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Abstract

As anew art form of a new world that technology has changed and transformed, new media art and other forms of
creation associated with it have different stages of development in different countries. Questions such as the devel-
opment of this form in Turkish art, the visibility of the artists working in this field in the international art field, what
qualities the created works have and what stages they have passed through to capture the current digital identity
(aesthetics) have not yet been fully clarified in the literature. In this context, the research takes an important role
in filling the gap in the literature by chronologically addressing this change process in Turkish art and analyzing
the progress of new media art from past to present. In accordance with this purpose; first of all, the relationship
between modern art and contemporary art and the changing dimensions of cultural structure are examined. In this
context, new media arts and digitalized art creations, which exist as a new form of contemporary/contemporary art,
are included in the research through the development of the screen phenomenon and analyzed. In the continuation
of the research, the development of new media in Turkey, the pioneering steps taken in this context, the first exhibi-
tions, different creation mechanisms, collaborations in the formation process, alternatives for exhibition strategies
are analyzed. Then, the development of new media and the process of change in institutions and institutional struc-
tures are discussed in two different aspects in terms of the exhibition process of the work and the creation process,
and the collaborations of different disciplines in the creation process of digital art are examined with examples from
the world and Turkey. The research, in which the foundations of the change between contemporary and modern
art are analyzed through new media art and digitalized art creations, is a qualitative research using the relational
analysis method and the analyzed works are included in the research with purposeful element sampling.
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1. INTRODUCTION

The complex relationship between modern art
and contemporary art, their distinction and
sameness in essence, is too comprehensive a sub-
ject to fit into a short research article. Neverthe-
less, the phenomena underlying these complex
relationships are tried to be briefly defined in the
axis of the interactive structure of different pe-
riods by making a short orientation to the long
history of art that connects conceptual art with
new media art by transcending postmodernism
that started with modernism. In this context,
when we look at the different conceptions of art
and its structural qualities on the axis of histor-
ical progress, social development, and cultural
change, we can find countless sources on mod-
ern art -and even emphasizing the greatness of
modern art at every opportunity- while contem-
porary art has remained in its shadow. The rea-
son for this is that the concept of contemporary
art, both in terms of form and content, involves
processes that are too complex to fit into certain
molds, is based on an intellectual foundation,
and has a dynamic form. In contrast to post-
modernism’s return to modernist principles at
every opportunity, contemporary art has turned
its face towards the future - although, of course,
modernist principles have not been completely
rejected. The biggest reason for this change is so-
cial and technological developments. These de-
velopments have shifted the direction of change
in the field of culture to a different position than
in the past. While contemporary art, which con-
tinues to exist within the contemporary, contin-
ues the forms of creation of the previous period
such as conceptual expansions and installations
- just as capitalism has been replaced by digital
capitalism in the social dimension - at the same
time, great steps have been taken towards adopt-
ing the digital tools of the technological society,
and countless examples of media art that have
emerged by combining art with technology and
science have been presented as the creations of
the new century.

In this new cultural environment, as Susan Son-
tag describes in her book On Photography (1977),
“the world is overflowing with images and signs
in which the boundaries between medium and
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fact disappear”. According to Belting (2020: 261);
“in contemporary art, the reality of media invites
artists to reflect on a ready-made world of signs
and appearances, just as the reality of nature did
before”. Thus, nothing has changed in the ba-
sis of thinking, but the medium through which
thinking takes place has changed - just as the ba-
sic dynamics of capitalism have not changed, but
in the information society, it has taken on a new
form called digital capitalism. Whereas modern
art questions “nature as the surface of sensory
experience”, contemporary art does so by “ques-
tioning the technical mediums that produce a
peculiar informational reality between our gaze
and the world” (Belting, 2020: 261). Therefore, in
new media art, nature has been replaced by the
tools of technology. The world of facts has re-
placed images, virtual realities have increasingly
replaced physical reality, and individual culture
has been replaced by the mass and global. Ac-
cording to Zamliry, who defines technology as a
tool in this process, its introduction “changed the
functioning of the mind and intentions and pro-
voked creativity” (2012: 255). According to the
author, “each new tool has created new types
of images” and beyond that, “the image, which
was previously static, has become dynamic” and
“although each tool was created to solve a cer-
tain problem, it has given rise to many ideas and
genres that were previously unthinkable” (2012:
255). However, the components of the works
that constitute this new cultural form and the
audience-artwork interaction have also diverged
from the principles of modern art. The receiver,
who was in a passive position in the face of tradi-
tional art, has gradually moved to a dynamic and
dynamic-interactive dimension, and while the
reality around it is recreated, the change of this
reality is transferred to the control of the viewer.
When virtual reality replaces physical (real) real-
ity, all concepts and meanings defined concern-
ing art have lost their validity, and this new form
of contemporary art has reached a form that of-
fers countless possibilities at the same time.

