamakla beraber eski caglarda kendilerine ce-
sitli sembolik anlamlar yiklenmis kaynagi olmuslardir. Kendilerini ifade etmek igin sanat yoluna basvuran insanlar;
eserlerinde dogayi kullanirken icindeki canlilardan da esinlenmislerdir. Béceklerde ytizyillar boyunca sanatgilar igin

ilham kaynagi olmus ve estetik sanat eserlerine déntsmustur.

Bu calismada insanlarin genellikle dnyargih yaklastigi canhlar olan béceklerin biyogesitlilik ve ekolojik dengeye kat-
kisini sanat araciligiyla gérintr kilmak, toplumda farkindalk olusturmak ve béceklerin estetik yéniinti sanatsal ola-
rak ifade etmek amaclanmistir. Calismaya literattir taramasi yapilarak baslanmis, sanatcilarin eserleri incelenmistir.
Gebze’de yasayan bireylerin gorUslerini almak igin ise anket olusturulmus veriler analiz edilmistir. Arastirmacilar
konu ile ilgili Gg teknikte sanatsal ¢calismalar yapmis ve sergilemistir. Proje sonunda béceklerin taninirhgin artmasi

icin daha ¢ok icerik Uretilmesi sonucuna varilmistir.
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Abstract

The cycle of nature, which is the common habitat of living things, is ensured by the coexistence of all living things.
Everyone has a role in maintaining this cycle. People have difficulty in recognising some useful creatures and have
difficulty in making sense of this. Insects, which are often found repulsive and characterised as excess by society,
can be given as an example. However, the benefits of insect families to ecological balance and biodiversity should
not be ignored. The benefits of insects not only ensure the balance in nature, but they have been the source of
various symbolic meanings in ancient times. People who resorted to art to express themselves; while using nature
in their works, they were also inspired by the creatures in it. Insects have been a source of inspiration for artists for
centuries and have turned into aesthetic works of art.

In the project; it is aimed to make the contribution of insects, which are creatures that people generally approach
with prejudice, to biodiversity and ecological balance visible through art, to raise awareness in society and to ex-
press the aesthetic aspect of insects artistically. The study started with a literature review and the works of artists
were analysed. In order to obtain the opinions of individuals living in Gebze, a questionnaire was created and the
data were analysed. The researchers made and exhibited artistic works in three techniques related to the subject.
At the end of the project, it was concluded that more content should be produced to increase the recognition of
insects.
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Bu arastirma, Turk Halk Muzigi topluluklarinda gérev yapan baglama icracilarinin sahne performanslari sirasinda
yasadiklari performans anksiyetesi dlizeylerini incelemek amaciyla gerceklestirilmistir. Arastirma nicel tarama mo-
delikapsaminda yGritilmas olup, Sanhurfa ilinde faaliyet gosteren farkh kurumlardaki 30 baglama icracisi galisma
grubunu olusturmaktadir. Veriler, performans anksiyetesine yonelik Likert tipi bir dlgcek ve kisisel bilgileri iceren
anket formu araciligiyla toplanmistir. Calismada, performans anksiyetesi dlizeylerinin katiimcilarin cinsiyet, yas,
egitim durumu, ¢alistiklari kurum trd, kadro statlisti ve sahne deneyimi stiresi gibi demografik degiskenlere gore
anlamli bicimde farkhlagsmadigi gézlemlenmistir. Ancak, baglama icra slresi ile performans anksiyetesi dlzeyleri
arasinda anlamh bir iliski bulunmustur. Ayrica, performans anksiyetesi Olgegi alt boyutlari arasinda pozitif yonde
anlamli korelasyonlar tespit edilmistir. Bu bulgular, baglama icracilarinin mtzikal performanslarini etkileyen psiko-
lojik etkenlere dair dnemli bir farkindalik sunmakta ve sahne kaygisinin yonetimi konusunda muzik egitimi alaninda
katki saglayabilecek veriler sunmaktadir. Gelecekte yapilacak daha genis kapsamli calismalar, performans anksiye-
tesi ile miicadelede farkl stratejilerin gelistiriimesine zemin hazirlayabilir.
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Abstract

This study aims to examine the levels of performance anxiety experienced by baglama performers during stage per-
formances within Turkish folk music ensembles. The research was conducted using a quantitative survey model,
and the study group consisted of 30 baglama performers working in various institutions in Sanlurfa, Tlrkiye. Data
were collected through a structured questionnaire, including a Likert-type scale measuring performance anxiety
and a demographic information form. The findings revealed that performance anxiety levels did not show signifi-
cant variation based on demographic variables such as gender, age, education level, type of institution, employment
status, or stage experience. However, a meaningful relationship was identified between the number of years playing
the baglama and levels of performance anxiety. In addition, significant positive correlations were found among the
sub-dimensions of the performance anxiety scale. These findings provide insight into the psychological factors that
influence the musical performances of baglama players and highlight the importance of addressing stage anxiety in
music education. The results suggest that more extensive future research could contribute to developing strategies

to manage performance anxiety and support musicians in professional and educational contexts.
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Bu calisma, Walter Benjamin’in “aura” kavramini cagdas sanat baglaminda yeniden degerlendirmeyi amacglamakta-
dir. Benjamin’in 6zgunlik, tekillik ve mekana baglilik Gzerinden tanimladigi aura deneyimi, dijitallesmenin ve ¢ogal-
tilabilirligin egemen oldugu gtinimuzde farkli bicimlerde varligini stirdiirebilmektedir. Daniel Firman, Studio Drift,
Adrian Villar Rojas ve Chiharu Shiota gibi glinimuz sanatgilari tzerinden, auranin yalnizca eserin fiziksel 6zellikle-
riyle degil, ayni zamanda Uretildigi baglam, mekansal iliskiler ve izleyiciyle kurdugu etkilesim yoluyla olustugu ortaya
konmaktadir. Secilen 6rnekler araciligiyla, gecicilik, yerlestirme pratigi, beden-mekan iligkisi ve duyusal katilim gibi
unsurlarin, sanat eserinin aura niteligini glincel baglamda yeniden insa edebilecegi savunulmaktadir. Sonug olarak,
aura kavraminin Benjamin’in gercevesinde gecerliligini korudugu ve cagdas sanat pratiklerinde farkli bigcimlerde tem-

sil edildigi ileri strtlmektedir.
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Abstract

This study aims to revisit Walter Benjamin’s concept of aura within the context of contemporary art. While Ben-
jamin defined the auratic experience through notions of originality, uniqueness, and spatial presence, this paper
argues that aura continues to persist in various forms despite the prevalence of digital reproduction and techno-
logical mediation. Through the analysis of contemporary artists such as Daniel Firman, Studio Drift, Adrian Villar
Rojas, and Chiharu Shiota, the article demonstrates that aura emerges not only from the physical attributes of the
artwork but also through contextual, spatial, and affective interactions with the viewer. The selected case studies
emphasize how ephemerality, site-specific installations, body-space dynamics, and sensory engagement contrib-
ute to the reconstruction of auratic qualities in current artistic practices. Ultimately, the paper asserts that Benja-

min’s concept of aura remains relevant and is manifest in alternative forms within contemporary artistic discourse.
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Bu calismada, ney enstrimaninda ton olusumunu etkileyen fiziksel ve teknik unsurlar sistematik bicimde ele alin-
mistir. Tonun yalnizca bireysel estetik yonelimlerin degil, nefes kontrolli, dudak pozisyonu, tfleme agisi, hava akisi
ve bagpare gibi yapisal faktérlerin etkilesimiyle sekillendigi vurgulanmaktadir. Calismada glic/yumusaklik dengesi,
ses dinamiklerinin kontroll agisindan; doguskanlar (harmonikler), sesin tinisal zenginligini belirleyen temel unsurlar

olarak degerlendirilmistir.

Hacim ve zayiflik kavramlari, sesin yogunlugu ve yayilim kapasitesi tGzerinden incelenmis, dogru nefes destegi ve
hava yonlendirmesiyle sesin rezonans kalitesinin artirilabilecegi belirtilmistir. Parlaklik ve matlik baslginda, harmo-
nik bilesenlerin sesin parlakligindaki roliine dikkat ¢ekilmis, ney icrasinda harmonik kontrolliniin ton kalitesine et-
kisi tartisilmistir. Temizlik ve katisiklik kavramlari, tonun safligi ve istenmeyen gtirGlta unsurlarinin yénetimi bagla-

minda ele alinmistir.

Son olarak tizlik ve peslik kavramlari, frekans spektrumunda ses ytksekliginin kontrolli cercevesinde degerlendiril-
mis, entonasyonun korunmasinin nefes akisi ve dudak pozisyonu gibi teknik unsurlara bagli oldugu vurgulanmistir.
Buinceleme sonucunda, ney enstriimaninda ton Gretiminin; fiziksel mekanizmalarin, teknik uygulamalarin ve isitsel

kontrolGin butGncul etkilesimiyle sekillendigi ortaya konulmustur.
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Abstract

This study systematically examines the physical and technical factors that shape tone production in the ney instru-
ment. It emphasizes that tone is not merely a result of individual aesthetic tendencies, but is shaped through the
interaction of physical elements such as breath control, lip position, blowing angle, air flow, and structural compo-
nents like the bagpare (mouthpiece).

Within this framework, the study discusses the role of dynamic control in tone strength and softness, the contribu-
tion of harmonics to timbral richness, and the significance of volume and projection in sound resonance. It further
addresses the influence of tonal brightness or dullness based on harmonic content and examines the relationship

between tonal clarity and the management of unwanted noise elements.

The concepts of pitch accuracy and stability are also explored, emphasizing the challenges associated with main-
taining proper intonation, especially when navigating between high and low registers. Factors such as breath pres-

sure, lip adjustment, and airflow direction are highlighted as critical in this process.

Ultimately, this study concludes that tone production on the ney is the result of a complex interaction between
physical mechanisms, technical execution, and auditory control, requiring a balance of precise breath management

and structural manipulation.
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Hic stphesiz ki insan var olusundan buyana sanat yolu ile glizeli aramistir. Sanat, insanda estetik haz, ahenk ve
uyum duygularini uyandirmay1 amaglarken, ayni zamanda zihin ve duygu diinyamizda gUglt etkiler birakmaktadir.
Genel olarak, sanat nesnesi ile karsilastigimizda ortaya ¢ikan hislerimizi “gtizellik”, “huzur”, “hayranhk”, “dinginlik”,
“zevk” gibi olumlu kavramlarla ifade edebiliriz. Ancak sanat nesnesi her zaman hosa giden glizellikte olmak zorunda
midir? Yahut verilen mesaj her zaman olumlu duygular uyandirmak durumunda midir? Sanat nesnesi ile karsi karsi-
ya gelindiginde, duygularimiz “rahatsizlik”, “uygunsuzluk”, “kaygi”, “tiksinti”, “6fke” veya “asagilanma” gibi kavram-

larla sekilleniyorsa, bazi 6nemli sorular glindeme gelmektedir.

Sanatin amaci gergekten nedir? Hangi duygulari uyandirmayi hedefler ve bir eserin niyeti ne olmaldir? Daha da
onemlisi, sanat ne zaman sinirlarini asar ve rahatsizlik yaratmaya baslar? Bu noktada, sanatin 6zgtirltk alant ile top-

lumsal degerler ve etik kurallar arasindaki gizgi nereye kadar uzanir?

Bu arastirmada, sanatin dogasindaki 6zgurluk ve sinirlilik iliskisini sorgulamaya odaklanilmistir. Amag bir sonugtan
ziyade, sanatin birey ve toplum Gzerindeki etkilerini tartisarak, “Sanat hangi noktada siniri asar ve nerede durmal?”
sorusuna dair farkh perspektifler sunmaktir. Sanatin hem estetik hem de toplumsal baglamda 6zgurltk ve etik so-

rumluluk iliskisi bu sorgulamanin merkezinde yer almaktadir.

Anahtar Kelimeler
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Abstract

Undoubtedly, since the beginning of its existence, humanity has sought beauty through art. While art aims to evoke
aesthetic pleasure, harmony, and a sense of balance, it also leaves powerful impressions on our intellectual and

emotional worlds. Generally, when we encounter a work of art, the feelings it elicits are expressed through positive

” o« 9 @ ”

notions such as “beauty,” “peace,” “admiration,” “serenity,” and “pleasure.” However, must a work of art always be
aesthetically pleasing? Or must the message it conveys always evoke positive emotions? If the feelings we experi-
ence when confronting an artwork are shaped by concepts such as “discomfort,” “inappropriateness,” “anxiety,”

“disgust,” “anger,” or “humiliation,” then several significant questions arise.

What is the true purpose of art? What emotions is it meant to evoke, and what should be the intention behind an
artwork? More importantly, at what point does art cross a line and begin to disturb? At this juncture, where exactly

does the boundary lie between the freedom of artistic expression and societal values and ethical norms?

This study focuses on questioning the relationship between freedom and limitation inherent in the nature of art.
Rather than offering a definitive conclusion, it aims to present various perspectives on the effects of art on the in-
dividual and society by discussing the question: “At what point does art cross the line, and where should it stop?”
The relationship between artistic freedom and ethical responsibility, both in aesthetic and social contexts, forms
the core of this inquiry.
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Ozet

Modern sanat, bireyin toplumsal yapilarla olan iliskisini sorgulayan ve yabancilasma kavramini merkeze alan bir alan
olarak ortaya ¢ikmistir. Yabancilasma, bireyin kendi benliginden, emeginden ve toplumsal baglamindan kopusunu
ifade ederken feminist teori de bu kavrami cinsiyet dinamikleri Gizerinden yeniden degerlendirmektedir. Feminizm,
sanatin yalnizca estetik bir ifade bi¢cimi olmadigini, ayni zamanda toplumsal cinsiyet rollerinin ve gli¢ dinamiklerinin

sorgulanmasina olanak taniyan bir ara¢ oldugunu savunur.

Kadin sanatgilar, tarihsel olarak erkek egemen sanatsal anlatilardan dislanmis ve kendi kimliklerini ifade etme ko-
nusunda zorluklarla karsilasmislardir. Bu durum, onlarin eserlerinde yabancilasmayi derinlestiren bir etki yaratir.
Feminizm, bu yabancilasmayi elestirerek, kadinlarin deneyimlerinin ve bakis agilarinin sanat alaninda daha gértinar
olmasini saglar. Ozellikle 20. ylizyilin ikinci yarisinda feminist sanat hareketleri, kadinlarin kendi seslerini bulmalari-

na ve toplumsal normlara meydan okumalarina olanak tanimistir.

Bu baglamda bu galismada modern sanatta yabancilasma temasini, kadin sanatcilarin eserleri ve feminist perspek-
tif Gzerinden incelemektedir. Kadinlarin sanat diinyasindaki gériinmezligi, cinsiyet temelli ayrimcilik ve patriyarkal
yapilarin sanatsal Gretim Gzerindeki etkisi analiz edilirken, modern sanat eserlerinde yabancilasmanin feminist bir
okumasi sunulmaktadir. Sonug olarak feminizm ve yabancilasma, modern sanatin déntsim sureglerinde 6nemli

bir rol oynayarak toplumsal cinsiyetin sanatsal tGretim ve kabul stire¢lerine olan etkilerini gézler 6niine sermektedir.
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Bu calisma Ozlem Kartal’in, Altinbas Universitesi Sanat ve Tasarim Ana bilim Dal’'nda yazdigi “Modern Sanatta Yabancilasma ve

Edward Hopper” adl Yiiksek Lisans tezinden yararlanilarak hazirlanmistir.
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Abstract

Modern art emerged as a field that questions the relationship between the individual and social structures and
centers on the concept of alienation. Alienation refers to the individual’s separation from their own identity, labor,
and social context, while feminist theory reevaluates this concept through gender dynamics. Feminism argues that
artis not merely an aesthetic form of expression, but also a tool that allows for the questioning of gender roles and
power dynamics.

Women artists have historically been excluded from male-dominated artistic narratives and have faced difficulties
in expressing their identities. This situation creates an effect that deepens alienation in their works. Feminism crit-
icizes this alienation and makes women’s experiences and perspectives more visible in the field of art. Especially
in the second half of the 20th century, feminist art movements have enabled women to find their own voices and

challenge social norms.

In this context, this study examines the theme of alienation in modern art through the works of female artists and
from a feminist perspective. The invisibility of women in the art world, gender-based discrimination, and the impact
of patriarchal structures on artistic production are analyzed, and a feminist reading of alienation in modern art-
works is presented. In conclusion, feminism and alienation play an important role in the transformation processes

of modern art, revealing the impact of gender on artistic production and acceptance processes.
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Bu c¢alisma, “Disiplinlerarasi yaklagimla (DIMAG) gelistirilen 6gretim teknolojisi temelli materyal tasariminin okul
Oncesi 4-6 yas muzik dersine iliskin tutumlarina, mtzik dersi 6zyeterliliklerine ve muzik bilgisi diizeyine anlamli bir
etkisi var midir?” sorusunu arastiran doktora tezinin bir pargasi olarak gelistirilen ve kullanilan Miizik Tutum Olge-

gi'nin gecerlik ve glvenirlik calismasini sunmaktadir.

Erken ¢ocukluk dénemi; duyusal algilarin, duyusal gelisimlerin ve sosyal becerilerin sekillendigi kritik bir evredir. Bu
baglamda muzik, cocuklarin zihinsel, duygusal, sosyal, bedensel ve duyusal gelisiminde 6nemli bir rol oynamak-
tadir. Okul dncesi muzik etkinlikleri, cocuklarin yaraticiliklarini ifade etmelerine, kendilerini kesfetmelerine, sosyal
etkilesimlerini ve motor becerilerini gelistirmelerine, ayrica kilttrin bir 6gesi olmaya baslamalarina olanak tanir.

Cocugun muzige karsi tutumlarinin nasil belirlendigi ve nasil gelistirilebilecegi konularindaki ¢alismalarin, ¢cagin ve

cocuklarin dénemsel gelisimleriyle paralel olarak cesitlenmesi gerektigi distintilmektedir.

Bu makalede, 4-6 yas gurubu 6grencilerinin mtzige iliskin tutumlarini degerlendiren yeni bir dlgek gelistirilmis, bu
Olgegin gecerlik ve glivenirligi analiz edilmis ve arastirmanin genelinde uygulanmasi sonucunda elde edilen bulgular

sunulmustur.

Elde edilen sonuglar, erken yasta miizigin egitim stirecine entegrasyonuna katki saglamakla kalmayip, ayni zamanda
okul 6ncesi egitimcilerinin mizik egitimi konusundaki yaklasimlarini sekillendirebilecek niteliktedir.
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Abstract

This study comprises the validity and reliability study of the Attitude Scale, which was developed and used in the
doctoral thesis investigating the answer to the question “Does the instructional technology-based material design
developed with an interdisciplinary approach (DIMAG) have a significant effect on the attitudes of preschoolers
aged 4-6 years towards music lessons, their self-efficacy in music lessons and their level of music knowledge?” Ad-

ditionally, the comparison resulting from the research has also been added.

Early childhood is a period in which sensory perceptions, sensory development and social skills are shaped. In this
context, music plays an important role in the mental, emotional, social, physical and sensory development of chil-
dren. Preschool music activities allow children to express their creativity, discover themselves, improve their social
interactions, improve their motor skills, and also begin to become an element of culture.

However, it is thought that studies on how children’s attitudes towards music are determined and how they can be
improved are diversified in line with the developments of the era and the periodic developments of children.

In this article, a new scale was developed to evaluate the attitudes of 4-6 year old students towards music, the va-
lidity and reliability of this scale has been taken into consideration, and the results obtained through its application

in the overall research have been presented.

The findings obtained not only contribute to the integration of music into the education process at an early age, but

also can shape the approaches of families and educators to music education.
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Ozet

21.Yuzyll, dijital teknolojilerin gelisimine ve yayginlasmasina sahne olurken, giindelik yasamin her alaninda oldugu
gibi tiyatro sanatinda da hem utretim slreglerini hem de deneyim bigimlerini dontstliirmektedir. Sahne artik yalnizca
fiziksel bir alan degil; ekranlar, kodlar ve verilerle sekillenen interaktif bir uzam haline déntismektedir. Bu dontisiim
yalnizca performe edilen sanati degil ayni zamnda seyircinin de konumlanmasinda farkhlagsmalara sebep olmak-
tadir. izleyici pasif ve hareketsiz bir durumdan, gerceklesmekte olan deneyimin aktif bir parcasina déniismektedir.
Sanal gergeklik (VR), artirilmis gerceklik (AR), ve mapping teknolojileri gibi teknolojik yenilikler, tiyatronun mekansal,
zamansal ve estetik sinirlarini genisletirken, bu déntisim yalnizca fiziksel alan olan sahnede degil, Metaverse gibi
sanal evrenlerde de kendini géstermektedir. Artik tiyatro yapitlar dijital uzamlarda performe edilmekte ve oyuncular
avatarlar aracilhigiyla sahnede varlik gésterebilmektedir. Avatarlarla gergeklestirilen bu tlr performanslar, oyuncu-
nun fiziksel varligini dijital temsile dénuGsturerek jest, mimik ve etkilesim gibi unsurlari yeniden yapilandirmakta;
olarak sahnede bulunmaksizin anlatinin merkezine yerlestirmektedir. Glinimtzde oyuncunun sahnede duydugu
alkis, dijital platformlarda aldigi bir “like” ile 6zdeslesebilmekte; boylece tiyatronun alimlama bigimi de fiziksel tep-
kiden sanal etkilesime evrilmektedir. Tim bu gelismeler 1siginda tiyatro, teknolojilere yalnizca uyum saglayan degil;

onlari bicimsel ve yaratici olarak kullanan, ¢cok katmanli bir dijital sanat formuna déntsmektedir.
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Abstract

The 21st century, marked by the development and widespread adoption of digital technologies, is transforming
not only the processes of production but also the modes of experience across all aspects of daily life, including
the art of theatre. The stage is no longer merely a physical space; it is becoming an interactive domain shaped by
screens, codes, and data. This transformation affects not only the performed art itself but also the positioning of
the audience. The viewer is shifting from a passive and immobile observer to an active participant in the unfolding
experience. Technological innovations such as Virtual Reality (VR), Augmented Reality (AR), and projection map-
ping are expanding the spatial, temporal, and aesthetic boundaries of theatre. This evolution manifests not only on
physical stages but also in virtual realms such as the Metaverse. Today, theatrical works can be performed in digital
environments, with actors appearing on stage through avatars. Such performances, realized via avatars, translate
the actor’s physical presence into digital representation, restructuring elements like gesture, facial expression, and
interaction — and consequently bringing notions of “liveness” and “participation” into question. VR-based projects
such as Hamlet 360 place the audience at the center of the narrative without requiring physical presence on stage.
In the contemporary landscape, the applause heard by an actor during a live performance can now be equated with
a “like” received on digital platforms; thus, the reception of theatre shifts from physical response to virtual engage-
ment. In light of these developments, theatre is not merely adapting to technologies but is evolving into a multi-lay-

ered digital art form that utilizes them in both formal and creative ways.
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1980-2000 vyillari arasinda Tirk plastik sanatlari, sosyal, kiltirel ve teknolojik gelismelerin etkisiyle nemli doni-
simler yasamistir. 1980’li yillarda postmodernizmin etkisiyle sanatgilar, geleneksel kaliplarin disina ¢ikarak soyut
sanat, enstalasyon, performans ve kavramsal sanat gibi yeni ifade bicimlerine yonelmistir. Bu dénemde dlizenlenen
istanbul Bienali ve benzeri etkinlikler, Tiirk sanatini uluslararasi alana tasimistir. Sanatgilar fotograf, video, bilgisayar

gibi yeni teknolojileri sanatlarina entegre etmis, sanatin sinirlarini genisletmislerdir.

Balkan Naci islimyeli, “Kozmos ve Toz” sergisiyle insanin evrendeki yerini sorgularken, bireyin otoriteyle olan iligki-
sini sanatsal bir dille yansitmistir. Kozmos temasini siyah fon Gizerinde minimal plastik égelerle isleyerek varolussal
sorgulamalara alan agmistir. Ekrem Kahraman ise kozmik bilingle evrendeki yerimizi anlamaya ¢alisirken, soyut im-
gelerle sonsuzluk ve bosluk temalarini dne ¢ikarmistir. Biinyamin Ozgiiltekin, geleneksel sinirlari asarak teknolojik
malzemelerle yeni anlatim bigimleri Gretmistir. Murat Morova ise tasavvufi 6gelerle kozmik dansi birlestirerek dén-
glisel zaman anlayisini yansitmistir. Ahmet Ozel, “i¢ Kozmos” serisinde i¢sel yolculuk ve evrenle bag kurma tema-
larini igslerken, Devabil Kara ise bosluk kavrami Gizerinden varlik-yokluk dengesini ele almistir. Bu dénemde sanat,

bireyin evrenle, toplumla ve kendisiyle kurdugu iliskileri derinlemesine sorgulayan bir anlati aracina déntGsmustur.
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Abstract

Between 1980 and 2000, Turkish plastic arts underwent significant transformations influenced by social, cultural,
and technological developments. During the 1980s, under the influence of postmodernism, artists moved beyond
traditional frameworks and embraced new forms of expression such as abstract art, installation, performance, and
conceptual art. Events like the Istanbul Biennial and similar platforms played a pivotal role in introducing Turkish art
to the international scene. Artists began integrating new technologies such as photography, video, and computers

into their practices, there by expanding the boundaries of art.

Balkan Naci islimyeli, in his exhibition Cosmos and Dust, questioned the human position in the universe while re-
flecting on the individual’s relationship with authority through a visual language. By working with minimal plastic el-
ements on a black background, he opened up space for existential inquiries within the cosmic theme. Ekrem Kahra-
man, on the other hand, explored themes of infinity and emptiness using abstract imagery, aiming to comprehend
our place in the universe through a lens of cosmic consciousness. Blinyamin Ozgiiltekin transcended traditional
limits by creating new modes of expression using technological materials. Murat Morova combined Sufi elements
with the idea of cosmic dance to reflect a cyclical understanding of time. In his Inner Cosmos series, Ahmet Ozel
focused on themes of inner journey and connection with the universe, while Devabil Kara addressed the balance of
existence and nonexistence through the concept of void. During this period, art became a means of deeply ques-

tioning the individual’s relationship with the universe, society, and the self.

Keywords

Contemporary Turkish Plastik Arts, Cosmic Images

164



i

SANATIN RITMI

IV. ULUSLARASI SANAT SEMPOZYUMU | 4™ INTERNATIONAL ART SYMPOSIUM

Gecmisten Giliniimiize Suluboya: Teknik, Kultiir ve
Donusum

Ozlem Ogiit
Altinbas Universitesi Sosyal Bilimler Enstitiisti Plastik Sanatlar Ana Bilim Dali

ORCID: 0009-0004-7954-2765 E-Posta: ozlemogut@gmail.com

Ozet

Suluboya, insanlik tarihinin en eski resim tekniklerinden biri olarak magara duvarlarina yapilan figtratif cizimlerle
ortaya ¢tkmis, farkh dénem ve kultirlerde estetik, islevsel ve sembolik degerler tasiyarak gtinimuize kadar ulasmis-
tir. Tarihine bitlncul bir agidan bakildiginda, bu teknigin kesintisiz bir gelisim cizgisi icinde evrildigi gorulGr. Antik
dénemlerden 20. ylizyila uzanan stiregte suluboya tekniginin kullanimi, hem estetik yaklasimlarin hem de teknolojik
olanaklarin etkisiyle strekli degismistir. Sanat akimlarina, ktlttrel déntstmlere, mimari anlatim yontemlerine ve
bireysel ifade bigimlerine yanit verebilmesi, onun strekliligini saglayan temel unsurlar arasinda yer alir. Bugtin hem
geleneksel hem de ¢agdas sanat tUretiminde kendine saglam bir yer edinen suluboya, evrensel sanat tarihinin dina-

mik ve ¢ok yonli bilesenlerinden biri olmaya devam etmektedir.

Bu ¢alismada suluboyanin antik donemlerden giiniimiize kullanim bicimleri ve ¢caglara gére kulttrel ve teknik olarak
degisim ve dontsimu ele alinmaktadir. Calisma igin literatlir taramasi ile birlikte konuyla ilgili yerli ve yabanci yazih
ve gorsel kaynaklar ve arsivler incelenerek elde edilen bilgi ve belgeler dogrultusunda suluboyanin kullanim alanlar
degerlendirilmektedir. Hazirlanan galismanin literatlirde suluboyanin tarihi ve kullanim bigimleriyle ilgili bir boslugu

doldurmasi hedeflenmektedir.
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Abstract

Watercolor, as one of the oldest painting techniques in human history, emerged with figurative drawings on cave
walls and has survived to the present day by carrying aesthetic, functional and symbolic values in different periods
and cultures. A holistic view of its history reveals that this technique has evolved in an uninterrupted line of devel-
opment. From ancient times to the 20th century, the use of the watercolor technique has constantly changed under
the influence of both aesthetic approaches and technological possibilities. Its ability to respond to art movements,
cultural transformations, architectural expression methods and individual forms of expression are among the basic
elements that ensure its continuity. Today, watercolor, which has gained a solid place in both traditional and con-

temporary art production, continues to be one of the dynamic and versatile components of universal art history.

In this study, the ways in which watercolor has been used from antiquity to the present day and its cultural and
technical change and transformation according to the ages will be discussed. For the study, the areas of use of wa-
tercolor will be evaluated in line with the information and documents obtained by examining domestic and foreign
written and visual sources and archives on the subject together with the literature review. The study aims to fill a

gap in the literature on the history and usage of watercolor.
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Postmodern slirecle birlikte bir sanat nesnesi baska bir sanat nesnesinin 6znesi olabilmekte veya 6nemli bir pargasi
olarak aktarilabilmektedir. Bu etkilesim baslangi¢ta yazinsal anlamda bir aktarim seklinde karsimiza ¢ikmis olsa
da ginimuzde farkli gostergelerarasinda da gergeklesebilir. Kokeni Ferdinand de Saussure’lin Genel Dilbilim Ders-
leri'ndeki gosterge kavramina dayanan ve Roman Jakobson’un géstergelerarasi geviri kavramindan yola ¢ikilarak
sanatin farkli dallari arasinda da gortlen gostergelerarasilik, yazinsal metinlerde oldugu kadar degisik sanatsal bi-

cimler aralarindaki alisverisleri cozimlemeye dayanan bir ydontem oldugu soylenebilir.

Gorsel sanatlar basta olmak tzere pek ¢ok alana yayilmis olan gostergelerarasilik; sinema ve televizyon dizileri gibi
kitle iletisim aracglarinda da karsimiza gikar. Turkiye’de gostergelerarasiligin televizyon dizilerindeki belirgin 6rnekle-
rinden biri, 2011 yilinda yayin hayatina baslayan ‘Leyla ile Mecnun’ dizisidir. 56z konusu dizide sanat tarihine atif ya-
pilan gondermeler, yalnizca eglencelik birer parodi olmanin 6tesine gecerek bilingli bir anlati planinin pargasi héline
gelmistir. Bu makalede, Leyla ile Mecnun dizisindeki ismail Abi karakterinin “genlerinden sanatgilar cikmasi” seklin-
de kurgulanan sahneler, gostergelerarasilik baglaminda ele alinmaktadir. Sahnelerde ortaya ¢ikan sanatgi temsilleri
Uzerinden resim sanatinin dizide nasil konumlandigi, hangi bicimsel ve anlamsal diizlemlerde izleyiciye aktarildig
degerlendirilmektedir. Bu ¢alismada Turk televizyon dizilerinde resim sanatina yapilan géndermelerin hem kulttrel

hem de anlatisal islevleri Gzerine ¢6ziimlemeci bir bakis amaglanmaktadir.
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Abstract

In postmodern art, an art object can become the subject of another or be incorporated into it as a significant part.
Initially seen in literature, this interaction now occurs across various semiotic systems. Rooted in Ferdinand de
Saussure’s theory of signs and Roman Jakobson’s concept of intersemiotic translation, this method analyzes ex-
changes between different artistic forms. It is particularly prominent in visual arts and mass media, such as cinema

and television series.

The Turkish TV series Leyla ile Mecnun, which aired in 2011, is a notable example of semiotics in television. The
series incorporates references to art history, particularly through the character ismail Abi, who is portrayed as an
“artist by nature.” These references go beyond mere parody, becoming an integral part of the narrative. ismail Abi’s
artistic identity is constructed through scenes that connect painting with his character, using intersemiotic trans-
lation to merge visual art and storytelling.

This study explores how the art of painting is positioned within the series, focusing on the formal and semantic
planes through which these references are conveyed to the audience. It aims to analyze the cultural and narrative
functions of painting references in Turkish television, showing how art history is interwoven with contemporary
cultural identity in the show.
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Ozet

Sanat, Uretilmeye baslandigi andan bugline kadar mekanin pargasi konumundadir. Bu nedenle sanat ve mekéan
tretimi karsilikl iliski icinde var olmaktadir. Bazi mekanlar zaman icerisinde islevini yitirebilmektedir. islevini yitirmis
olan yapilarin yeniden islevlendirilmesi ile bu mekanlarin topluma kazandirildiklari gériilmektedir. Bu sayede bu me-

kanlar toplumsal hafizada yerlerini tekrar alabilmektedir.

EndUstri mekaninin sanat mekanina déntsimu de sosyal ve gevresel agidan stirdrtlebilirlik anlaminda 6rnek olus-
turmaktadir. Kentler igin islevini yitirmis endUstri yapilarinda strdurdlebilirligin saglanmasi énemli bir unsurdur.
Koruma kurallarina uygun olarak déntisim uygulandiginda yapi 6zgiin degerlerini koruyabilir ve gevresiyle birlikte
blGtlincll koruma saglanabilir. Bu yapilar glincel islevler igin kullaniimadigi stirece ginimiz kullanicilari ile etkilesi-
me gecememekte ve dolayisiyla toplum ile aidiyet duygusu olusturamamaktadir. Bu déniistiirme siirecinde dikkat
edilmesi gereken yapiya yapilan midahalenin geriye dénulebilir nitelikte olmasidir. Yapinin 6zglin cephe dizeni,
plan semasi gibi 6zeliklerine sadik kalinmasi 6nemlidir. Sergileme elemanlarinda demonte sistemlerin kullanilarak
gerektiginde tekrar geri alinabilir dlizenlemeler olmasi gerekmektedir. Bu sekilde uygulandiginda yapinin degerinin

korunmasi da saglanmis olmaktadir.

Calismanin amaci istanbul’da bulunan endiistri yapilarinin sanat mekanina déniistirildigi érnekleri inceleyerek
bu déntGstmin sturdurulebilirlige katkisini belgelemektir. Calisma kapsaminda stirdurilebilirlige katkilari anlaminda
endiistri mekanlarinin kiltiir ve sanat merkezine déniisiimii incelenmektedir. istanbul’da yer alan Cubuklu Silolar,
Hasanpasa Gazhanesi, Feshane-i Amire fabrikasinin, Baglarbasi elektrik fabrikasi gibi yapilarin tamami ya da bir bo-
[Gmintn sanat ve kiltir mekani islevi verilmesi ile endistri mirasin korunmasi da saglanmistir. Sergi salonlari, sanat
kttUphanesi, atolyeler ve sosyal mekanlariicerisinde bulunduran kiltir sanat mekanlarinin topluma kazandiriimasi

kent icin 6nemli bir kdlttrel olgudur.
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Abstract

From the moment it started to be produced until today, art has been a part of the space. Therefore, art and space
production exist in a mutual relationship. Some places may lose their function over time. These spaces are brought
to society by re-functionalising the buildings that have lost their function. In this way, these places can retake their

place in social memory.