1.1. Purpose and Scope

In this context, the research first focuses on the
foundations of this change. Then, it examines
the historical development of new media arts as
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a new form of contemporary art shaped within
contemporary art together with various institu-
tional developments, new strategies developed
by museums and galleries, exhibitions, festivals,
and events. The analysis aims to define the dia-
logue of this new art form, which has emerged
relatively recently, with the past by addressing
the developmental stages of new media art and
digital culture products that diversify in the con-
text of media from two different fronts in terms
of development in the world and development
in Turkey.

1.2. Method

The research, in which the foundations of the
change between contemporary and modern art
are analyzed through new media art and digi-
talized art creations, is a qualitative research
using the relational analysis method and the an-
alyzed works are included in the research with
purposeful element sampling.

1.3. Findings and Conclusion

As a result of the research; the emergence of in-
teractive installations of digitalized art - in terms
of the process of transforming the image into a
sign - is not only in the form of forming under-
standings of traditional art or the adaptation of
art forms to the present (network society); it can
be defined as an indicator of the change experi-
enced as a whole, from thinking practices to life
styles, from interaction environments to social
behaviors, from cultural demands to economic
accumulations.

2. MODERN AND CONTEMPORARY
ART

2.1. Fundamentals of Change that Distinguish
Contemporary Art from Modern Art

Just as there is no precise explanation of when
modernism gave way to postmodernism and this
process does not define an uninterrupted transi-
tion with definite boundaries and scope, change
in the field of art defines a process that devel-
ops under the influence of different dynamics,
where there are reversals but the steps forward
are always greater. While the cultural structure
of modern art lasted until the 1950s, a new cul-

tural form emerged after the 1960s, which some
writers and art historians call postmodernism
and others call contemporary art, but as men-
tioned, the interim periods between these dates
witnessed economic, social, political and social
changes that served as a bridge between the past
and the future and formed the historical back-
ground of change. However, as Belting notes,
“the epilogue written about an earlier paradigm
measures the present according to models for
which it cannot be adequate” (2020: 20). For this
reason, the culture of the current century, wheth-
er defined as postmodern or contemporary art,
is in a form that rejects all definitions, rejects all
definitions on the condition of accepting that it is
separate from modernism in terms of formal and
intellectual structure, changes rapidly due to its
dependence on technology, and will be replaced
by new formations just as rapidly. Therefore, it
would not be wrong to define contemporary art
as the end of postmodernism. Concerning this,
it can be concluded that structures such as con-
ceptual art, installation art, performance art, and
land art - contrary to popular belief - are not only
related to postmodern art but can also be defined
within the scope of contemporary art. Of course,
contemporary art points to the end of postmod-
ern art at a certain point, just like the long-term
debates on the end of modernism. As stated,
this change defines a process in which there are
flashbacks', in which old forms and conceptions
of shaping are tried again2 , in which ways of
seeing are relational, but it also brings up differ-
ent perspectives, the cooperation of different dis-
ciplines, and the mechanization of the creative
dynamics in the transformation of thought into
form - with the effect of communication technol-
ogies. The mechanization of art - the foundations
of which were laid in modernist culture with
constructivist forms - has led to technology be-
coming more and more the dependent variable
of creation, and developments in information
and communication technologies have mediat-
ed the emergence of new forms that diversify
under the umbrella of new media arts. Just as
modernism continues its existence by changing
its form within the postmodern culture, it can be
defined that postmodern culture has regained
visibility within the scope of new media arts that
exist under the umbrella of contemporary art as
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an extension of contemporary art. It is seen that
installation (installation art), which is an import-
ant tool of conceptual art, has transformed into a
digital installation form within the scope of new
media, and has gained an interdisciplinary qual-
ity that restructures the perception of time and
space and redesigns the dimensions of space.
Therefore, as stated, the elements that form the
basis of different paradigms or determine the
basic dynamics of these periods are recurring
in almost every period of history; however, of
course, they vary according to the needs and cre-
ation mechanisms of the era, the expectations of
the receiver (viewer) and the intellectual basis on
which the artist reduces reality.

The dialectic of contemporary-contemporary
art, which is articulated in the modernism-post-
modernism debate, makes it impossible to make
precise definitions and historical classifications
in this context, and the categorizations made go
no further than presenting an artificial analysis
of cultural structures that continue to exist and
undergo a transformation in a variable, dynamic
system. Instead, it seems more probable to define
that the elements that trigger the existence of art
over the centuries have remained the same, but
that some basic differentiations have emerged in
different periods and under the influence of dif-
ferent paradigmatic developments as the reality
of the external world has changed - these differ-
entiations can sometimes be evaluated negative-
ly, but mostly they have triggered imagination
and become a prerequisite for development. The
change in question refers to a differentiation in
the mechanisms of vision at the level of the artist,
a change in the perception of time and space at
the level of the work, collaboration with differ-
ent fields in the process of creation, and meta-
morphosis at the level of the viewer from a mere
receiver to a complementary position. The speed
of this metamorphosis has gradually increased
since the 1960s, and with the development of
information-communication technologies (infor-
mation), globalization (as a result of the network
society), and other phenomena related to the era,
this process has gone beyond acceleration in to-
day’s societies. Therefore, as Belting (2020: 282)
defines it, “culture has turned into a culture of
the past, which no longer represents the posi-
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tion reached in the intervening time, at the very
moment when a meaning is drawn from it”. Ac-
cording to Sonmez, who questions the attitude
of contemporary art in the face of the “present”
and emphasizes that each artist determines a po-
sition for himself by standing next to or against
the present; “every work of art has an aesthetic
value that will inevitably gain meaning with the
political, socio-economic and cultural codes of
its own time in the processes of production, in-
terpretation and dating” (2015: 406). Therefore,
while the created work is shaped within the val-
ue structure of its period, it is also shaped by the
conditions of the time (era) in which it was creat-
ed. This is what formally distinguishes modern-
ism and postmodernism, contemporary-current
art, contemporary art, and new media art.

In this context, the breaking point in the art that
began in the 1960s represents a reality shaped
in a new world transformed by technology. In
a social order where information increases rap-
idly, new information produced is circulated
globally through networks, computer-aided pro-
duction mechanisms emerge, and the interaction
and relationship between people are established
through screens, it was inevitable at some point
for art to change its dimension and for artists to
turn to software codes instead of brushes and
virtual reality instead of canvas. Therefore, par-
allel to the increasing speed of technology, art
has also turned towards digitalization, seeking
new ways of transforming thought and data into
a cultural form, and new media arts3 have be-
come the new cultural production of the age in
question. When computers became the means of
cultural production and new forms such as vir-
tual reality, digital installations, and projection
mapping were accepted as new art products of
“contemporary art” in the process that started
with video art and continued with multimedia,
the software took the place of traditional forms of
art such as painting, drawing and sculpture, and
a radical change occurred in all processes from
the creation process to the resulting product,
from the interaction with the audience to the col-
lectivization of the artist. The process of change
in question is not only a situation that can be de-
fined by the artist’s habituation to technology,
it is a much more comprehensive phenomenon.
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The change took place gradually with the influ-
ence of different fields, such as art productions
of different paradigms continuing their exis-
tence within each other, and this change brought
along many developments, from the emergence
of virtual galleries, different platforms, and on-
line biennials to the renewal of museums’ exhi-
bition spaces. According to Copper (2022); “The
emergence of platforms such as Artsy, Artspace,
and Paddle8 is one of the most important indica-
tors that audiences have become accustomed to
viewing artworks on screen”. Similarly, the fact
that museums and galleries are “building new
exhibition spaces suitable for digital art instal-
lations and projections” is one of the defining
elements of the point art has reached in today’s
reality. However, it is important to examine the
historical background of the emergence and de-
velopment of new media art before moving on
to the changing policies, institutions, and forma-
tive understandings of today’s art.

3. NEW MEDIA ART

3.1. A Historical Overview of the Screen Phe-
nomenon

As stated, new media art is one of the areas of
“contemporary” art that has emerged as a re-
sult of the reflection of economic, sociological,
and political changes in the social dimension on
the field of culture, the existence of which is no
longer questionable. Underlying these changes
is the labor-information relationship of the in-
formation society, which has replaced the la-
bor-capital duo of capitalism. Although the cur-
rent economic system in today’s societies is still
based on capitalism, it is a capitalism that has
changed its form and is a form of government
that is integrated with informationalism with
developments such as the development of in-
formation-communication technologies (ICT)4,
globalization, and the transition to a network
society. Manuel Castells (1996: 17) defines infor-
mation as “data that is organized, communicat-
ed, and transmitted”. With a similar approach,
Daniel Bell defines information in terms of com-
munication technologies as “data-data process-
ing” and states that it has replaced capital and
labor and become “the source of economic-so-
cial relations as well as the collection, access,

and processing of data” (1974: 22). Beniger’s
terms for this period such as “information rev-
olution, technological society, information econ-
omy, post-industrial society, the third industrial
revolution, neo-capitalism” contain important
messages about the intertwined technological
and economic structure of the information so-
ciety (1986: 4-5). Therefore, the explanations of
the change draw attention to the two main dis-
tinctions of the information society: the transfor-
mation of society by technology and a new economic
system.