The transformation of an industrial space into an art space is an example of social and environmental sustainabil-
ity. Ensuring sustainability in industrial buildings that have lost their function for cities is an important element.
When conservation rules apply transformation, the building can preserve its original values, and holistic protection
can be achieved together with its environment. These buildings cannot interact with today’s users and therefore
cannot create a sense of belonging with society unless used for their current functions. In this transformation pro-

cess, the intervention in the building should be reversible.

The purpose of the study is to document the contribution of this transformation to sustainability by examining the
examples of industrial buildings in Istanbul that have been transformed into art spaces. The study examines the
transformation of industrial spaces into culture and art centres in terms of their contribution to sustainability. The
industrial heritage has also been protected by assigning all or part of the buildings such as Cubuklu Silos, Hasanpasa

Gazhane, Feshane-i Amire factory, Baglarbasi electricity factory to the function of art and culture spaces.
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Beatrice Wood, sanatsal fikirleri ve pratikleri New York Dada gercevesinde sekillenmis olan Amerikali bir seramik
sanatgisidir. “Dada’nin Annesi” olarak da adlandirilan sanatgi, oyunculukla basladig sanat kariyerine ¢izim, heykel
ve seramik alaninda yaptigl calismalarla devam etmistir. Sanatginin Dada grubuna katilmasini saglayan Marcel Du-
champ’in ayni zamanda onun yaratim diinyasinin sekillenmesine de destek verdigi bilinmektedir. Beatrice Wood
ozellikle luster teknigini kullanarak elde ettigi parlak sirli seramikleri ile taninmaktadir ve o donemde Amerika’da bu
teknigi kullanan dnemli sanatc¢ilardan biri olmustur. Lister teknigi ile elde ettigi parlak sirlarla parildayan arkaik ve ri-
tlel formlariyla kendine has bir seramik tarzi elde etmistir. Bu teknikte amag seramik blinye Gizerinde metalik parlak
bakirimsi ve altinimsi renklere ulagsmaktir. Pisirim esnasinda ortamdaki metal tuzlari, farkli yéntemler kullanilarak
firin ortaminda indirgen (oksijensiz) bir ortam yaratilarak biinye tzerinde parlak renk gecisleri olusturur. Sonuglari
tahmin edilemez olan bu teknik basarili bir sekilde uygulandiginda asiri parlak renkler elde edilebilir, ancak Wood’un
[Gsterin sUrprizli yapisini daha etkileyici buldugu icin bu teknigi kullandigi bilinmektedir. Cinkl bu durum onun Da-
daci kimligi ile tamamen 6rtiismektedir. Dada i¢cin dnemli olan rastlantisallik, anlamsizlik, sasirtici ve sok edici etkiler
Wood'un calismalarinda da kendisini gostermektedir. Beatrice Wood igin yapilan literatlir taramasinda, 6zellikle
yerel kaynaklarda ¢ok da fazla bilgiye ulasilamamistir. Bu arastirma sanatginin kendisinin ve eserlerinin bilinirliginin

arttinlmasina katki saglamak amaciyla hazirlanmistir.
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Abstract

Beatrice Wood is an American ceramic artist whose artistic ideas and practices are shaped by the New York Dada
framework. The artist, also known as the “Mother of Dada”, started her art career with acting and continued with
her works in drawing, sculpture and ceramics. It is known that Marcel Duchamp, who helped the artist join the Dada
group, also supported the shaping of her creative world. Beatrice Wood is particularly known for her glossy glazed
ceramics using the luster technique, and was one of the most important artists using this technique in America at
the time. It has achieved a unique ceramic style with its archaic and ritual forms that shine with the shiny glazes
obtained with the luster technique. The aim of this technique is to achieve metallic, shiny coppery and golden col-
ors on the ceramic body. During firing, metal salts in the environment create bright color transitions on the body by
creating a reducing (oxygen-free) environment in the furnace using different methods. This technique, the results
of which are unpredictable, can produce extremely bright colours when applied successfully, but it is known that
Wood used this technique because he found the surprising structure of luster to be more impressive. Because this
situation completely coincides with her Dadaist identity. The randomness, meaninglessness, surprising and shock-
ing effects that are important for Dada also show themselves in Wood’s works. In the literature review conducted
for Beatrice Wood, not much information could be found, especially in local sources. This statement has been pre-

pared to contribute to increasing the awareness of the artist and her works.
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Ozet

Bu bildiri, cagdas tiyatroda montajin hem metin diizeni hem de oyuncu eylemi temelinde nasil farkl sekillerde uy-
gulandigini tartisarak, Thomas Ostermeier’in Hamlet rejisinde bu iki diizlemin nasil bir araya getirildigini incele-
meyi amaglamaktadir. Bildiri, montajin yalnizca yapisal bir estetik tercih degil, ayni zamanda temsil bigimlerinin
déniisiimiine olanak taniyan bir yeniden insa (reconstruction) stratejisi oldugunu éne strer. ilk béliimde, Eugenio
Barba’nin yaklagsiminda montajin, oyuncunun fiziksel eylemleri ve sahne Gzerindeki iliskisel diizenlemeleri Gizerin-
den kuruldugu; bu nedenle daha somut, bedene dayali bir dramaturji bicimi 6nerdigi ele alinir. Buna karsilik, Heiner
Miller’'in metinsel montaji zerinden postdramatik tiyatronun yapisékiimci dogasi tartisilir. Miller, klasik anlatinin
nedensellik ve bitlnltk varsayimlarini parcalayarak ¢ok katmanli ve agik uglu bir anlam dizeyi yaratir. Bildirinin
ikinci bolimutnde, Ostermeier’in Hamlet rejisi bu iki yaklagimin kesisiminde degerlendirilir. Ostermeier, hem metin-
sel yeniden diizenleme hem de oyuncunun eylem kompozisyonlari yoluyla sahnede glincel, politik ve ¢cogulcu bir
temsil zemini kurar. Bu temsil zemini, montaj yoluyla pargalanmis olanin yeniden yapilandirildigi bir reconstruction

estetigiyle sekillenir.
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Abstract

This paper discusses the different ways in which montage is applied in contemporary theater, both in terms of tex-
tual organization and actorly action, and aims to examine how these two planes are brought together in Thomas
Ostermeier’s Hamlet. The paper argues that montage is not only a structural aesthetic choice, but also a strategy of
reconstruction that allows for the transformation of modes of representation. The first section discusses Eugenio
Barba’s approach in which montage is constructed through the physical actions of the actor and their relational
arrangements on the stage, thus suggesting a more concrete, body-based form of dramaturgy. In contrast, the de-
constructive nature of postdramatic theater is discussed through Heiner Miller’s textual montage. Mdiller creates
a multi-layered and open-ended level of meaning by shattering the assumptions of causality and unity of classical
narrative. In the second part of the paper, Ostermeier’s Hamlet is evaluated at the intersection of these two ap-
proaches. Ostermeier establishes a contemporary, political and pluralistic representational ground on the stage
through both textual reorganization and the actor’s action compositions. This ground of representation is shaped
by a reconstruction aesthetic in which the fragmented is reconstructed through montage.
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300 Villik gecmisi olan Geleneksel Canakkale Seramikleri, iznik ve Kiitahya seramiklerinden sonra Tiirk seramik ta-
rihinde 6nemli bir yere sahiptir. Oldukga fazla tGrin cesitliligine sahip seramikler, geleneksel sekillendirme yontemi
olan ¢omlekgi carki ile sekillendirilerek Gretilmislerdir. Ulusal ve uluslararasi birgok miizelerde sergilenen Canakkale
seramikleri, buglin yeni yorumlari ile 6zel koleksiyonlara girmeye ve ilgi gormeye devam etmektedir. Bu arastirma
geleneksel Canakkale seramiklerinden ilham alarak, 6zglin ve modern Canakkale seramigi calisan Turk seramik sa-
natgilarini ve eserlerini kendine konu edinmistir. Bu baglamda galismada 8 seramik sanatgisina ve onlarin giincel
seramik eserlerine yer verilmistir. Sadi Diren, Onur Oztiirk, Adil Can Giiven, ismail Ufuk Bas, Serife Bicici, Murat
Bicer, Cem Guven ve Erglin Arda’nin seramik eserlerinin sekillendirme yéntemleri, dekor anlayislari, pisirim stregleri
ve 6z-bigim iligkileri detayli sekilde ele alinmistir. Din oldugu gibi buglin de Canakkale seramikleri strdurulebilirlik
anlayisi ile yerelden evrensele varlik géstermeye devam etmekte ve ustalarinin ellerinde ytksek kiymette eser ver-

mektedir. Amag, modern Canakkale seramigi calisan sanatgilarin ve eser gorsellerinin literatlire kazandirilmasidir.
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Abstract

Traditional Canakkale Ceramics, which have a history of 300 years, have an important place in Turkish ceramic
history after iznik and Kiitahya ceramics. Ceramics with a wide variety of products were produced by shaping them
with the traditional shaping method of the potter’s wheel. Canakkale ceramics, which are exhibited in many nation-
al and international museums, continue to enter private collections and attract attention with their new interpre-
tations today. This research, inspired by traditional Canakkale ceramics, has taken as its subject Turkish ceramic
artists and their works working with original and modern Canakkale ceramics. In this context, 8 ceramic artists
and their current ceramic works were included in the study. The shaping methods, decorative approaches, firing
processes and core-form relationships of the ceramic works of Sadi Diren, Onur Oztiirk, Adil Can Gliven, ismail
Ufuk Bas, Serife Bicici, Murat Bicer, Cem Glven and Ergiin Arda were discussed in detail. Today, just like yesterday,
Canakkale ceramics continue to exist from local to universal with the understanding of sustainability and produce
high-value works in the hands of their masters. The aim is to bring the artists working on modern Canakkale ceram-

ics and their visuals to the literature.
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Bu calisma, dovme sanatinin geleneksel ifade sinirlarini asarak dijital teknolojilerle etkilesime gectigi yeni estetik
ve islevsel boyutlari kapsamli bir bicimde analiz etmektedir. Sanal gerceklik (VR), artirilmis gergeklik (AR) ve akilli
doévmeler (smart tattoos) gibi giincel teknolojik uygulamalarin dévme pratigi Gzerindeki yansimalari; gorsel kiltar,
beden politikalari ve deneyim ekonomisi baglaminda ele alinmaktadir. VR teknolojisi, dvme tasarim sureglerini lg
boyutlu similasyonlarla destekleyerek hem sanatginin yaratim stirecini hem de kullanici deneyimini dontstiirmek-
tedir. AR teknolojisi ise kullanicilarin bedenleri Gizerinde dévme kompozisyonlarini mobil cihazlar araciligiyla gercek
zamanli olarak deneyimlemesine olanak tanimakta; bu da dévmenin algisal ve 6znel yénlerini derinlestirmektedir.
Akilli dovmeler, estetik bir gbsterge olmanin 6tesinde; saghk takibi, biyometrik veri aktarimi ve dijital araytzlerle et-
kilesim gibi islevsel acilimlar sunarak, dévmenin tanimini radikal bicimde yeniden sekillendirmektedir. Bu baglamda
calisma, sanat ve teknoloji kesisiminde yer alan dovme sanatinin déntsimuUnd; dijital kilttr, medya arkeolojisi ve
post hiimanist kuramlar ekseninde degerlendirmekte; dévme sanatcilarinin dijital araglara entegrasyon sureclerini,
kullanici merkezli tasarim anlayislarini ve toplumsal kabulleri kapsayan ¢ok katmanh bir ¢6ziimleme sunmaktadir.
Sonug olarak, dévme sanati dijitallesme ile birlikte yalnizca bir viicut stislemesi olmaktan ¢ikmakta; yerine ¢coklu

anlam katmanlari barindiran, teknolojik ve deneyimsel bir ifade alani olarak konumlanmaktadir.
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Abstract

This study provides a comprehensive analysis of the evolving intersections between traditional tattoo art and con-
temporary digital technologies, exploring the emerging aesthetic and functional dimensions shaped by this interac-
tion. Applications such as Virtual Reality (VR), Augmented Reality (AR), and smart tattoos are examined within the
frameworks of visual culture, body politics, and the experience economy. VR technology supports the tattoo design
process through three-dimensional simulations, thereby transforming both the artist’s creative workflow and the
user’s experiential engagement. Similarly, AR enables individuals to visualize and interact with tattoo compositions
in real-time on their own bodies via mobile devices, enriching the perceptual and subjective dimensions of tattooing.
Smart tattoos go beyond mere aesthetic signification by offering functional capabilities such as health monitoring,
biometric data transmission, and interactive communication interfaces, fundamentally redefining the concept of
tattooing. In this context, the study evaluates the transformation of tattoo art at the intersection of art and tech-
nology through theoretical frameworks including digital culture, media archaeology, and posthumanist theory. It
also offers a multilayered analysis of tattoo artists’ adaptation to digital tools, user-centered design paradigms, and
societal perceptions. Ultimately, in the digital age, tattooing is no longer confined to ornamental bodily adornment

but emerges as a technologically enriched, experientially dynamic, and meaning-laden form of expression.
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Andy Warhol’'un Marilyn Monroe’ya ait SERIGRAFi BASKI eserleri, Pop Sanat akimi cercevesinde degerlendirilen hem
sanatsal hem de psikolojik agidan derin anlamlar tasiyan calismalardir. Il. Dinya Savasi sonrasi ortaya gikan Pop Art,
tlketim toplumu ve kitle iletisim araclarinin etkilerini yansitarak sanatta yeni bir akim baslatmistir. ingiltere’de top-
lumsal elestiriyle baslayan bu akim, Amerika’da daha ¢ok popdler kiltliriin imgeleriyle 6zdeslesmistir. Andy Warhol,

ozellikle GnlGlerin portrelerini seri Gretim mantigiyla cogaltarak sanatta “biriciklik” anlayisini sorgulamistir.

Warhol’'un Marilyn Monroe portreleri, sanatginin séhret, kimlik ve 6lim temalarina yaklasimini gézler dniine serer.
“Marilyn Diptych” adli calismasinda Monroe’nun ayni gériintistnG renkli ve siyah-beyaz olarak tekrar ederek, s6h-
retin ylizeysel cazibesini ve arkasindaki ¢oklisti vurgulamistir. Renklerin solmasi ve murekkep lekeleri, Monroe’nun
yok olusunu simgeler. “Gold Marilyn Monroe” eserinde ise Monroe’nun yuzi altin zemin Gzerinde kutsal bir figlr

gibi konumlandirilarak, séhretin ylceltiimesini ve bununla gelen yalnizlig temsil eder.

Warhol’un psikolojik durumu da eserlerine yansimis; icine kapanik kisiligi ve olasi bipolar egilimleriyle sanati bir ifa-
de bigimi olarak kullanmistir. Bu eserler, bireysel kaygilar, toplumsal baskilar ve medyanin gtict gibi pek ¢cok temayi
bir araya getirerek izleyicide derin bir distinsel ve duygusal etki yaratir.
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Abstract

Andy Warhol’s works featuring Marilyn Monroe are considered part of the Pop Art movement and carry deep artis-
tic and psychological meanings. Emerging after World War 11, Pop Art reflected the influences of consumer society
and mass media, creating a new direction in art. While the movement began in England with social criticism, it be-
came more closely associated with images of popular culture in America. Andy Warhol questioned the concept of

“uniqueness” in art by mass-producing portraits of celebrities using a serial production approach.

Warhol’s portraits of Marilyn Monroe reveal the artist’s approach to the themes of fame, identity, and death. In his
work “Marilyn Diptych,” he repeated the same image of Monroe in color and black and white, emphasizing the su-
perficial appeal of fame and the collapse behind it. The fading colors and ink stains symbolize Monroe’s demise. In
the work “Gold Marilyn Monroe,” Monroe’s face is positioned on a gold background like a sacred figure, representing

the glorification of fame and the loneliness that comes with it.

Warhol'’s psychological state is also reflected in his works; he used art as a form of expression, drawing on his intro-
verted personality and possible bipolar tendencies. These works bring together themes such as personal anxieties,
social pressures, and the power of the media, creating a profound intellectual and emotional impact on the viewer.
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Ozet

20. ylUzyilin baslarinda, sanati evrensel estetik ilkeler dogrultusunda yeniden tanimlama iddiasiyla dogan De Stijl
akimi, sade geometrik diizenlemeleri ve temel renk skalasiyla modernist estetik anlayisa yon vermistir. Bu galismada,
De Stijl’'in disiplinler 6tesi etkisi, moda sahnesinde en belirgin yansimasini bulan Yves Saint Laurent’in 1965 tarihli
Mondrian Koleksiyonu ¢ercevesinde ele alinmaktadir. Sanatla modanin sinirlarinin birbirine karistigi bu 6rnek, sade-

ce bicimsel bir ilham degil, ayni zamanda ¢agdas kultirin sanatla kurdugu iliskiyi de temsil etmektedir.

Yves Saint Laurent, Piet Mondrian’in plastik sanatlar alanindaki soyut diizen arayisini modanin dinamik yapisiyla
bulusturarak, giyilebilir sanat kavramini adeta somutlastirmistir. Bu bildiride, s6z konusu koleksiyon baglaminda sa-
natin moda Gzerindeki dénUstiricl etkisi incelenirken; moda tasariminin estetik bir Gretim pratigi olmanin 6tesine

gecerek, kulttrel bir anlati formuna evrildigi vurgulanmaktadir.