While developments in the field of communi-
cation cause significant changes in the history
of society (the coexistence of capitalism-infor-
mationalism), the social and cultural structures
that emerge from the new social structure also
cause important directions on social systems -
this relationship cannot be separated from each
other and they both affect and are affected by
each other. In this context, the rise of computer
technologies and network society has led to the
emergence of new media, and this process has
paved the way for the digitalization of capital-
ism. Digital capitalism has restructured the life-
styles it inherited from its predecessors - such as
consumer culture and the culture industry - in
the virtual environment, and all areas from so-
cial life to cultural values, from economic poli-
cies to political and political systems have been
reorganized. Concerning this, the emergence
of new media and its development in different
fields has also come to the agenda as a result of
“social and economic needs” as Baslar puts it,
and “the changes experienced in the new media
era have brought about the structural change of
cultural products by digitizing them, and the ex-
pansion of consumption on a global scale by fa-
cilitating consumption” (2013: 781). The process
that followed led to the restructuring of culture
as well as social and economic systems, written
and oral culture was replaced by digital culture,
and this reshaped cultural structure was called
by different names such as “cyberculture (Levy,
2001), information culture (Manovich, 2001),
internet culture (Castell, 2005), virtual culture
(Jones, 1998)” (Medin, 2018: 145; Ulusoy, 2022:
164). Media systems, which had a national char-
acter in the early 1990s, have gained a transna-
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tional dimension since the early 2000s with the
development of network technologies and the
impact of globalization, and this change has
been directly reflected in the process of change
of cultural products in art. While the works pro-
duced until the 1990s formed the basis for the
relationship between media and art based solely
on the concept of the screen, gradually the pres-
ence of the screen between the viewer and the
work disappeared.

According to Manovich, who states that new me-
dia has two different branches in the context of
cultural and computer technologies, new media
(2001: 19) is defined as “media that directs the
existing media, in general, to transform it into
digital data interactively and enables produc-
tion, distribution and sharing through comput-
ers”. Therefore, the fact that cultural products
are produced through these media, meet with
their audiences in these media, circulate through
communication technologies, and are shared
with users through the tools of technology has
paved the way for digitalization in all processes
from the production process of the work of art
to the work created and its exhibition. However,
with the development of internet technologies,
computers have rapidly become “a gateway to
participate in an international environment of
artists, critics, collectors, and other art lovers”
(Tribe, 2006: 11; Erkayhan and Belgesay, 2014:
48). According to Tribe (2006: 11), while some
artists have used the medium as a mere sharing
space, others have approached the internet as a
unique medium, a new field of workS5.

As Erkayhan and Belgesay state, video art,
which emerged in the 1970s, “was a nexus point
in the transition to new media art. Just as the in-
ternet was a tool for new media artists, the por-
table camera was a similar tool for video artists”
(2014: 48). In this context, when it is accepted
that the first examples of new media emerged as
video art, it can be defined that Nam June Paik’s
video installations in the 1970s (the placement
of television screens in the gallery space and the
movement of the image -traditional painting-)
reconfigured the direction of cultural history.
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Figure 1. Nam June Paik, TV-Buddha, 1974, Stedelijk

Museum, Amsterdam

The artist’s TV-Buddha, which was first exhibit-
ed at the Stedelijk Museum, Amsterdam in 1974,
can be considered one of the first examples of
video art. In the installation, a Japanese Bud-
dha figurine was placed permanently in front
of a television screen designed in the shape of
an astronaut’s helmet, and while the camera
was filming the statue, it was the statue itself
that was reflected on the screen. In this way, a
mirror image is created, while at the same time
referring to the passive position of the viewer
in the face of technology. However, ironically,
although the work is one of the first examples
of new media art developed within the scope of
contemporary art, it also highlights the tradi-
tional viewer-artwork relationship of modernist
culture. While the image reflected on the screen
becomes indistinguishable from a painting in
any gallery, the medium through which the con-
tent is represented and presented differentiates
and keeps pace with the age. Therefore, it can be
defined that modernist principles are still pres-
ent in contemporary art.