De Stijl'in idealist ve rasyonalist form diliyle Saint Laurent’in haute couture pratigi arasinda kurulan bu képri, yalniz-
ca gorsel benzerliklerle sinirl kalmamakta; ayni zamanda dénemin entelektlel atmosferini de yansitan ¢cok katmanh
bir sdylem tretmektedir. Sonug olarak bu ¢alisma, sanat-moda etkilesimini tarihsel, estetik ve kiltirel boyutlariyla

analiz ederek, disiplinlerarasi bir tasarim anlayisinin erken ve etkileyici bir drnegini gérinir kilmayr amaglamaktadir.

Bu bildiride De Stijl sanat akiminin temel estetik ilkelerinin, Yves Saint Laurent’in moda tasarimlarina nasil
yansidigl incelenmis; sanat ve modanin disiplinlerarasi etkilesimi tarihsel ve kavramsal bir baglamda degerlendiril-

mistir.
Anahtar Kelimeler
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Abstract

Emerging in the early 20th century with the ambition to redefine art through universal aesthetic principles, the De
Stijl movement shaped the modernist design ethos with its geometric compositions and primary color palette. This
study explores the interdisciplinary influence of De Stijl within the realm of fashion, focusing specifically on Yves
Saint Laurent’s 1965 Mondrian Collection. In this context, where the boundaries between art and fashion blur, the
collection serves not merely as a visual adaptation but as a cultural artifact that reflects the contemporary dialogue

between aesthetics and daily life.

Yves Saint Laurent’s integration of Piet Mondrian’s search for abstract order into the dynamic language of fashion
materializes the concept of wearable art. The paper investigates how the transformative power of art manifests
within fashion design, positioning fashion as more than a visual practice—rather, as a cultural narrative medium.
The aesthetic bridge established between De Stijl’s idealist and rationalist formal language and Saint Laurent’s
haute couture approach produces a layered discourse beyond mere stylistic resemblance, reflecting the intellectual

atmosphere of its time.

Ultimately, this study aims to illuminate the multidimensional relationship between art and fashion from historical,
aesthetic, and cultural perspectives, presenting an early and compelling example of interdisciplinary design prac-

tice.

In this paper, it is examined how the basic aesthetic principles of the De Stijl art movement are reflected in Yves
Saint Laurent’s fashion designs; the interdisciplinary interaction of art and fashion is evaluated in a historical and

conceptual context.
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Ozet

Bu calisma Fransiz grafik sanatcisi ve illiistratdr Gustave Doré’nin, Dante’nin ilahi Komedya’sini referans alarak
gerceklestirdigi illiistrasyonlarindaki cehennemin son katmani olarak adlandirilan dokuzuncu ¢emberini gorsel-
lestirmesini, sanatsal ve alegorik anlamda incelemektedir. D6neminde illGstrasyonlariyla populer bir sanatgi olan
Doré’nin sanatini pek cok dnemli eserin illistrasyonlarinda gérmemiz mimkiindur. Oyle ki, illiistrasyonlarini yaptigi
eserleri gérsel anlamda onun gordigi sekilde gérmemiz kaginilmazdir. Calisma, Doréa’nin seytan ve cehennem tas-
virlerine aciklik getirerek, giinimuizde bu kavramlarin gorsel anlamda sekillenmesinde Doré’nin illistrasyonlarinin
oynadig role iliskin cikarim yapmayi amaglamaktadir. Bu baglamda ilahi Komedya'da, Dante’nin gérdiigii cehennem

imgeleri sanat tarihindeki yeri nedeniyle 6nemli ve incelenmesi gereken bir konudur.

Calismada ikonografik ¢6ziimleme yontemi kullanilarak, cehennemin dokuzuncu katmaninda yer alan Lucifer, Cas-
sius, Brutus ve Judas gibi figlirlerin Doré tarafindan nasil temsil edildigi incelenmekte, bu temsillerin hem metinle
hem de donemin sanat anlayisiyla iliskisi degerlendirilmektedir. Doré’nin dokuzuncu ¢emberi bir buz ¢6li olarak
betimlemesi, kétulGgin donuk ve hareketsiz dogasini vurgularken; figlrlerin ifadesizligi ve cevresel bosluk, mutlak
caresizligi ve Tanrrdan kopusu simgelemektedir. Bu gorsel ifade biciminin sadece edebi bir metnin yorumu olarak
kalmadigini, ginimuUzde cehennem algisinin sekillenmesinde biytk rol oynadigini séyleyebiliriz. Doré’nin doku-
zuncu katmana iliskin illistrasyonlari Dante’nin metninin gorsellestirilmesinin yani sira, metnin okuyucu tarafindan
algilanma bigimini derinlemesine etkilemistir. Sanatginin illistrasyonlarindaki gérsel anlatim dili, edebi yorumu yon-

lendiren gucll bir arag haline gelmistir.
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Abstract

This study examines the visualization of the ninth circle, the last layer of hell, in the illustrations of French graphic
artist and illustrator Gustave Doré, who made reference to Dante’s Divine Comedy, in artistic and allegorical terms.
Itis possible to see the art of Doré, who was a popular artist with his illustrations in his period, in the illustrations of
many important works. In fact, it is inevitable that we see the works he illustrated in a visual sense as he saw them.
The study aims to clarify Doré’s depictions of the devil and hell and to make inferences about the role Doré’s illus-
trations play in the visual shaping of these concepts today. In this context, the images of hell seen by Dante in the

Divine Comedy are an important and worth-study topic due to their place in art history.

Using the iconographic analysis method in the study, how Doré represented figures such as Lucifer, Cassius, Brutus
and Judas in the ninth layer of hell, and the relationship of these representations with both the text and the artistic
understanding of the period is evaluated. Doré’s depiction of the ninth circle as an icy desert emphasizes the dull
and immobile nature of evil; the expressionlessness of the figures and the void surrounding them symbolize abso-
lute helplessness and separation from God. We can say that this form of visual expression is not only an interpre-
tation of a literary text, but also plays a major role in shaping the perception of hell today. Doré’s illustrations of the
ninth circle have profoundly influenced the visualization of Dante’s text as well as the way the text is perceived by
the reader. The visual narrative language in the artist’s illustrations has become a powerful tool that guides literary

interpretation.

Keywords

Gustave Doré, lllustration, Devil, Hell, Divine Comedy

184



i

SANATIN RITMI

IV. ULUSLARASI SANAT SEMPOZYUMU | 4™ INTERNATIONAL ART SYMPOSIUM

Sahne Fotografciiginda Isik ve Renk Uzerinden
Gostergebilimsel Degerlendirmeler

Cemil Tayfun Bodur
Kocaeli Universitesi Sosyal Bilimler Enstit{isii Dramatik Sanatlar Programi

ORCID: 0009-0003-9030-885X E-Posta: ctayfunbodur@gmail.com

Yelda Tiirkan Ozdes

Kocaeli Universitesi Sosyal Bilimler Enstitiisii Dramatik Sanatlar Programi

ORCID: 0009-0003-3897-6025 E-Posta: yeldaozdes@gmail.com

Dr. imran Uzun
Kocaeli Universitesi Glizel Sanatlar Fakiiltesi Temel Egitim Bolim(i

ORCID: 0000-0002-3733-4915 E-Posta: imran.uzun@kocaeli.edu.tr

Ozet

Bu calisma, fotografin 6nemli bir Gretim alani olan sahne fotografciligina odaklanmakta ve sahne fotografinda kul-
lanilan isik ve renk unsurlarinin, tiyatro oyunlarinin algilanisi Gzerindeki géstergebilimsel etkilerini incelemeyi amag-
lamaktadir. Sahne fotografciligi, yalnizca bir ani dondurmak ya da belgelemekle kalmaz; ayni zamanda sahnedeki
atmosferi, karakterlerin psikolojik durumlarini izleyiciye aktaran guglt bir gérsel anlatim aracidir. Bu nedenle, i1sigin
rengi, yonu, yogunlugu ve sahne Uzerindeki yansimalari, izleyici Gzerinde belirleyici etkiler yaratmakta; anlatinin

gorsel kodlarini olusturmaktadir.

Bu baglamda, istanbul Biiyliksehir Belediyesi Sehir Tiyatrolar’'nda sahne fotografcisi olarak gérev yapan Nesrin
Kadioglu’nun 2010-2011 tiyatro sezonunda sahnelenen ve Ekrem Resit Rey tarafindan yazilmis olan klasik Ttrk
muzikali LikUGs Hayat igin gektigi sahne fotograflari incelenmistir. Kadioglu’nun fotograflari, kullanilan i1sik ve renk
degerleri agisindan degerlendirilmis; sahnedeki objeler ve oyuncular Gizerinde nasil etkiler yarattigi arastirilmistir.

Arastirmanin uygulama asamasinda ise, KVKK (Kisisel Verileri Koruma Kanunu) kapsaminda 5 kisiyle ¢cevrimigi bir
anket gerceklestirilmistir. Bu ankette, LikUs Hayat oyununu hig izlememis katiimcilara fotograflar gosterilerek,
gorsellerin onlarda nasil duygular uyandirdigi ve oyunla ilgili nasil bir algi gelistirdikleri sorgulanmistir. Elde edilen
bulgular, sahne fotografinin yalnizca bir belge niteligi tasimadigini; gésteren ve yénlendiren ¢ok katmanli bir iletisim
bicimi oldugunu ortaya koymustur.

Anahtar Kelimeler
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Abstract

This study focuses on stage photography, an important production field of photography, and aims to examine the
semiotic effects of light and color elements used in stage photography on the perception of theater plays. Stage
photography is not only freezing or documenting a moment; it is also a powerful visual expression tool that conveys
the atmosphere on stage and the psychological states of the characters to the audience. For this reason, the color,
direction, intensity and reflections of light on the stage have decisive effects on the audience and form the visual
codes of the narrative.

In this context, the stage photographs taken by Nesrin Kadioglu, who works as a stage photographer at Istanbul
Metropolitan Municipality City Theaters, for the classical Turkish musical Likis Hayat, written by Ekrem Resit Rey
and staged in the 2010-2011 theater season, were examined. Kadioglu’s photographs were evaluated in terms of the
light and color values used, and the effects they created on the objects and actors on the stage were investigated.
In the implementation phase of the research, an online survey was conducted with 5 people within the scope of the
Personal Data Protection Law (KVKK). In this survey, participants who had never seen the play Luxurious Life were
shown the photographs and questioned how the visuals evoked emotions in them and what kind of perception they
developed about the play. The findings revealed that the stage photograph is not only a document; it is a multi-lay-

ered form of communication that shows and directs.
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Turk resim sanati, Osmanlrdan Cumhuriyet’e ve gliniimUize kadar pek ¢cok toplumsal ve kilttrel degisimden etki-
lenmistir. Bu degisimlerin en ¢ok hissedildigi alanlardan biri de kadin figlirnin temsili olmustur. Kadinlarin sanat
eserlerinde nasil yer aldigi, yasanilan donemin toplumsal yapilari, siyasi atmosferi ve estetik anlayislarina gore se-

killenmistir.

Osmanli déneminde, 6zellikle minyatir gibi geleneksel sanatlarda kadinlarin genellikle soyut, idealize edilmis ve
sembolik figlirler olarak resmedildigi goriilmektedir. Bunun nedeni, o dénemde kadinlarin toplum igindeki goru-
nUrlGgunan sinirl olmasidir. Kadinlar daha ¢ok saray hayati, dini anlatilar veya masalsi sahnelerle iliskilendirilmistir.
Ayrica, kadinlarin sanatgi olarak varlik géstermeleri de oldukga sinirli kaldigi gérilmektedir. 19. ytzyila dogru Bati
ile etkilesimin artmasiyla, resim sanatinda da degisiklikler olmus; kadin figtirleri daha gercekgi ve bireysel yonleriyle
ele ainmaya baslanmistir. Cumhuriyet’in ilaniyla birlikte gerceklesen reformlar, kadinlarin toplumdaki yerini 6nemli
olgtide degistirmistir. Egitim, is hayati ve sanat gibi alanlarda kadinlarin daha aktif rol almasi desteklenmis; bu da
resim sanatina dogrudan yansimistir. Artik kadin figtrleri daha 6zgtr, modern ve glcli bir sekilde resmedilmistir.
Kadin sanatcilar da bu donemde daha ¢ok gérinir olmus ve kendi ifadelerini sanat yoluyla aktarmaya baslamistir.
1980’lerden sonra ise feminist hareketlerin etkisiyle kadin temsili cok daha gesitli ve elestirel bir hal almis, kadin sa-
natgilar, kadin bedenini sadece bir nesne olarak degil; kimlik, 6zgurlik ve toplumsal rollerle iliskilendirerek farkli te-
malarda ele almistir. Bu durum, sanatin sadece goérsel bir estetik degil, ayni zamanda toplumsal degisimi ifade eden
glgll bir arag oldugunu goéstermektedir. Bu galismada, Osmanlrdan gliniimtze kadar Turk resim sanatinda kadin

temsili, toplumsal yapilarin ve kilttrel dontstmlerin etkisiyle nasil degistigi incelenmistir.
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Abstract

Turkish painting has been affected by many social and cultural changes from the Ottoman Empire to the Republic
and to the present day. One of the areas where these changes were most felt was the representation of the female
figure. How women were included in works of art was shaped by the social structures, political atmosphere and
aesthetic understanding of the period. During the Ottoman period, women were generally depicted as abstract,
idealized, and symbolic figures, especially in traditional arts such as miniatures. The reason for this was that wom-
en’s visibility in society was limited at that time. Women were more associated with palace life, religious narratives,
or fairy-tale scenes. In addition, it is seen that women’s presence as artists was quite limited. With the increase in
interaction with the West towards the 19th century, there were changes in painting; female figures began to be ad-
dressed in more realistic and individual aspects. The reforms that took place with the declaration of the Republic
significantly changed the place of women in society. Women were supported to take a more active role in areas such
as education, business life, and art; this was directly reflected in painting. Now, female figures were depicted in a
freer, more modern and stronger manner. Female artists also became more visible during this period and began to
express themselves through art. After the 1980s, under the influence of feminist movements, female representation
became much more diverse and critical, and female artists approached the female body not only as an object but
also in different themes by associating it with identity, freedom and social roles. This shows that art is not only a
visual aesthetic but also a powerful tool for expressing social change. This study examines how female represen-
tation in Turkish painting has changed from the Ottoman period to the present day under the influence of social

structures and cultural transformations.
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Ekolojik sanat, cevresel sorunlara yénelik ¢é6zim arayislarini sanat yoluyla gértintr kilmayi amaclayan bir disiplindir.
Bu baglamda strdurulebilir bir yaklasim olarak éne ¢ikan ileri dontisim (upcycling), hem atik Gretimini azaltmasi
hem de yaratici tGretim slreclerine katki saglamasi nedeniyle ekolojik sanat kavramiyla dogrudan iligkilidir. GGna-
miiz cagdas sanat ortaminda da sikga basvurulan bu yontem, sanatsal ifade ile cevresel duyarliligi bir araya getirir.
Atik malzemelerin estetik ve kavramsal bir bittinltk icinde yeniden degerlendirilmesiyle ortaya cikan ileri dontisiim
sanati, dogrudan ekolojik farkindalik yaratmayi hedefleyen bir ifade bicimi olarak 6nem kazanmaktadir. Bu bildiri,
ileri donlisim (upcycling) sanatinin ekolojik estetik baglamindaki roltinG, 6zellikle plastik atik kullanimina odaklana-
rak incelemektedir. Kiresel cevre krizlerinin ve plastik kirliliginin derinlestigi bir cagda, sanatgilar atik plastikleri hem
malzeme hem de mesaj araci olarak kullanmakta; bu sliregte sanat, cevre politikalarina elestirel bir bakis gelistirme-
nin bir araci haline gelmektedir. Calisma kapsaminda, plastik atiklarla ¢calisan bes farkli cagdas sanatginin (Aurora
Robson, Sayaka Ganz, Angela Haseltine Pozzi, Veronika Richterova ve Deniz Sagdig) Gretimleri; saha arastirmasi, li-
teratlr taramasi ve sanatgi soylesileri isiginda analiz edilmektedir. Plastik atigin bir temsil unsuru olarak nasil dénts-
taraldGgl, sanatgilarin kullandiklar teknikler ve bu eserlerin izleyicide uyandirdigi ekolojik farkindalk tartismaya
acilmaktadir. Gorsellerle desteklenen bu ¢alisma, ileri donGstimiin estetik ve etik boyutlarini bir arada diistinmeyi;

sanatin surdarulebilirlik ve cevresel duyarhlik agisindan tasidigi potansiyele dikkat cekmeyi amaglamaktadir.
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Abstract

Ecological art is a discipline that aims to make the search for solutions to environmental problems visible through
art. Upcycling, which stands out as a sustainable approach in this context, is directly related to the concept of
ecological art as it both reduces waste production and contributes to creative production processes. This method,
which is frequently used in today’s contemporary art scene, brings together artistic expression and environmental
sensitivity. Upcycling art, which emerges by re-evaluating waste materials in an aesthetic and conceptual integrity,
gains importance as a form of expression that directly aims to create ecological awareness. This paper examines
the role of upcycling art in the context of ecological aesthetics, with a particular focus on the use of plastic waste.
In an era of deepening global environmental crises and plastic pollution, artists use waste plastics as both material
and messaging tool; in this process, art becomes a means of developing a critical view of environmental policies.
Within the scope of the study, the works of five different contemporary artists (Aurora Robson, Sayaka Ganz, An-
gela Haseltine Pozzi, Veronika Richterova and Deniz Sagdig) working with plastic waste are analyzed in the light of
field research, literature review and artist interviews. How plastic waste is transformed as an element of represen-
tation, the techniques used by the artists and the ecological awareness that these works arouse in the audience
are discussed. Supported by visuals, this study aims to consider the aesthetic and ethical dimensions of upcycling
together and to draw attention to the potential of art in terms of sustainability and environmental awareness.
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Ozet

Bu bildiri, politik tiyatronun kiresel ve Turkiye baglamindaki tarihsel gelisimini ve glincel 6nemini incelemektedir.
Piscator ve Brecht gibi isimlerin 6nculGginde sekillenen politik tiyatro, toplumsal elestiri ve biling olusturma ama-
cl tasimis, Marx’in sinif catismasina dayali tarih anlayisiyla da devrimci bir karakter kazanmistir. Seyirciyi pasif bir
izleyici olmaktan cikarip, toplumsal degisimin 6znesi haline getirmeyi hedefleyen bu anlayis, zamanla ideolojik ki-
rilmalar, kiresel krizler, iklim degisikligi, go¢ ve toplumsal cinsiyet gibi cok yonli glincel sorunlara uyum saglamak
zorunda kalmistir. Bildiri, politik tiyatronun tarihsel materyalizme dayali sorgulayici yaklasimini koruyarak, cagdas
meseleleri kapsayan daha esnek ve ¢ok katmanli bir yapiya evrilmesi gerektigini savunur. Tlrkiye baglaminda ise
politik tiyatro, siyasal baskilar ve toplumsal kirilmalarla sekillenmis; hem mubhalif bir ifade alani hem de sanatin
dontstim araci olarak islev gormuistir.2023 yilinda Murat Atak rejisiyle sahnelenen Goézlerimi Kaparim Vazifemi Ya-
parim oyunu Uzerinden yapilan analizde, oyunun tarihsel 6nemini korudugu ancak guincel politik baglamlarla bag
kurmakta yetersiz kaldigi vurgulanir. Sonug olarak, politik tiyatronun géiniimtz diinyasinin karmasik yapisini kavra-
yabilen, cesur ve yenilikgi yaklasimlarla yeniden insa edilmesi gerektigi ifade edilir; Milo Rau gibi ¢cagdas isimlerden

ilham alinmasi 6nerilir.
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Abstract

This paper examines the historical development and contemporary significance of political theatre in both global
and Turkish contexts. Shaped by pioneers such as Piscator and Brecht, political theatre has aimed to foster social
critique and consciousness, gaining a revolutionary character through Marx’s class conflict-based understanding
of history. This approach, which seeks to transform the audience from passive observers into active agents of social
change, has had to adapt over time to ideological shifts and multifaceted contemporary issues such as global crises,
climate change, migration, and gender politics.The paper argues that political theatre must evolve into a more flex-
ible and multilayered form while preserving its interrogative stance rooted in historical materialism. In the Turkish
context, political theatre has been shaped by political repression and social ruptures, functioning both as a space
for oppositional expression and as a tool for artistic transformation.An analysis of the 2023 production of | Close
My Eyes and Do My Duty directed by Murat Atak suggests that, while the play retains its historical significance, it
falls short in establishing a strong connection with current political issues. Ultimately, the paper contends that po-
litical theatre should be reconstructed with bold and innovative approaches capable of engaging with the complex

realities of the modern world, drawing inspiration from contemporary figures such as Milo Rau.
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Ozet

Usak-Denizli il sinirinda yer alan Gurpinar (Bulkaz) bolgesindeki hammaddeler ile gegmiste yoresel seramik Ureti-
minin yapilmis oldugu bilinmektedir. Calismada bu bdlgeden temin edilen yerel hammadde ile linol baski tekniginin
uygulanabilirligi ve malzemenin linol baskida boya olara kullanilabilirligi incelenmistir. Hammadde 6ncelikle 6 nolu
elekten elenerek kaba (tas, yaprak, kok, vs.) malzemelerden aritilmis, bir hafta suda bekletilerek icerisinde bulunan
¢6zUnUr tuzlarin ¢ézlinmesi ve malzemenin agilmasi saglanmistir. Malzemenin agilma streci gerceklestikten sonra
38 pm (400 nolu) elekten elenmistir. Yogunlugu 1800gr/It, 1750 gr/l ve 1700 gr/l agirliginda astar kivamina getirilen
malzemeye Cmc katkisi ilave edilerek linol baski denemeleri yapilmistir. Denemeler sonucunda hammaddenin uygu-
landigr kagit malzemeler ile uyumlu oldugu dékintilerin olusmadigr gértlmustir. Malzemenin kimyasal analizinde
cevreye zararh bir bilesen icermemesi sanatsal calismalarda, linol baski tekniginde kullanilabilecegini géstermistir.
Calismalarin devaminin getirilmesi, laboratuvar ve Ar-Ge ¢alismalarinin stirdGrtlmesi ile malzemenin seramik ve re-

sim sanatinin farkh alanlarinda kullanilabilecegi distntlmektedir.
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Abstract

It is known that local ceramic production was made in the past with the raw materials in the Gurpinar (Bulkaz)
region located on the Usak-Denizli provincial border. In this study, the applicability of linoleum printing technique
with the local raw material obtained from this region and the usability of the material as a dye in linoleum printing
were examined. The raw material was firstly purified from coarse materials (stones, leaves, roots, etc.) by sieving
through sieve number 6, and the soluble salts in it were dissolved and the material was opened water for a week.
After the opening process of the material was realised, it was sieved through 38 pum (No. 400) sieve. Linole printing
trials were carried out by adding Cmc additive to the material which was brought to the primer consistency with a
density of 1800 gr/ 1 1750 gr /| and 1700 gr / |. As a result of the trials, it was observed that the raw material was
compatible with the paper materials to which it was applied and no debris was formed. In the chemical analysis of
the material, the fact that it does not contain an environmentally harmful component has shown that it can be used
in artistic works and linoleum printing technique. It is thought that the material can be used in different areas of

ceramic and painting art with the continuation of the studies, laboratory and R&D studies.
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Ozet

Robert Wilson, Brecht’in “Ug Kurusluk Opera” adli oyununu; epik tiyatronun temel ilkelerini cagdas sahneleme

pratikleri dogrultusunda donusttrerek yeniden yorumlamistir. Bu bildiri Wilson’in rejisi Gizerinden Brecht’in yaban-

cilastirma ilkesinin postmodern estetikte nasil gérsel anlam diizlemine oturdugunu ve nasil bir isleve hizmet ettigini

incelemektedir. Wilson; 1sik, mekan, hareket, kostiim, makyaj ve ritim gibi sahneleme 6gelerini sadece anlatiyi ilet-

mek igin degil anlamin cogullugunu ve belirsizligini vurgulamak icin de kullanir. Bu baglamda Wilson’in sahnelemesi

izleyiciyi sadece bir mesafede tutmakla kalmaz ayni zamanda her gostergeyi izleyicinin aktif katilimina da agar. Bu

calisma gostergebilimsel analiz yéntemi ile belirtilen oyun tGzerinden sahnedeki anlam insasinin yapibozum siire-

cini ele alacaktir. Ayrica bu ¢ézimleme ile postmodernizmin anlamin ¢ok katmanl yapisini nasil sahneye tasidigi

tartisilacaktir. Wilson’in eserinde her gésterge sadece belirli bir anlam tasimakla kalmaz farkli izleyici yorumlari ve

algilariyla zenginlesir. Bu postmodern bir bakis agisinin anlami belirsizlestirerek ve ayni zamanda ¢ogaltarak nasil

sahnede hayat buldugunu ortaya koyar.
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Abstract

Robert Wilson reinterprets Bertolt Brecht’s The Threepenny Opera by transforming the fundamental principles
of epic theatre through contemporary staging practices. This paper examines how Brecht’s concept of Verfrem-
dungseffekt(alienation effect) is situated within the visual-semantic framework of postmodern aesthetics in Wil-
son’s direction, and the function it serves in this context. Wilson utilizes theatrical elements such as lighting, space,
movement, costume, makeup, and rhythm not only to convey narrative, but also to emphasize the multiplicity and
ambiguity of meaning. In this regard, Wilson’s staging not only maintains a critical distance between the audience
and the performance, but also opens every signifier to the viewer’s active interpretation. Using a semiotic analysis
method, this study explores the process of deconstruction in the construction of meaning on stage, specifically
through Wilson’s rendition of the play. Moreover, it discusses how postmodernism transfers the multilayered na-
ture of meaning onto the theatrical stage. In Wilson’s work, each signifier is not confined to a single interpretation,
but is enriched through varying audience perceptions. This reveals how a postmodern perspective manifests on
stage by rendering meaning both ambiguous and plural.
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Bu arastirma, muzik 6gretmenlerinin 6z sefkat diizeylerini belirlemeyi ve bu diizeylerin demografik degiskenlerle
olan iligskisini incelemeyi amacglamaktadir. Mizik 6gretmenleri, bilgi ve becerilerini aktarmanin 6tesinde, 6grencileri-
nin sanatsal ve duygusal gelisimlerine rehberlik etme sorumlulugu tasirlar. Bu stiregte karsilasilan duygusal baskilar,
yogun is yuku ve performans kaygisi, 6gretmenlerin mesleki tiikenmislige agik hale gelmesine neden olabilmektedir.
Bu noktada, bireyin kendisine karsi anlayisli ve destekleyici yaklasimini ifade eden 6z sefkat kavrami, mesleki daya-
nikliigr artiran dnemli bir unsur olarak 6ne cikmaktadir. Oz sefkatin, dgretmenlerin stresle bas etme, tiikenmisligi
azaltma ve psikolojik iyi olus diizeylerini ytkseltme gibi islevlere sahip oldugu bilinmektedir. Bu baglamda, muzik
ogretmenlerinin 6z sefkat dliizeylerine yonelik kapsamli veriye ihtiyag duyulmaktadir. Arastirmanin bulgularinin, 6g-
retmen yetistirme programlarina katki saglayarak 6z sefkat temelli egitim politikalar gelistirilmesine 1sik tutmasi
beklenmektedir. Arastirmanin temel problemi, mizik 6gretmenlerinin 6z sefkat diizeylerinin 6lctilmesi ve bu diizey-
lerin cinsiyet, yas, egitim dlizeyi, mezun olunan lisans programi, anadal ¢algi, gérev yapilan okul tir(, mesleki kidem
ve gorev yapilan il gibi demografik degiskenlerle olan iliskilerinin ortaya konmasidir. Bu kapsamda iliskisel tarama
modeli kullaniimistir. Arastirmanin 6rneklemi gondllt olarak katilim saglayan 305 mizik 6gretmeninden olustur-
maktadir. Veriler, arastirmaci tarafindan gelistirilen Kisisel Bilgi Formu ve Yildirim ve Sari (2018) tarafindan Turkgeye
uyarlanan Oz-Sefkat Olcegi Kisa Formu ile toplanmistir. Olcek, 11 madde ve 5'li Likert tipi yapidan olusmaktadir.
Calismanin devaminda, elde edilen veriler dogrultusunda sonuglar yorumlanmis ve mizik 6gretmenlerinin mesleki

gelisimlerine katki sunacak 6neriler sunulmustur.
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Abstract

This study aims to determine the self-compassion levels of music teachers and examine the relationship between
these levels and various demographic variables. Music teachers bear the responsibility not only of transferring
knowledge and skills, but also of guiding their students in both artistic and emotional development. In this process,
emotional pressure, heavy workloads, and performance anxiety may lead teachers to become more vulnerable to
professional burnout. At this point, the concept of self-compassion—which refers to a person’s ability to treat them-
selves with understanding and support—emerges as a significant factor enhancing professional resilience. Self-com-
passion is known to contribute to teachers’ ability to cope with stress, reduce burnout, and improve psychological
well-being. In this context, comprehensive data on the self-compassion levels of music teachers is needed. The
findings of the study are expected to contribute to teacher education programs and shed light on the development
of self-compassion-based educational policies. The main research problem is to measure the self-compassion lev-
els of music teachers and reveal the relationship between these levels and demographic variables such as gender,
age, education level, undergraduate program, main instrument, school type, years of professional experience, and
geographical location. For this purpose, the study adopts a correlational survey model. The sample of the study
consists of 305 music teachers who voluntarily participated in the research. Data were collected using a Person-
al Information Form developed by the researcher and the Short Form of the Self-Compassion Scale adapted into
Turkish by Yildirim and Sari (2018). The scale consists of 11 items rated on a 5-point Likert scale. In the following
sections of the study, the results obtained from the data are interpreted, and recommendations are presented to

support the professional development of music teachers.
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Sanat nesnesi Uretiminde kullanilan malzemelerin, sanatginin saghgr agisindan olusturabilecegi risklerin ele alindig
bu arastirmada; Resim, heykel, seramik gibi plastik sanatlar, gravir, serigrafi gibi 6zglin baski sanatlari ve grafiti gibi

sokak sanatlari da dahil olmak Gizere materyal secimi ve sanatta is glivenliginin dnemine deginilmistir.

Arastirmanin amaci; sanat nesnesinin Uretim slirecindeki her asamada, slirecteki Gretim prosesine dahil olan her-
kes icin is glivenligi agisindan farkindalik olusturmaktir. Uretim siirecinde risk faktérlerini géz dniine alarak bilingli
bir sekilde is saghgini sorgulamasini istedigimiz sanatginin, kullandigr malzeme secimi ve kullanima yénelik gtivenlik
onlemleriile farkinda olmadan kullanilan malzemelerin uzun vadeli etkileri Gizerine sanatsal Gretim strecinde is gi-

venliginin 6nemi érnekler ile agiklanmistir.

Sanatsal Uretim strecinde gz ardi edilen bilingsiz malzeme kullanimi ile sanatgiya oldugu kadar gevresini de far-
kinda olmadan risk altina alabilmektedir. Bu stirecin degerlendirilmesi ve bilinglendirme agisindan dikkat edilmesi
gereken noktalarin ele alindigi calismada Uretim sGirecinde malzeme se¢iminin 6nemi Gzerine dikkat ¢cekilmek isten-

mistir.

Sanatcl calisma esnasinda ekipman olusturmali ve risk faktoérlerini kendi bilinci dogrultusunda ortadan kaldirmali-
dir. Duyarl olan sanatgi hem ¢evre hem de kendi sagligina dikkat etmis olacaktir. Sanat herkese hitap ederken 6rnek
olma rolleri de vardir. Uretimde rol oynayan sanatginin malzeme kullanimi gériiniir kilmasini saglanirken; dogaya,

topluma, sagliga etkileri konusunda bilingli ve etik bir durus sergilenmesi tGizerine durulmustur.

Ogrenciler egitim stirecindeyken teknik bilgilerin yani sira malzeme kaynakli risklerden, saglhkl calisma alanlarina ve
gluvenli atélye kullanimina dikkat edecek davraniglar edinmelidirler. Egitimlerinin sonunda saghkl, bilingli ve sorum-
luluk sahibi bireyler olarak is hayatlarina katki saglamalidirlar. Bu biling ile galisan 6grenci ve egitimciler, toplumsal
duzeyde de 6rnek teskil ederler. Sanatg¢i adaylarinin uzun vadede bilingli hareket etmesi ve aliskanliklar edinmesiyle,

olusacak risk faktérlerinin ortadan kalkacagi vurgulanmistir.
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Abstract

This study addresses the potential health risks that materials used in the production of art objects may pose to
artists. It emphasizes the importance of material selection and occupational safety in the arts, including plastic
arts such as painting, sculpture, and ceramics, as well as printmaking techniques like engraving and serigraphy, and

street art forms such as graffiti.

The aim of the research is to raise awareness of occupational safety at every stage of the art production process, for
all individuals involved. By considering risk factors during the production process, it is intended that artists critical-
ly assess their own occupational health. The importance of occupational safety in artistic production is explained
through examples, focusing on the selection of materials, safety precautions, and the long-term effects of materials

that may be unknowingly harmful.

Unconscious material use, often overlooked in the artistic production process, can pose risks not only to the artist
but also to the surrounding environment. This study highlights the critical points that need attention in evaluating
and raising awareness about this issue, drawing attention to the importance of material selection in the production

process.

Artists should establish the proper equipment while working and eliminate risk factors through personal awareness.
A conscientious artist will be attentive to both environmental and personal health. While art appeals to everyone,
artists also serve as role models. Emphasis is placed on making the artist’s material choices visible and maintaining

a conscious and ethical stance regarding the effects of these materials on nature, society, and personal health.