However, Garry Hill’'s 1990 video installation
(Figure 2) differs from the works of other artists
in that it has a fragmentary structure in which
the image is divided into fragments instead of
being projected directly and each fragment is
transmitted to the viewer from a different screen
as unrelated. Here, Hill reflects the visual rep-
resentation of sixteen parts of his own body
with an arrangement of sixteen screens of dif-
ferent sizes. Therefore, the artist has disrupted
the existential structure of the human being as
a singular form, fragmented it for the viewer to
complete, and the viewer “has the unexpected
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opportunity to extract and release the idea of a
human existence from the totality of the image”
(Belting, 2020: 153). In this respect - in terms of
the viewer entering into a dialogue with his con-
sciousness and the consciousness of the work,
thus coming together with the artist at an in-
tellectual point, but analyzing the semiotic lan-
guage of the fragments in his perception dimen-
sion and reaching only his reality - Hill's work
can be defined as one of the first examples of in-
teractive designs of new media. Since the 1990s,
the development of information and communi-
cation technologies, the increasing involvement
of technology in art, and the production of vi-
sual representations of creation through com-
puters with the support of codes and databases
have led to the gradual development of digital
designs and the diversification of new media art
in many subcategories.

Figure 2. Garry Hill, Inasmuch As It Is Always Al-
ready Taking Place, Video Installation, 1990, Metro-

politan Art Museum, New York

Belting (2020) - citing video artists such as Garry

Hill and Bill Viola6; emphasizes the loss of text in
the video by stating that “as before, they place
themselves in the image with the body of a liv-
ing medium, as actors playing themselves, as if
they can and want to maintain a silent dialogue
with the viewer through art”. Here, the loss of
text corresponds to the universal language of

traditional art, whereas in the new art, there are
individualities and gaps. Therefore, “individual
consciousness is an ambiguous place of agree-
ment, and the calculated magic of the image of
the artist’s textless idea takes advantage of a
free space where meaning and meaninglessness
stand close to each other” (Belting, 2020: 145).
According to the author, the static (passive) po-
sition of the viewer in traditional art in front of
the work develops in the form of a silent dialog
and this is one of the basic foundations of the
existence of art. However, today, with the in-
troduction of the concept of the screen between
the viewer and the work, the balance of this
relationship has been disrupted and not only
the image viewed, the content of the work but
also the viewer’s reaction to the reflected image
has changed. This reaction is not only negative;
the fixed reaction (emotion) felt in the face of a
painting is replaced by the complementary ef-
fect felt in the face of a video. Therefore, in addi-
tion to the existing reality of the work, how the
receiver interprets reality has also gained im-
portance. For this reason, in the video art of the
1980s-90s, the artist’s effort to interact with the
viewer in a mechanized process and an empty
painting comes to the fore when the artist trans-
fers himself, fragments of his self-portrait or his
own body to the viewer on the screens.

Figure 3. Stan VanDerBeek, Movie Mural, 1968,
Dreamlands: Immersive Cinema and Art, 2017, Whit-

ney Museum, New York

In Stan VanDerBeek’s video installation Movie
Mural (Figure 3), created as early as 1968, differ-
ent images are projected onto multiple screens
through projections. While changing images and
sound in different temporalities enhance the cin-
ematic effect, a fragmented aesthetic is created,
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as in Garry Hill's work. In 2017, VanDerBeek’s
video installation at the Whitney Museum’s
Dreamlands exhibition, which brought together
various cinematic projects from the early 1900s
onwards, provides important evidence for ques-
tions such as the processes of digitization in
different fields, how technology is increasingly
adapted to art, and how creation reconfigures
the perception of time-space. According to Bal-
som (2017), the overall title of the exhibition is
“a condensation of associations bridging psy-
chic life, popular entertainment, commodity
capitalism, and public experience. It is precisely
this connection that makes the moving image
so fascinating as an art form”. But of course, the
fragmentation of a cinematic image and the im-
possibility of assembling each part - as in Hill’s
work - also means that the present reality of
the work must be perceived as something more
than an opportunity for play in the relationship
of experience with the viewer. Therefore, this
“thinking as something more” can be defined as
increasingly diversifying the forms of creation
of the formative understandings underlying
new media arts.

Figure 4. Museum of the Moving Image, Leeser Ar-

chitecture, Queens, New York

In the history of new media art, which began
with Nam June Paik’s video installations in the
1970s, it can be defined that the concept of the
screen has gradually grown under the influence
of technological developments or in parallel
with it, and one of the most important indica-
tors of development is embodied in the form of
watching this situation. As seen in Hill’s work,
screens diversified in the 1990s, became the fo-
cus of creation in different sizes, and the phe-
nomenon of the screen expanded as projections
gradually found areas of use in art and were in-
cluded in art. As of the early 2000s, these screens

108

first reached a size that covered one wall of the
gallery or space, then the projected image cov-
ered the entire space (the screen became the
space itself) in the new spaces created within
the scope of the new exhibition strategies of the
galleries, and finally, the screen (virtual reality)
replaced the real, physical space. In this context,
the Museum of the Moving Image, which was
established in 1988 in a former film production
studio in New York, has a contemporary ap-
pearance where digital art projections and in-
teractive installations are placed in all exhibition
areas, conference halls, and resting places. As
Cooper (2022) describes, the museum aims to
celebrate “the history and technology of the film
industry with a focus on modern and digital cul-
ture” in its different aspects. The sampled image
(Figure 4) shows one of these exhibition spaces,
and the screen is integrated into the space itself
(walls and ceiling). In this way, space expands
the viewer’s perception dimension by merging
with the temporal dimension reflected from the
screen, and the reality of the screen alone is re-
duced to geometric arrays that close on each oth-
er as the fourth dimension by merging with the
reality of the space. Therefore, it can be defined
that the linear perspective of the viewer-artwork
interaction of video art, which constitutes the
first phase of traditional art and new media art,
is replaced by multidimensional perspectives.

Figure 5. teamLab, Black Waves: Immersive Mass,
2020, Digital Installation, Continuous Loop, Sound:

Hideaki Takahashi

The transformation of the space itself and its

transformation into an element supporting the
presented reality (digital creation) has initiat-
ed a process in which the space has become the
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virtual reality itself since the first decade of the
2000s. Digital installations and digital data visu-
als, which were initially limited to a screen locat-
ed in the space, have gradually transformed into
larger-scale designs that include the space, the
data obtained by different sensors have carried
the work to an interactive dimension, and the
ability to create more complex algorithms with
the continuous development of technology has
enabled the creation of a more experimental and
freer creation environment. The digitalization of
the installation has also transformed the content
into a dynamic and fluid reality and an interac-
tive form. Digital art installations “offer new op-
portunities for viewers to actively participate in
the artwork. Artists and designers have the op-
portunity to play with the ‘real-virtual’ bound-
ary between the viewer or “user’ and the digital
dimension. Touch, physical participation, and
social interaction become essential qualities”
(Cooper, 2022). In this context, TeamLab, a de-
sign studio founded in Japan in 2001, realized
the digital installation Black Waves: Immersive
Mass (Figure 5), a digital installation realized in
2020 by TeamLab, a design studio founded in
2001 in Japan, transformed the waves of classi-
cal East Asian art into an installation that also
encompasses space. Based on the idea that “all
oceans and all waves in the world are intercon-
nected” and that “each wave is part of a larger
flow”, the installation offers an immersive expe-
rience with its constantly moving walls. There-
fore, the viewer entering the exhibition space
becomes part of this wave mass by integrating
with the work and “creates a single, uninter-
rupted existence” (TeamLab, 2020).

Figure 6. Ouchhh, Atlas Ocean Data/Immersive Ex-

perience, 2020, Bordeaux, France

The digital installation Atlas Ocean Data (Figure

6) realized in 2020 by the Turkey-based design
studio Ouchhh, which offers important indica-
tors of the approach of replacing the screen (vir-
tual reality) with the real, eliminates boundaries
by resizing the real space, and brings virtual
reality into a real-time experience. In the sam-
pled work of the team, which produces works
in different forms of new media such as “inter-
active new media platforms, kinetic sculptures,
immersive experiences, sound designs, and da-
ta-driven art installations”, the data obtained
from the Atlantic Ocean and the Bay of Biscay
and Bordeaux are translated into a visual lan-
guage with algorithms and different software
programs, becoming an attempt and an explo-
ration to raise awareness for the viewer to inte-
grate with the ocean and respond to its needs by
feeling it. Therefore, art, science, and technology
are integrated. However, the chosen location is
also of great importance in creating this effect;
the location of the installation in Les Bassins de
Lumieres, the world’s largest digital art center
located in the Bordeaux submarine base built by
the Germans during the Second World War, and
the completion of the data visual by reflecting
it in the water of the pool here can be defined
as allowing the boundaries of space to be com-
pletely erased and virtual reality to create a new
dimension in real reality (Ouchhh, 2020). In this
project, it is seen that the receiver is in a pas-
sive position in terms of the audience-artwork
relationship, but the dynamic form of the work
distinguishes the work from other digital instal-
lations sampled as an element that enables the
dialog between the two. Since the second decade
of the 2000s, with the increase in the possibilities
offered by technology, digital installations have
gradually developed, more comprehensive and
interactive designs have been produced, and
a new cultural form has emerged in which the
data obtained from different sensors constantly
changes the work while the viewer is moved to
an active position. These examples are discussed
in the following chapters, which address issues
such as the requirements of institutional struc-
tures for the development of new media and the
reorganization of exhibition spaces.
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3.2. The Modern-Contemporary Art Dilemma
in Turkey: The Development Process of New
Media