During their education, students should acquire behaviors that reflect not only technical knowledge but also an
awareness of material-related risks, safe working environments, and proper studio practices. By the end of their
education, they should become healthy, conscious, and responsible individuals contributing to the art world. Stu-
dents and educators who work with this awareness will serve as role models at a societal level. It is underlined that

if future artists act consciously and develop safe habits, potential risk factors can largely be eliminated.
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Ozet

Klasik mizigin yayginlasmasi, gelisimi ve etkilesimi agisindan festivaller dnemli bir rol oynamaktadir. TGrkiye’'de kla-
sik muzik festivalleri giderek artmakta, calgi cesitliligi agisindan zenginleserek gelisimini stirdiirmektedir. Bu ¢a-
ismada, tlkemizde diizenlenen klasik muzik festivallerinin yillara, illere ve calgilara gére dagilimlari incelenmistir.
Tarama modeliyle yapilan bu arastirmanin amaci, festivallerin Tirkiye'deki giincel durumunu ve tarihsel gelisimini
ortaya koymaktir. Arastirma, Turkiye’de dlizenlenen klasik muzik festivallerini inceleyerek muzik egitimcileri, 6g-
renciler, dinleyiciler ve festival organizasyonlarina katki sunan kurumlar igin bir kaynak olusturmayi hedeflemekte-
dir. Calisma yalnizca Turkiye'deki festivallerle sinirhdir. Veri toplama siirecinde akademik ¢alismalarin yani sira tez
merkezleri, bloglar, portallar, belediyeler, klasik mizik orkestralari, vakiflar, mizik bolimi bulunan Gniversiteler
ve arama motorlarindan elde edilen bilgiler kullaniimistir. Veriler tablo ve grafiklerle agciklanmistir. Festivallerin da-
gihminda sehirlerin olanaklari, cevresel kosullar ve populerlik belirleyici unsurlar olarak éne ¢ikmistir. Ttrkiye’deki
ilk klasik miizik festivalinin 1973’te istanbul’da diizenlendigi; ilk gitar festivalinin 1998’de, piyano festivalinin ise
2000’de basladigi tespit edilmistir. Zamanla oda muzigi, Gflemeli ve vurmali galgilar gibi farkl alanlarda festivaller

duzenlenerek cesitlilik artmistir.
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Abstract

Festivals play an important role in the popularization, development, and interaction of classical music. In Turkey,
classical music festivals are increasingly being organized, evolving with greater diversity in instruments. This study
examines the distribution of classical music festivals in Turkey by year, city, and instrument. Conducted using a de-
scriptive survey model, the aim of this research is to reveal the current state and historical development of classical
music festivals in Turkey. By analyzing these festivals, the study seeks to serve as a resource for music educators,
students, audiences, and institutions that support festival organizations. The study is limited to festivals held with-
in Turkey. During the data collection process, information was obtained from academic studies as well as thesis
databases, blogs, portals, municipalities, classical music orchestras, foundations, universities with music depart-
ments, and search engines. The data are presented through tables and graphs. In the distribution of festivals, the
facilities of the cities, environmental conditions, and popularity have emerged as determining factors. It was found
that the first classical music festival in Turkey was held in Istanbul in 1973; the first guitar festival began in 1998,
and the first piano festival in 2000. Over time, the variety of festivals has increased with the inclusion of events fo-

cusing on chamber music, wind, and percussion instruments.
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Ozet

Kirlian fotografciligl, nesnelerin veya canl organizmalarin gesitli enerji alanlarini gorsellestirmek icin kullanilan bir
tekniktir. Bu teknik, nesnelerin etrafindaki enerji alanlarini elektromanyetik bir etkiye maruz birakarak ve bu alanlar-
dan yayilan i1sig1 Olgerek galisir.1939’da Semyon Kirlian tarafindan kesfedilen teknik temel olarak bir nesnenin veya

organizmanin etrafindaki enerji alaninin, bir film veya sensér araciligiyla yakalanmasi olayidir.

Kirlian elektrofotografileri, sanat diinyasinda ilgi cekici bir ifade bicimi olarak degerlendirilebilir. Bu tlir kompozis-
yonlar, geleneksel fotograf kompozisyonlari ile kiyaslandiginda farkli bir estetik sunar ve izleyiciye nesnelerin veya
organizmalarin enerji alanlarini kesfetme firsati verir. Kirlian fotograflar anlamin mi yoksa gdsterinin mi bir 6gesidir;
bu, merak konusudur. Susan Sontag aya inisin gésterimini yapan bir TV programini izleyenlere aya inis hakkinda
sorular sorar meraklarini 6grenmeye calisir. izleyiciler, aya indiklerine inanmiyoruz derler. O zaman niye izledikleri
sorulunca, “Biz sadece televizyon izlemeye gelmistik.” yanitini alir. Aslinda Kirlian fotograflari da realitede eksik
uzuvlarin fotograflandigi bir uygulama olmanin 6tesinde insanlarinin meraklarinin tatmin edilemedigi fotograflama
bicimi olarak degerlendirilebilir.

Oyle ki Baudrillard gliniimiiz sanatini illiizyonlar yaratma bicimi olarak degerlendirir, mevzu daha cok “gercekte var
olmayanlar” olarak gértlmektedir. Gergegin var olamamasi illizyonu da yok etmektedir ve bu baglamiyla sanat, isle-
vinden uzaklasmaktadir. Esasinda trans-estetik bir 6ge olarak degerlendirilen Kirlian teknigi, eser iretme mantigi ile
diger sanat eserlerinden ayrilmaktadir. Bu agidan degerlendirildiginde sanat, genis bir yelpazede farkli ifade bigimle-

rine ev sahipligi yapabilir ve Kirlian fotograflar da bu cesitlilige katkida bulunabilir.
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Abstract

Kirlian photography is a technique used to visualise various energy fields of objects or living organisms. This tech-
nique works by exposing the energy fields around objects to an electromagnetic effect and measuring the light
emitted from these fields.The technique, discovered by Semyon Kirlian in 1939, is basically the capture of the energy
field around an object or organism through a film or sensor.

Kirlian electrophotographs can be considered as an interesting form of expression in the art world. Such composi-
tions offer a different aesthetic compared to traditional photographic compositions and give the viewer the oppor-
tunity to explore the energy fields of objects or organisms. Whether Kirlian photographs are an element of meaning
or spectacle is a matter of curiosity. Susan Sontag asks viewers of a TV programme showing the moon landing ques-
tions about the moon landing and tries to find out their curiosity. The viewers say, ‘We don’t believe they landed on
the moon’. When asked why they watched the programme, they replied, ‘We just came to watch television’. In fact,
Kirlian photographs can be considered as a form of photography in which people’s curiosity cannot be satisfied
beyond being an application in which missing limbs are photographed in reality.

So much so that Baudrillard evaluates today’s art as a form of creating illusions, the subject matter is rather seen as
‘what does not exist in reality’. The non-existence of reality destroys the illusion, and in this context, art moves away
from its function. The Kirlian technique, which is essentially considered as a trans-aesthetic element, differs from
other artworks with its logic of producing artefacts. From this point of view, art can host a wide range of different

forms of expression and Kirlian photographs can contribute to this diversity.
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Ozet

Teknolojik atiimlarla birlikte degisen sanat paradigmalari yalnizca tretim sekli ve iletisim bigimiyle degil, sanatin var
olan dogasini da dontstirmektedir. Makine 6grenimi, yapay zeka algoritmalari ve robotik sistemler gibi ileri diizey
teknolojiler sanatin tretim strecglerine etki etmesinin yaninda, sanatin tanimina, algilanisina ve estetik bicimine de
mudahale etmektedir. Yapay zeka destekli bir robotun sanat eseri Gretiminde insana 6zgu olan unsurlari kullanarak
Uretim yapmasi olanakh goriilmekte ve bundan hareketle yeni bir sanat anlayisinin ortaya ¢ikmasi 6ngérilebilmek-
tedir. Sanat kavrami; yapay zekd modelleriyle ve algoritmalarin verileri isleyerek bicimlendirdigi cok yonlt bilissel
analizci bir yapiya dontisebilmektedir. Veri birikimi ve yapay zekanin analiz becerisiyle insanin taklidinin olusmasi,
diger bir deyisle bilissel analizler ve duyusal taklitlerle robot teknolojisinin insan davranis ve duyusal verilerinin de-
polanmasiyla bir anlamda klonlamasi mimkiin hale gelebilmektedir. Ai-Da, Sophia, Paul the Robot, CloudPainter
gibi robotlar sanatin insan duygu ve sezgilerine dayal niteligini yapay zeka algoritmalariyla analiz ederek sanat eseri

Uretebilmektedir.

Bu arastirmada, yapay zeka teknolojilerinin sanata olan entegrasyonu sonucunda Gretim slrecinin dontisimu ile
birlikte, robotlarin sanat Gretimine dahil olmalarina odaklanmaktadir. Bununla birlikte, makinenin insanin sanatsal
Uretim becerilerini 6grenerek blyuk verinin yardimiyla olusan analizlerle duyusal ve teknik anlamda sanat nesnesi

biciminin nasil bir devinim yasanacagini ele almakta ve tartismaya sunmaktadir.
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Abstract

The changing paradigms of art with technological breakthroughs are transforming not only the production method
and communication method, but also the existing nature of art. Advanced technologies such as machine learning,
artificial intelligence algorithms and robotic systems not only affect the production processes of art, but also in-
tervene in the definition, perception and aesthetic form of art. It is possible for an artificial intelligence-supported
robot to produce artworks using human-specific elements, and it is foreseen that a new understanding of art will
emerge from this. The concept of art can transform into a multi-faceted cognitive analysis structure that is shaped
by processing data with artificial intelligence models and algorithms. With the accumulation of data and the analy-
sis skills of artificial intelligence, it is possible to imitate humans, in other words, to clone human behavior and sen-
sory data stored by robot technology with cognitive analyses and sensory imitations. Robots such as Ai-Da, Sophia,
Paul the Robot and CloudPainter can produce artworks by analyzing the nature of art based on human emotions

and intuitions with artificial intelligence algorithms.

This research focuses on the transformation of the production process as a result of the integration of artificial
intelligence technologies into art, and the involvement of robots in art production. In addition, it examines and dis-
cusses how the form of the art object will move in a sensory and technical sense with the analysis formed with the

help of big data by the machine learning the artistic production skills of humans.
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Bir sanat eserinin olusumunda bircok asamanin oldugu bilinmektedir. S6z konusu sanatsal Gretim streci her sa-
natgi icin, sanat eseri icin ya da daha genel diistinlilecek olunursa sanat alani igin farkhlik géstermektedir. Resim
sanatindaki yaratim siireci tarih boyunca dénemlerin teknolojik gelismeleriyle ya da estetik anlayisiyla degiskenlik

gosterse de temelinde cizginin yattig1 sdylenebilir.

ilkel insanin magara duvarlarina ¢gizdigi sematik imgelerden glinimiiz sanatcilarinin kullandig cizgi, sanatin tarihsel
gelisim slrecinde genis bir yelpazede yer incelenmelidir. Bu siirecte birgcok sanatgi resimlerinin 6n hazirhgr olarak
cizgiden yararlanmis, resimlerinin eskizlerini olustururken desenden yani ¢izimden faydalanmistir. Sanatgi, gordu-
glnu ya da zihnindeki imgeleri resme dénustiirmeden 6nce; o konuda ustalagsmak i¢in ya da yapacagi resmin ge-
lerini belli bir kompozisyon dahilinde yeniden yorumlamak igin desenin hizli anlatim glictinG kullanmistir. Desen,
bircok sanatsal ifadeye gore daha az materyale ihtiya¢ duyulan ve daha hizl bir sekilde sonug alinan bir anlatimdir.
Bu nedenle ylzeyde iz birakacak kalem turevi herhangi bir gerecle gizim yapilmasi cazip gelmistir. RGnesans’tan
gliinimuze bircok sanatginin desenleri, resimlerinin 6n hazirhgr oldugu kadar basl basina birer sanat eseri olarak
da kabul edilmistir. Desen sadece 6n hazirlik, 6n ¢izim degil ayni zamanda bir sanat ifadesi olarak da gértlmektedir.
Sanatgilarin gizimlerinin, desenlerinin resme déntdsme yolculugu, s6z konusu sanatgi ve resmi hakkinda izleyiciye
1stk tutmaktadir. Ayrica eserin desenden resme evrilisindeki bicimsel degisimleri daha kapsamli bir elestiri kapisi da

acmaktadir.

Bu nedenle arastirma kapsaminda, farkli dénemlerdeki ressamlarin desenleri ve s6z konusu desenlerden ortaya
cikan resimleri incelenerek, iki farkli sanatsal ifade arasinda karsilastirma yapilmasi amaglanmistir. Boylelikle sanat-

cilarin, sanatsal Gretim streci kendi eserleri Gizerinden irdelenmek istenmistir.
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Abstract

It is known that there are many stages in the formation of a work of art. The artistic production process in ques-
tion varies for each artist, for the work of art or, more generally, for the field of art. Although the creative process
in painting has varied throughout history with the technological developments or aesthetic understanding of the

periods, it can be said that the line lies at its core.

From the schematic images drawn on cave walls by primitive people to the line used by today’s artists, it should
be examined in a wide range in the historical development process of art. In this process, many artists have used
line as a preliminary preparation for their paintings and have used drawing, while creating the sketches of their
paintings. Before the artist transforms what they see or the images in their mind into a painting; they have used the
rapid expression power of the drawing to master that subject or to reinterpret the elements of the painting they
will make within a certain composition. Drawing is a narrative that requires less material and achieves results faster
than many artistic expressions. For this reason, drawing with any tool such as a pencil that will leave a mark on the
surface has become attractive. From the Renaissance to the present day, the drawings of many artists have been
accepted as works of art in their own right, as well as preliminary preparations for their paintings. Drawing is not
only seen as preliminary preparation but also as an expression of art. The journey of the artists’ drawings turning
into paintings sheds light on the artist and their painting in question to the viewer. In addition, the formal changes

in the evolution of the work from drawing to painting open the door to a more comprehensive criticism.

Therefore, within the scope of the research, it was aimed to make a comparison between two different artistic ex-
pressions by examining the drawings of painters from different periods and the paintings that emerged from the
said drawings. In this way, it was aimed to examine the artistic production process of the artists through their own

works.
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Bu calisma giiniimiiziin en sansasyonel tiyatro sanatcilarindan biri olarak gériilen isvicreli ydnetmen ve oyun yazari
Milo Rau’nun (1977) yeni gergekgi tiyatro poetikasinin yapi taslarini incelemeyi amaglamaktadir. Milo Rau kendi
sanatini geleneksel belgesel tiyatrodan ayristirmakta ve perspektifini yeni gercekgi bir temel Gizerinde insa ettigini
belirtmektedir. Bu baglamda, 2007’de kurdugu “Uluslararasi Politik Cinayet Enstitisi” (11IPM) adl tiyatro ve film
yapim sirketinde gerceklestirdigi ttim tiyatro yapimlari diinyanin herhangi bir cografyasinda ortaya ¢ikan “gercek”
toplumsal ve politik krizlerden beslenmekte; ancak Rau “belgesel” tiyatro yaparken, alisilagelmis belgesel tiyatro-
nun orijinal belgeye miidahale etmeme ilkesini esnetmekte ve bu tercihini estetik bir ilkeye dontstiirmektedir. Rau,
2007°den bu yana IIPM etiketi altinda Gg ayri Ggleme ortaya koymustur. Calismamizda yonetmenin IIPM etiketiyle
gerceklestirdigi ilk Gglemesi olan ve hepsi de yakin tarihte yasanan “gercek” olaylara dayanan Cavuseskularin Son
Gunleri (2009), Nefret Radyosu (2011) ve Breivik’in Savunmasi (2012) adli oyunlari ele alinacak ve Rau’'nun tiyatro-

sunun araclari ve yontemleri incelenecektir.
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Abstract

This article aims to examine the structure of the neo-realist theatre poetics of the Swiss director and playwright
Milo Rau (1977), who is considered one of the most sensational theatre artists of our time. Milo Rau differentiates
his own art from traditional documentary theatre and states that he builds his perspective on a neo-realist base. In
this context, all the theatre productions he realizes in his theatre and film production company called “International
Institute of Political Murder” (11IPM), which he founded in 2007, are fed by “real” social and political crises that occur
in any geography of the world; however, while making “documentary” theatre, Rau relaxes the principle of non-in-
tervention in the original document of conventional documentary theatre and transforms this preference into an
aesthetic principle. Rau has produced three separate trilogies under the IIPM label since 2007. In our study, the
director’s first trilogy of plays under the IIPM label, The Last Days of the Ceausescus (2009), Hate Radio (2011) and
Breivik’s Statement (2012), all of which are based on “real” events that took place in recent history, will be discussed

and the tools and methods of Rau’s theatre will be examined.
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imgelerin bozulmasi, sanatta siklikla bir anlatim bicimi ya da estetik tercih olarak karsimiza cikmaktadir. Bozulma
(distortion), yalnizca fiziksel bigimin dénlisim degil; ayni zamanda alginin, anlamin ve temsiliyetin yeniden sekil-
lendirilmesi anlamina gelmektedir. Bu baglamda, cagdas kolaj sanatgisi Lola Dupré, geleneksel gorsel diizenleri par-

calayip yeniden insa ederek “bozulma estetigini” merkeze alan 6zguin bir sanatsal ifade bigimi ortaya koymaktadir.

Dupré’, dijital araglardan uzak el yapimi kolajlarinda bir gorseli ytizlerce pargaya bdlerek yeni gcarpitilmis bir imgeye
doénistlirmektedir. Sanatginin ¢alismalarinda yer alan tekrar eden, genisleyen ya da ritmik olarak ¢ogalan parcalar
izleyicinin algisini sorgulatmaktadir. Bozulan imge estetigi, formun dogrudan temsilini elestirerek aykiri bicimde ye-
niden sekillenmektedir. Dijital maniptlasyonun arttigi cagimizda Lola Dupré’nin analog, titiz el isciligi ile Gretilen
kolajlari dijital bozulmaya bir karsi durus olarak okunabilmektedir. Bu dogrultuda Lola Dupré’nin kolajlari, bozulma
estetigini hem bicimsel hem de kavramsal diizeyde yeniden tanimlamaktadir. Arastirmada, Dupre’nin kolajlarinda
imge estetiginin analog olarak bozulmasi sanatginin kolaj 6rnekleri Gizerinden betimsel icerik analizi ydntemiyle in-

celenmektedir.
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Abstract

Distortion of images often appears in art as a form of expression or aesthetic choice. Distortion is not only a
transformation of physical form, but also a reshaping of perception, meaning and representation. In this context,
contemporary collage artist Lola Dupré presents a unique form of artistic expression centered on the “aesthetics of

distortion” by dismantling and reconstructing traditional visual orders.