Compared to Western art, this process of change
in Turkey has taken place with relatively slow
steps and has not progressed as a natural con-
tinuity as in Western art. However, at certain
points and after a certain date, it is seen that
Turkish art followed the radical changes in Eu-
rope and America at its own pace. It is a reali-
ty that can be defined with a glance at history
that after a phase of modern art that developed
under the influence of Western art, postmodern
art emerged together with contemporary art in
Turkish societies and the art scene, conceptual
works were created for the first time relatively
recently, in the late 1950s-60s, and video works,
which form the basis of new media art, were not
seen in Turkish cultural history until the late
1970s. The most important of the institutional
structures that were influential in changing the
direction of art at this time was the State Acad-
emy of Fine Arts” (DGSA) Yeni Egilimler Sergileri
(New Trends Exhibitions) (1977-87), which were
important in terms of exhibiting and promoting
works produced within the scope of conceptu-
al art and being part of international develop-
ments. 2000 Yiima Dogru Sanatlar Sempozyu-
mu (The Arts Towards the Year 2000 Symposium)
(1977), which took place at the same time, was
among the important steps taken in the develop-
ment, support, and recognition of contemporary
art. While the first Istanbul Biennial took place in
1987, Sanat Tanumi Toplulugu (The Art Definition
Society), founded in 1978 by Siikrii Aysan, Serhat
Kiraz, Ahmet Oktem, and Ani Yamaner, came
into being. With the joint initiative of this group
and other artists who joined them, the Oncii Tiirk
Sanatindan Bir Kesit Sergileri (Pioneering A Section
of Turkish Art Exhibitions) (1984-1989) and the A.
B.C.D Sergileri (A.B.C.D. Exhibitions) (1989-1992)
became the most important representatives of
the path toward contemporary tendencies in
Turkish art. The MSU Painting and Sculpture
Museums Association, which was founded in
1979, organized important exhibitions sup-
porting the new generation and young artists.
Among the conceptual artists who participated
in these exhibitions were Cengiz Cekil, Alpaslan
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Baloglu, Ahmet Gezgin, Giilstin Karamustafa,
Fiisun Onur, Ergiil Ozkutan, Adem Yilmaz and
Ismail Saray (Madra, 2011: 9).

When this process is traced back to the emer-
gence of conceptual art and the first installa-
tions, the exhibition Kavramsal Bir Miras: Oncii
Yerlestirmeler (A Conceptual Legacy: Pioneering
Installations) exhibition in 2011 has a special
significance. The reason for this is that the ex-
hibition presents to the audience as a whole the
changing conceptions of formalization in the
field of cultural production in the 1960s-70s and
the accumulation that became evident in the
1980s. Consisting of the conceptual installations
produced by Canan Beykal, Serhat Kiraz, Ayse
Erkmen, Erdag Aksel, Ahmet Oktem, and Selim
Birsel during this period, the exhibition is not
only a retrospective archive but also an opportu-
nity to observe the changes that took place in the
period until 1995 - and thus until the emergence
of new media art.

Figure 7. Nil Yalter, Harem, 1979, Video-installation,
45.00 min, Motinternational Gallery

Looking at the history of new media art in Tur-
key, it can be defined that video art, the first
examples of which can be traced back to the
1950s in the West, began in Turkish art only in
the 1970s with the experiments of artists such
as Nil Yalter and Teoman Madra. New media
art, which has developed and turned into an
expression since the 1980s with the works of
pioneering artists around the world, the abun-
dance of exhibitions questioning technology,
and the integration of the possibilities offered
by computers into art in parallel with the de-
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velopment of technology at an ever-increasing
pace, developed in the early 2000s with a delay
of 20-30 years compared to the West, excluding
the cautious experiments whose first examples
were encountered in the late 1970s, and in the
first decade of the new century, new media
trends in Turkey have been able to catch up with
the developments in the world by showing a
rapid development (Ertan, 2015). According to
Erkayhan and Belgesay (2014: 50), the first ex-
amples of technology changing the production
environments of art were seen in Turkey in 1995
at the Concrete Visions exhibition organized by
the UN Contemporary Art Center as part of the
4th International Istanbul Biennial. The exhi-
bition featured names such as Teoman Madra,
Fatih Aydogdu, Onur Eroglu, Arye Wachsmuth,
Ergul Ozkutan, and Angela Melitopoulos6 , fol-
lowed by the XAMPLE exhibition held in 1996
under the direction of Beral Madra, was among
the pioneering exhibitions in the field of new art.
Since the 2000s, there have been many develop-
ments in direct proportion to the increasing in-
terest and knowledge(!) in new media art, and
in 2009 Santral Istanbul organized the exhibi-
tion Uncharted: User Frames in Media Arts exhi-
bition organized by Santral Istanbul in 20097 ,
Borusan Contemporary’s exhibitions featuring
new media works in 2010 and 2011, Lost Para-
dise exhibition held at Istanbul Modern in 2011
are important exhibitions that took place in this
context, while Akbank Sanat, Pera Museums ,
UN Contemporary Art Center, SALT are among
the other museums that provide institutional
support for the development of new media art
and play an active role in laying the foundations
of this change in this sense. In this process, gal-
leries have also had a significant impact on the
development of new media arts. Istanbul-based
galleries such as Pilevneli Project, CDA Project,
PG Art Gallery, American Hospital Gallery, Pi-
lot Gallery, and Sanatorium have played an im-
portant role in the spread of new media and the
adoption of digital arts in Turkey by featuring
the works of new media artists in their halls and
supporting young generation artists (Erkayhan
and Belgesay, 2014: 50-53).