In her handmade collages, far from digital tools, Dupré transforms an image into a new distorted image by dividing
it into hundreds of pieces. The repetitive, expanding or rhythmically multiplying fragments in the artist’s works
question the viewer’s perception. The distorted image aesthetic is reshaped in a contradictory way by criticizing the
direct representation of form. In an age of increasing digital manipulation, Lola Dupré’s analog, meticulously hand-
crafted collages can be read as a counter stance to digital distortion. Accordingly, Lola Dupré’s collages redefine the
aesthetics of distortion both formally and conceptually. In the research, the analog degradation of image aesthetics
in Dupré’s collages is examined through the artist’s collage examples by means of descriptive content analysis.
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Sanat ge¢gmisten giinimdiize kultlrel, toplumsal ve politik alanlarin degisiminde gli¢li bir etkiye sahip olmustur. Bu
arastirmada protesto sanatinin ¢ikis noktasindan baslayarak arastirmaya isik tutmasi bakimindan sanat yapitlarina
yer verilmistir. iklim aktivistlerinin eylemlerinin arastirmaya dabhili segtikleri eserler ve mekanlar izerinde olmustur.
Bu eylemler ve protesto sanatinin hedef aldigi halihazirdaki ortak sorunlar Gizerinde disiincelerin somutlastiriimasi

amaglanmistir. Arastirma litarattr tarama yontemleri kullanilarak paradigmalara yer verilmistir.
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Abstract

Art has had a strong impact on the change of cultural, social and political fields from past to present. In this re-
search, starting from the starting point of protest art, examples of artworks are given to shed light on the research.
The actions of climate activists were included in the research on the works and places they chose. It is aimed to
concretize the thoughts on the current common problems targeted by these actions and protest art. Paradigms

were included in the research by using literature review methods.
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Ozet

Yapay zeka temelli sanat Gretiminin yayginlasmasiyla birlikte sanatginin yaratici 6zne olarak tasidig geleneksel ko-
num sorgulanmaya baslanmistir. Ozellikle DALL-E, Midjourney ve DeepArt gibi sistemlerin orijinal eser uretip bu
eserleri ticarilestirmesi, sanatginin otoritesi ve 6zglnlik anlayisini yeniden tartismaya agmistir. 2018’de Christie’s

muzayede evinde yapay zeka tarafindan Gretilen bir portrenin satisa sunulmasi bu déntisimuin simgesel bir esigidir.

Bu bildiride, yapay zekanin bir ara¢ mi, yoksa yaratici mi oldugu sorusu lizerinden sanatginin cagdas konumu ince-
lenecektir. Benjamin’in “mekanik yeniden Gretim” kurami ¢ergevesinde, algoritmik Gretimin sanatg¢iyr konumlandir-
digi yeni yerini ve etkileri tartisilacaktir. Sanat¢inin artik sadece yaratici degil, ayni zamanda segici, klirator ve sistem
tasarimcisi rolGnu UGstlendigi; 6zglinltk, streg, niyet ve ifade gibi kavramlarin bu baglamda yeniden tanimlandigi
irdelenecektir.
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Abstract

The growing prevalence of Al-based art production has brought the traditional role of the artist as a creative sub-
jectinto question. Systems such as DALL-E, Midjourney, and DeepArt—capable of generating original artworks and
commercializing them—have challenged established notions of artistic authority and originality. A symbolic turning

point in this transformation was the auctioning of an Al-generated portrait at Christie’s in 2018.

This paper explores the contemporary position of the artist through the question of whether artificial intelligence is
merely a tool or a creative agent. Within the framework of Walter Benjamin’s theory of “mechanical reproduction,” it
examines how algorithmic production redefines the artist’s role and its broader implications. The artist is no longer
solely a creator, but also a selector, curator, and system designer—prompting a redefinition of key concepts such as

originality, process, intention, and expression in this new context.
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Bu ¢alismada, Turk Tiyatrosu'ndaki “6teki” kavraminin tarihsel gelisimini ve cagdas tiyatroda nasil temsil edildigini
incelemektedir. Ozellikle, geleneksel Tiirk Tiyatrosu'ndan Cagdas Tirk Tiyatrosu'na geciste, “Steki”nin toplumsal,
kultlrel ve bireysel boyutlardaki yansimasi ele alinmaktadir.

Geleneksel Turk Tiyatrosu'nda, “6teki” figlirti genellikle halk hikayeleri, kukla gésterileri ve meddah gibi performans
turlerinde bir karsithk ve farkhhk olarak temsil edilmistir. Bu dénemde “6teki”, genellikle toplum disindaki figtrler
araciligiyla betimlenmis, toplumsal normlara ve degerlere zit bir figlir olarak sahneye konulmustur. Ancak bu temsil-
ler genellikle sabit kaliplara dayanir ve genellikle sosyal yapiyi yansitmak yerine, halkin eglencesine yonelik bir egilim
sergiler.

20. yUzyilin ortalarindan itibaren ¢cagdas Turk tiyatrosunda “6teki” figirintin daha ¢ok bireysel ve toplumsal bir
elestiri unsuru olarak sahneye cikmaya basladigl gézlemlenmektedir. Ozellikle 1960’1 yillardan itibaren, toplumsal
yaplyi elestiren oyunlar, “6teki”yi bir yabanci figlirti degil, toplumun iginde yer alan ve diglanan, 6tekilestirilen birey-

ler olarak sunmustur.

Cagdas Turk tiyatrosunda, “6teki”’nin temsili artik sadece digsal bir farktan ziyade, bireyin i¢sel diinyasi, kimlik ara-
yisi ve varolussal yalnizlik gibi kavramlarla da iliskilendirilmistir. 1980’ler sonrasi ddnemde postmodern akimlarin
etkisiyle, “6teki” daha soyut bir kavram olarak, toplumsal cinsiyet, etnik kimlik, sinif farklar gibi boyutlarda ele alin-

maya baslanmistir.

Oteki’nin temsili, yalnizca tiyatro sahnesinde degil, toplumsal yapinin ve bireysel kimligin bir yansimasi olarak dnem
kazanir. Turk Tiyatrosu, “Gteki”yi toplumun normlarina karsi bir elestiri araci olarak kullanmis ve “6teki” Gzerinden,
dislanmis gruplarin sesi olmustur. Ayrica, bu figtr, Ttrk toplumunun modernlesme stirecindeki celiskileri ve karma-

salari da gozler 6nline serer.
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Abstract

This study examines the historical development of the concept of the “other” in Turkish Theatre and how it is repre-
sented in contemporary theatre. In particular, the reflection of the “other” in social, cultural and individual dimen-

sions in the transition from traditional Turkish Theatre to Contemporary Turkish Theatre is discussed.

In traditional Turkish Theatre, the figure of the “other” was generally represented as an opposition and difference in
performance genres such as folk tales, puppet shows and storytellers. During this period, the “other” was usually
depicted through figures outside society and was staged as a figure contrary to social norms and values. However,
these representations were usually based on fixed patterns and generally tended to be aimed at public entertain-
ment rather than reflecting the social structure.

It is observed that from the mid-20th century onwards, the figure of the “other” began to appear on stage in con-
temporary Turkish theatre as an element of individual and social criticism. Especially from the 1960s onwards, plays
criticizing the social structure presented the “other” not as a foreign figure but as individuals within society who

were excluded and marginalized.

In contemporary Turkish theatre, the representation of the “other” is no longer just an external difference, but is
also associated with concepts such as the individual’s inner world, identity search and existential loneliness. In the
post-1980s period, with the influence of postmodern movements, the “other” began to be addressed as a more ab-

stract concept, in dimensions such as gender, ethnic identity and class differences.

The representation of the other gains importance not only on the theatre stage, but also as a reflection of the social
structure and individual identity. Turkish Theatre has used the “other” as a means of criticism against the norms of
society and has become the voice of excluded groups through the “other”. In addition, this figure reveals the con-

tradictions and complexities in the modernization process of Turkish society.
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This study examines the historical development of the concept of the “other” in Turkish Theatre and how it is repre-
sented in contemporary theatre. In particular, the reflection of the “other” in social, cultural and individual dimensi-

ons in the transition from traditional Turkish Theatre to Contemporary Turkish Theatre is discussed.

In traditional Turkish Theatre, the figure of the “other” was generally represented as an opposition and difference in
performance genres such as folk tales, puppet shows and storytellers. During this period, the “other” was usually
depicted through figures outside society and was staged as a figure contrary to social norms and values. However,
these representations were usually based on fixed patterns and generally tended to be aimed at public entertain-

ment rather than reflecting the social structure.

It is observed that from the mid-20th century onwards, the figure of the “other” began to appear on stage in con-
temporary Turkish theatre as an element of individual and social criticism. Especially from the 1960s onwards, plays
criticizing the social structure presented the “other” not as a foreign figure but as individuals within society who

were excluded and marginalized.

In contemporary Turkish theatre, the representation of the “other” is no longer just an external difference, but is
also associated with concepts such as the individual’s inner world, identity search and existential loneliness. In the
post-1980s period, with the influence of postmodern movements, the “other” began to be addressed as a more

abstract concept, in dimensions such as gender, ethnic identity and class differences.

The representation of the other gains importance not only on the theatre stage, but also as a reflection of the social
structure and individual identity. Turkish Theatre has used the “other” as a means of criticism against the norms of
society and has become the voice of excluded groups through the “other”. In addition, this figure reveals the cont-

radictions and complexities in the modernization process of Turkish society.
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Abstract

Dario Fo’s theatre does not merely present a narrative on stage; it constructs a political arena that exposes power
structures and grotesquely transforms the language and image of authority. In his theatrical universe, tradition-
al narrative forms are dismantled, the seriousness of the serious is subverted, and the stage becomes a “count-
er-space” where systems of oppression are made visible. Fo’s aesthetic language resonates with Mihail Bakhtin’s
concept of the “carnivalesque”: a realm in which social hierarchies are suspended, bodily boundaries are stretched,
and masks, exaggerated gestures, and bodily distortions dominate. This carnivalesque space is not merely one of

parody; it operates as a field of freedom where questioning, resistance, and imagination circulate freely.

In Fo’s major plays—such as Accidental Death of an Anarchist, Can’t Pay? Won’t Pay!, and The Face of the Face-
less—the grotesque functions not merely as a stylistic choice but also as an ideological tool. Deformed characters,
distorted bodies, absurd spaces, and constantly shifting identities expose both the artificiality of social roles and
the discursive impositions of authority. In this sense, the grotesque is not merely in service of humor; it operates

as a strategy of destruction: it disrupts fixed meanings, distorts norms, and unsettles the audience’s perception.

Fo’s humor is far from simple entertainment or satire. It evokes not passive laughter but active interrogation, reshap-
ing how the audience positions itself. This transformation aims not only at individual awareness but at sparking a
collective leap in consciousness. Viewing the grotesque and carnivalesque through this lens allows for a deeper
understanding of the revolutionary potential of Fo’s theatre. His stage becomes not only a space of representation
but also one of resistance and opposition. This study explores how grotesque aesthetics and the carnivalesque

structure in Dario Fo’s theatre function as tools of political critique and resistance.
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Tiyatro sanatinin temel taslarindan biri olan senografi, bir sahne dekorasyonu olmanin 6tesinde mekanin duyusal
ve algisal derinligini sekillendiren bir disiplindir. Sahne tasarimindan ayrik bir kavram olarak Senografi, mekani bir
anlati unsuru olarak kullanmayi ve izleyicide gliclii duygusal tepkiler uyandirmayi amaglar. Senografi tiyatro sahne-
sinin 6tesine gegerek giinimuzde i¢ mimarlik ve mimarlik disiplinlerinde de etkili bir tasarim araci haline gelmistir.
Ozellikle son yillarda, konut ve kisisel alanlarin tasariminda dramatik atmosfer yaratimi, kullanicilarin mekansal de-

neyimini dénltstlirmek amaciyla yayginlasan bir yaklasim olarak dikkat cekmektedir.

Bu ¢alisma, dramatik atmosferlerin konut 6lceginde nasil yaratilabilecegini ve bunun bireyin psikolojik ve duygusal
deneyimine nasil katki sagladigini incelemektedir. Dramatik atmosferler; isik, renk, malzeme, hacim ve mekansal
kurgunun bilingli ve buttncul bir sekilde kullanimiyla siradan i¢ mekanlari sahneye dénustlrerek, mekanin dene-
yimsel boyutunu derinlestiren giiglii araglardir. Ozellikle kisisel alanlarda bu yaklagim, kullanicinin kimligi, anilari ve
duygusal ihtiyaglarinin bir yansimasi olarak dnemli bir tasarim stratejisi haline gelmektedir. Konutlarin sadece bir
barinma alani degil, ayni zamanda kisisel bir sahne ve aidiyet duygusunun pekistirildigi bir deneyim mekani olmasi

gerektigi vurgulanmaktadir.

Sonug olarak bu calisma, tiyatro sanatinin temel bilesenlerinden biri olan senografi kavramini i¢ mekan tasarimina
uyarlayarak, mekanin yalnizca islevsel degil; duyusal ve algisal boyutlariyla da nasil anlam kazandigini irdelemekte-
dir. Bu calisma mimari mekanlarin bireysel kimlik, duygusal gereksinim ve estetik talepleri karsilayan ¢ok katmanh
sahneler olarak yeniden ele alinmasi gerektigini 6ne siirmekte; dramatik atmosfer yaratiminin i¢ mekan deneyimini

zenginlestiren ve anlatim gliciinl pekistiren etkili bir ara¢ oldugunu vurgulamaktadir.

Anahtar Kelimeler

Senografi, ic Mimarlik, Tasarim, Mekan

221



i

SANATIN RITMI

IV. ULUSLARASI SANAT SEMPOZYUMU | 4™ INTERNATIONAL ART SYMPOSIUM

The Invisible Stage of Life: Dramatic Aesthetics
and Scenographic Space in Personal Environments

Ogr. Gor. Dr. (Lect. Dr.) Selim Cinisli
Atatlrk University Faculty of Fine Arts Performing Arts Department
ORCID: 0000-0002-0807-2231 E-Posta: selimcinisli@hotmail.com

Zehra Mete
Ataturk University Faculty of Architecture and Design, Department of Interior Architecture,

Undergraduate Program

ORCID: 0009-0007-4172-7192 E-Posta: zehraamete@icloud.com
Abstract

Scenography, one of the fundamental pillars of theatre art, is more than mere stage decoration; it is a discipline that
shapes the sensory and perceptual depth of space. As a concept distinct from stage design, scenography aims to
use space as a narrative element and to evoke strong emotional responses in the audience. Extending beyond the
theatre stage, scenography has increasingly become an influential design tool in the fields of interior architecture
and architecture today. In recent years, the creation of dramatic atmospheres in the design of residential and per-

sonal spaces has emerged as a growing approach aimed at transforming users’ spatial experiences.

This study examines how dramatic atmospheres can be created at the residential scale and explores their con-
tributions to the psychological and emotional experiences of individuals. Through the deliberate and integrated
use of light, color, material, volume, and spatial composition, dramatic atmospheres serve as powerful tools that
transform ordinary interiors into theatrical stages, enriching the experiential dimension of space. Especially in per-
sonal spaces, this approach becomes a significant design strategy that reflects the user’s identity, memories, and
emotional needs. It emphasizes that homes should not merely be shelters but also personal stages and spaces of
experience that reinforce a sense of belonging.

In conclusion, this study adapts the concept of scenography—one of the core components of theatre art—into inte-
rior space design, investigating how spaces gain meaning not only functionally but also through their sensory and
perceptual dimensions. It suggests that architectural spaces should be reconsidered as multi-layered stages that
respond to individual identity, emotional needs, and aesthetic demands, highlighting dramatic atmosphere creation

as an effective tool for enriching spatial experience and enhancing narrative strength.
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Tiyatro, tarih boyunca iktidarin kitleleri yénlendirme araci olarak islev gormustir. Antik Yunan Tragedyalarindan
modern dénem oyunlarina kadar sahne, yalnizca bir sanat alani degil, ayni zamanda toplumsal iktidarin mesrulas-
tirildigl ve zaman zaman sorgulandigi bir alandir. Bu ¢alisma, tiyatronun kitle yonetimi ve iktidar iliskisini nasil sekil-

lendirdigini analiz etmeyi amaclamaktadir.

“Kitle” kavrami, kisaca, kalabalik, yigin anlaminda kullanilir. Basit anlamiyla, Kitle: irklari, meslekleri, cinsiyetleri ve
kendilerini bir araya toplayan, rastgele bir bireyler toplulugunu ifade eder. Bununla birlikte Frankfurt Okulu'na gore
ise; kitle bir kalabalik ya da yigin degil; toplumsal Gretim iliskileri icinde maddi geliskiler yasayan, bu celiskiler araci-

hgiyla biling kazanabilecek bir toplumsal giigtir.

Aslinda “Kitle” kavrami 1760 yillarinda Sanayi Devrimi ile adi konulmus bir kavramdir. Bununla birlikte bu kavramin

gecmiste izlerini gdormekte ve toplumsal bir hareket olarak gézlemlemekteyiz.

Antik Yunan Tragedyalarinda “katharsis” kavrami, seyircinin duygusal arinma slreci Gzerinden toplumsal diizenin
yeniden Uretilmesine hizmet eder. Ornegin, devlet destekli Tragedya yarismalari ve gdsterimleri, politik mesajlari
estetik bir forma doénuUsturerek kitleleri yonetme araci olarak kullanilmistir. Benzer sekilde, Orta Cag’daki Dinsel

Temsiller ve Ronesans’taki Saray Tiyatrolari, iktidarin ideolojisini halka aktarmada bir arag gérevi Gstlenmistir.

Modern dénemde ise tiyatro, iktidarin yani sira direnisin de mekani haline gelmistir. Brecht’in epik tiyatrosu, seyir-
ciyi pasif bir alici olmaktan ¢ikarip elestirel disiinmeye tesvik ederek iktidarin kitle yénetim stratejilerini bozmayi
hedefler. Augusto Boal’in “Ezilenlerin Tiyatrosu” ise dogrudan seyirciyi eyleme gecirerek iktidar mekanizmalarini

tartismaya acar.

Sonug olarak, tiyatronun kitleleri yonlendirmedeki roltintin, iktidarin sanat Gzerindeki etkisiyle sekillendigi ve ayni

zamanda bu etkiye direnebilecek bir potansiyel tasidigi ortaya konulacaktir.
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Abstract

Throughout history, theater has functioned as a mechanism for power to direct masses. From Ancient Greek trag-
edies to contemporary plays, the stage has served not merely as an artistic domain but simultaneously as a space
where societal power is both legitimized and periodically challenged. This study aims to examine how theater shapes

the relationship between mass management and structures of power.

The concept of the “mass” fundamentally denotes a crowd or multitude. In its most basic sense, it refers to an arbi-
trary collection of individuals, irrespective of race, profession, gender, or the circumstantial factors that bring them
together. However, according to the Frankfurt School’s Marxist interpretation, the mass constitutes not simply a
crowd or aggregation, but rather a social force that experiences material contradictions within production relations

- a collective capable of developing consciousness through these contradictions.

While the formal conceptualization of “mass” emerged during the Industrial Revolution circa 1760, we can trace its

antecedents in earlier social movements.

In Ancient Greek tragedy, the concept of “catharsis” served to reproduce social order through the audience’s emo-
tional purification. State-sponsored tragic competitions and performances, for instance, were employed as instru-
ments of mass management, transforming political messages into aesthetic forms. Similarly, medieval religious

dramas and Renaissance court theaters functioned as vehicles for transmitting ideological power to the populace.

In the modern era, theater has evolved into both a space of power and resistance. Brecht’s epic theater sought
to subvert power’s mass management strategies by transforming spectators from passive recipients into critical
thinkers. Augusto Boal’s “Theatre of the Oppressed” directly engages audiences in action, facilitating critical exam-

ination of power mechanisms.

In conclusion, this study demonstrates that theater’s role in mass guidance is shaped by power’s influence over

artistic expression, while simultaneously containing the potential to resist such influence.
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isvicre stili grafik tasarimi, 1950’li yillarda ortaya ¢ikan ve minimalizm, islevsellik ve sistematik bir yaklasim ile ka-
rakterize edilen bir akimdir. Modern grafik tasarimin gelisiminde 6nemli bir dontim noktasi olmustur. Tipografi, grid
sistemi, minimalizm ve renk kullanimi gibi yenilikler, tasarimin genel estetigi ile modern grafik tasarimin temel pren-
siplerini sekillendirmistir. Bu akim, glinimuzde hala bircok tasarimciya ilham vermekte ve tasarim egitimi mufre-
datlarinda énemli bir yer tutmaktadir. isvicre grafik tasarimi, iletisim tasariminda uluslararasi bir dil olusturmus ve
tasarimin evriminde kalici bir etki birakmistir.

Niklaus Troxler, isvicre stili tipografik posterler geleneginden bir sanatcidir. Ancak, Troxler, tipografik tasarimi sa-
natin bir parcasi olarak goéren ve onu siradan bir iletisim araci olarak degil, estetik bir deneyim olarak yorumlayan
bir tasarimcidir. Baslangicta Troxler’in eserleri, isvicre stilinin 6zelliklerini tasirken, kariyerinin ilerleyen evrelerinde

oldukga buytk farkhhklar géstermektedir.

Tipografiyi sanatsal bir bicimde canlandiran ve deneysel bir yaklasimla yeniden yorumlayan Niklaus Troxler’in ti-
pografik yaklasimi, geleneksel grafik tasarim kurallarinin disina ¢ikarak 6zgtin ve yenilikgi bir deneyim sunmaktadir.
Deneysel tipografi, hareket, renk kullanimi ve sanatsal bir vizyon ile Troxler, sadece goérsel bir iletisim degil, ayni
zamanda estetik bir etkilesim alani yaratmaktadir. Tasarimlari, izleyicilere diistindtirtict ve etkileyici bir deneyim ya-
satma amacini giitmektedir. Bu yoni, onu hem cagdas grafik tasarimcilardan hem de isvicre stilinden ayiran dnemli
bir 6zelliktir. Bu inceleme Troxler’in tipografik poster tasarimlariyla sinirlandiriimistir.

Her iki yaklasim da grafik tasarimin evriminde 6nemli bir yere sahiptir fakat epik ve estetik bakis agilarinda belirgin
farkhliklar géstermektedir.

Galisma kapsaminda, isvicre stili grafik tasarimi ve Troxler’in eserlerinin tipografik dzellikleri arasindaki farka odak-
lanarak, her iki yaklasimin karakteristik unsurlari incelenmistir.
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Abstract

Swiss style graphic design is a movement that emerged in the 1950s and is characterized by minimalism, function-
ality and a systematic approach. It was an important turning point in the development of modern graphic design.
Innovations such as typography, grid system, minimalism and use of color shaped the general aesthetics of design
and the basic principles of modern graphic design. This movement still inspires many designers today and has an
important place in design education curricula. Swiss graphic design has created an international language in com-
munication design and has left a lasting impact on the evolution of design.

Niklaus Troxler is an artist from the tradition of Swiss style typographic posters. However, Troxler is a designer who
sees typographic design as part of art and interprets it as an aesthetic experience rather than an ordinary means
of communication. While Troxler’s works initially bear the characteristics of the Swiss style, they show quite sig-
nificant differences in the later stages of his career. By artistically reviving typography and reinterpreting it with an
experimental approach, Niklaus Troxler’s typographic approach offers an original and innovative experience by
going beyond traditional graphic design rules. With experimental typography, movement, use of color and an ar-
tistic vision, Troxler creates not only visual communication but also an aesthetic interaction area. His designs aim
to provide viewers with a thought-provoking and impressive experience. This aspect is an important feature that
distinguishes him from both contemporary graphic designers and the Swiss style. This review is limited to Troxler’s

typographic poster designs.

Both approaches have an important place in the evolution of graphic design, but they show significant differences

in their epic and aesthetic perspectives.

In the scope of the study, the characteristic elements of both approaches are examined by focusing on the differ-

ence between the typographic features of Swiss style graphic design and Troxler’s works.
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Ozet

Sanat, bireylerin kendilerini ifade etme bicimlerini, kilttrel normlari sorgulama yollarini ve farkli toplumsal katman-
lar arasinda etkilesim kurma imkanlarini yansitirken, ayni zamanda bu iliskilere karsilikli olarak sekil vermektedir. Bu
nedenle, sanat eserleri yalnizca bireysel duygulari veya duygusal tepkileri degil, ayni zamanda toplumsal durumlari,
tarihsel olaylari ve kilttrel degisimleri yansitan birer toplumsal bellek islevi gérmektedir. Sanat, dil, bicim, malzeme
ve ifade yoluyla insan deneyimini yorumlama araci olarak stirekli degisen ve gelisen bir nitelige sahiptir. Bu yontiyle,
toplumsal kimliklerin, kolektif hafizanin ve kilttrel mirasin yeniden insasinda da belirleyici bir rol tGstlenir. Bireyle-
rin ve gruplarin kimlikleri, sanat araciligiyla belirli bir baglamda ifade bulur. Ozellikle kiltiirel kimliklerin insasinda

sanatin dnemli bir rolG vardir.

Sanat egitimi, bireylerin kisisel gelisimini saglarken ayni zamanda toplumsal baglarin gliclenmesine, kulttrel kim-
ligin korunmasina ve toplumsal degisimin tesvik edilmesine blytk katkida bulunur. Bu nedenle sanat egitimi hem
bireysel hem de toplumsal diizeyde 6nemli bir arag olarak gérilmektedir. Sanat egitimi, bireylerin duygularini ifade
etmelerine ve duygusal zekalarini gelistirmelerine yardimci olur. Sanat yoluyla bireyler, hislerini anlamak ve baska-
larina iletmek konusunda daha yetkin hale gelir. Bireylerin ktlttrel cesitliligi anlamalarini ve takdir etmelerini saglar.
Bu, bireylerin kimliklerini kesfetmelerine ve toplumlarina karsi duyarlilik gelistirmelerine yardimci olur. Ayrica, sanat
egitimi, ktlttrel mirasin korunmasina ve gelecek nesillere aktarilmasina yardimci olur. Kilttrel kimligin gliclenmesi-
ne, geleneksel sanat formlarinin 6grenilmesi ve uygulanmasi ve kolektif hafiza olusturulmasina katki saglamaktadir.
Sanat egitimiyle, toplumun farkli kesimlerden gelen bireyler arasinda firsat esitligi saglanir. Bu baglamda, sanat, sos-
yal sinif, cinsiyet veya etnik kdken ayrimi olmaksizin herkesin erisebilecegi bir alan sunar. Sanat ve sanat egitimiyle,
toplumsal sorunlara elestirel bir bakis agisi kazandirilir. Bu, bireylerin toplumsal degisim igin diisiinmeleri ve katkida
bulunmalari agisindan 6nemlidir. Bu arastrima kapsaminda sanatin ve sanat egitiminin bireysel ve toplumsal katkisi

tartisilacaktir.
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Abstract

Art reflects the ways individuals express themselves, the ways they question cultural norms, and the opportunities
for interaction between different social layers, while at the same time mutually shaping these relationships. There-
fore, works of art serve as social memory, reflecting not only individual feelings or emotional reactions, but also
social situations, historical events, and cultural changes. Art has a constantly changing and evolving quality as a

means of interpreting human experience through language, form, material, and expression.

n this respect, it also plays a decisive role in the reconstruction of social identities, collective memory and cultur-
al heritage. The identities of individuals and groups find expression in a specific context through art. Art has an
important role in the construction of cultural identities in particular. While art education ensures the personal de-
velopment of individuals, it also contributes greatly to the strengthening of social ties, the preservation of cultural
identity and the promotion of social change. For this reason, art education is seen as an important tool both at the
individual and social level.

Art education helps individuals express their feelings and develop their emotional intelligence. Through art, individ-
uals become more competent in understanding and communicating their feelings to others. It enables individuals
to understand and appreciate cultural diversity. This helps individuals discover their identities and develop sensi-
tivity towards their society. In addition, art education helps preserve cultural heritage and pass it on to future gen-
erations. It contributes to the strengthening of cultural identity, learning and practicing traditional art forms, and
the creation of collective memory. With art education, equal opportunities are provided among individuals from

different segments of society.

In this context, art offers a field that everyone can access regardless of social class, gender or ethnicity. Art and art
education provide a critical perspective on social problems. This is important for individuals to think and contribute
to social change. Within the scope of this research, the individual and social contributions of art and art education

will be discussed.
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18 Haziran 2022’de Almanya’nin Kassel kentinde agilan Documenta Onbes, kiiratoryel yaklasimi, sergileme bigimi,
mekan kullanimi, kavramsal cercevesi ve yol agtigl sosyal-siyasal tartismalarla birlikte, periyodik sergilerin tarihine
damga vuran bir etkinlik olmustur. Bu ¢alismada, Endonezyal sanat kolektifi Ruangrupa’nin lumbung kavrami et-
rafinda sekillendirdigi katiimci modelin yenilikleri, sergi boyunca 6ne ¢ikan 6rnek uygulamalar ve bu yapinin karsi-

lastig elestiriler tartisiilmaktadir.
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Abstract

Opened on June 18, 2022, in Kassel, Germany, Documenta Fifteen became one of the most memorable periodic ex-
hibitions in recent history with its curatorial model, display strategies, use of space, conceptual framework, and the
socio-political debates it provoked. This paper discusses the innovations brought by the Indonesian art collective
Ruangrupa through the “lumbung” concept, highlights exemplary practices observed during the exhibition, and

evaluates the criticisms directed at this collective approach.
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Egitimde 6grenci ve 6gretmen arasinda kurulmasi hedeflenen saglikli iletisim, her egitim alaninda oldugu gibi oyun-
culuk egitiminde de blylk 6nem tasimaktadir. Genel olarak egitimde pedagojik agidan ailede babanin, okulda ise
ogretmenin rollne indirgenen geleneksel yontemlerin kullanildigi gérilmektedir. Geleneksel pedagojiye karsit go-
raste olan ve daha demokratik bir iliski hayal eden elestirel pedagoji yaklasiminda ise 6gretmen ile 6grenci arasinda
diyalog kurulmasi énceliklerden biri haline gelmistir. Elestirel pedagojide 6gretmen yalnizca 6greten degil, 6gren-
ciyle kurdugu diyalog araciligiyla kendisi de 6grenen birine dénlismustlr. Bu bakimdan performans galismalari ise,
toplumun baski mekanizmalarinin uygulandigi irk, sinifsal ayrim, cinsiyet gibi konularla 6gretmen ve 6grencinin
ylUzlesmesini saglayan elestirel pedagoji 6rnekleri olarak kullanilmaktadir. Performatif pedagoji, 6zellikle perfor-
mansa dayali egitim strecinde kendisine yer edinen ve performansi sosyolojik bir arastirma metodu haline getiren
bir alandir. Performatif pedagojide 6gretmen ve dgrenci, egitimin malzemesi olan materyaller Gizerine dlisiinmeye,
tartismaya ve birlikte onlari yeniden diizenlemeye tesvik edilmektedir. Bu calismada egitimde performatif pedagoji
yaklasimina deginilecek ve temel oyunculuk egitiminde uygulanma olasiliklari Gzerinde durulacaktir.
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Abstract

The healthy communication that is aimed to be established between the student and the teacher in education is of
great importance in acting education, as in every field of education. In general, it is seen that traditional methods
are used in education, which are reduced to the role of the father in the family and the teacher in the school from
a pedagogical perspective. In the critical pedagogy approach, which opposes traditional pedagogy and envisions
a more democratic relationship, establishing a dialogue between the teacher and the student has become one of
the priorities. In critical pedagogy, the teacher is not only a teacher, but also a learner through the dialogue he
establishes with the student. In this respect, performance studies are used as examples of critical pedagogy that
enable teachers and students to confront issues such as race, class distinction, and gender, where the oppressive
mechanisms of society are applied. Performative pedagogy is a field that has found a place for itself especially in
the performance-based education process and has transformed performance into a sociological research method.
In performative pedagogy, the teacher and the student are encouraged to think about, discuss, and reorganize the
materials that are the material of education together. In this study, the performative pedagogy approach in educa-
tion will be discussed and the possibilities of its application in basic acting education will be emphasized.
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Gorsel efektler (VFX), gercek diinyada mimkin olmayan ya da zorlu olan gorintilerin dijital ydntemlerle yaratil-
masidir. Sinemada, bu efektler sayesinde fantastik diinyalar, 6zel sahneler ve hayal glicline dayali 6geler izleyicilere
sunulur. Computer-Generated Imagery (CGl), hareket yakalama (motion capture) ve animasyon gibi teknikler kul-
lanilarak gorsel efektler, sinemanin anlatim gictni artirir ve izleyiciye daha etkileyici deneyimler yasatir. Bu calis-
ma, James Cameron’in yonetmenligini Gstlendigi Avatar (2009) ve Avatar: Su Yolu (2022) filmleri araciligiyla, gorsel
efektlerin teknolojik gelisimini ve sinemadaki déntstimini incelemektedir. 2009 yapimi Avatar, sinema diinyasinda
gorsel efektlerin, sinemanin dijital déntstimine dnclltk etmistir. CGI ve hareket yakalama teknolojilerinin birlesi-
miyle gercekgilik agisindan devrim yaratmis, sanal diinyalarla gercek diinyalar arasindaki sinirlari neredeyse ortadan
kaldirmistir. Sinemada gorsel efektlerin ¢igir agan bir dontim noktasidir. CGI ve hareket yakalama teknolojilerini
birlestirerek, gercekgilik anlaminda devrim yaratmis ve Pandora gezegeninin gorsel tasarimiyla sinema izleyicilerine
yenilik¢i bir deneyim sunmustur. Avatar: Su Yolu, su alti cekimleri icin 6zel olarak gelistirilen yeni hareket yakalama
teknikleri, fotorealistik CGl, gelismis render teknolojileri ve i1siklandirma sistemleri ile bu basariyi daha da ileriye ta-
simistir. Ozel hareket yakalama teknikleri, daha ileri diizeyde fotorealistik CGl ve gelismis 1siklandirma sistemleriyle
gorsel efektleri daha da ileriye tasimaktadir. Bu galisma, her iki filmin teknolojik yeniliklerinin, anlatima katkilarini,
sinematografik dilin evrimini ve sinema estetigi Gzerindeki etkilerini derinlemesine analiz etmektedir. Gorsel efektle-
rin sadece teknik bir arag olmanin &tesine gecip, izleyicilere duygusal bir deneyim sunan bir sanat formuna dénus-
thgunl tartismaktadir. Yani Avatar serisi, teknolojinin sanatsal bir ifade bicimi olarak sinema diline yaptigi katkilari

ve sektériin evrimindeki 6nemli rolGnil vurgulamaktadir.
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Abstract

Visual effects (VFX) are the creation of images through digital methods that would be impossible or challenging to
achieve in the real world. In cinema, these effects allow for the presentation of fantastical worlds, special scenes,
and elements based on imagination. Using techniques such as Computer-Generated Imagery (CGI), motion capture,
and animation, visual effects enhance the narrative power of cinema and offer audiences more immersive expe-
riences. This study examines the technological evolution and transformation of visual effects in cinema through
James Cameron’s films Avatar (2009) and Avatar: The Way of Water (2022). The 2009 film Avatar pioneered the
digital transformation of cinema through groundbreaking visual effects. By combining CGl and motion capture
technologies, it revolutionized realism, nearly erasing the boundaries between virtual and real worlds. It marked a
milestone in visual effects in cinema. Through its integration of CGl and motion capture, Avatar created a new level
of realism and offered viewers an innovative experience with the visual design of the planet Pandora. Avatar: The
Way of Water advanced this achievement further with newly developed motion capture techniques for underwater
filming, photorealistic CGl, advanced rendering technologies, and sophisticated lighting systems. These new mo-
tion capture methods, high-level photorealistic CGl, and enhanced lighting systems took visual effects to an even
higher level. This study provides an in-depth analysis of the technological innovations of both films, their contribu-
tions to narrative, the evolution of cinematographic language, and their impact on cinematic aesthetics. It argues
that visual effects have transcended their role as a mere technical tool and have evolved into an art form that offers
audiences an emotional experience. In this sense, the Avatar series highlights the contributions of technology as a

means of artistic expression in cinematic language and its significant role in the evolution of the film industry.
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