In addition, Visual Communication Design de-
partments, which have been established in uni-

versities since the 1990s, have also played a ma-
jor role in the adoption of contemporary trends
in Turkey. The Visual Communication Design
(VCD) department at Bilgi University played a
pioneering role in this sense, and many artists
who are actively working on information and
communication technologies today have also
received their education here. Until 2011, Track
exhibitions took place regularly and, as Ertan
(2015) states, “raised widespread awareness of
digital technologies among young people”. The
most influential exhibition of the Track exhibi-
tions, which took place in 2005, was opened in
Linz as part of Ars Electronica, which was a ma-
jor development for the development of new me-
dia art at the university and cultural interaction
in this sense. In the 81st issue of Sanat Diinyamiz
(Our World of Art) magazine published in 2001,
Faruk Ulay’s article titled Tek Basina Ama Hep
Birlikte: Net.Art (Alone But All Together: Net.Art),
Melih Katikol’s Dondurulmus Konusma (Frozen
Speech) and Cem Gencer’s article Net-Art? What
is it? and these articles were the first academic
studies on new media and digitalization pro-
cesses in Turkey (Ertan, 2015: 3). In addition,
prominent researchers and academics in the
field include Ekmel Ertan, Basak Senova, Ali
Miharbi, Murat Germen, Beral Madra, Bager
Akbay, Ebru Yetiskin, Burak Arikan and Genco
Giilan, who have carried out important studies
on the theoretical foundations of new media and
played an important role in ensuring academic
development as well as practice (Kaprol, 2016).

Figure 8. Uncharted: User Frames in Media Arts,
2009, Santral Istanbul, Turkey

When the development process of new media
in Turkey is analyzed, the effects of festivals,
online exhibition platforms, and independent
initiatives, which have been increasing since

111




Tokdil

the early 2000s, on this process of change are
important. Among the prominent events in this
context, NOMAD, which was founded as an in-
dependent organization in 2002 and produced
works by exploring new possibilities of digital
art, organized Turkey’s first sound art festival
named Ctrl_alt_del in 2003. In 2003, the Web
Biennial, an international contemporary art ex-
hibition organized by the Istanbul Museum of
Contemporary Art on the World Wide Web (www)
and founded by Genco Giilan, was the first ex-
ample of a biennial organized online, bringing
together academics and artists working theoret-
ically on new media. Among the festivals that
pioneered the development of digital arts in
Turkey, the TECHNE Dijital Performans Platfor-
mu (Digital Performance Platform), organized by
Ekmel Ertan and Aylin Kalem in 2006, was an
important beginning consisting of exhibitions,
performances, seminars, and workshops. With
the support of researchers from different profes-
sions who participated in this festival, Beden Is-
lemsel Sanatlar Dernegi (The Body Operational Arts
Association (BIS) was founded in 2007 as the first
non-governmental organization working in the
field of new media, and its first event was Sanat
ve Teknoloji Festivali (the AMBER Art and Technol-
ogy Festival) in the same year. As Ertan, one of its
founders, describes it, AMBERFEST has been an
important breakthrough “in terms of providing
international visibility to the field of art, tech-
nology, and new media in Istanbul, contributing
to the dissemination of new media art in Turkey,
creating a network in Istanbul, and mobilizing
many new initiatives” (2015: 7). In addition, the
most important function of these festivals has
been to introduce local works and young artists
to the international art scene. The Intercult Play-
face exhibition10 organized by AmberPlatform at
the Museum Quarter in Vienna in 2011 and the
Miisterekler Zamanu: Tiirkiye'den Yeni Medya Sana-
t1 (Commons Time: New Media Art from Turkey)11,
as Erkayhan and Belgesay (2014: 53) describe it,
“for the first time, examples of new media art
from Turkey began to be mentioned on an in-
ternational platform”. Again in 2011, KURYE In-
ternational Video and Digital Arts Festival brought
together artists working in the field of new me-
dia and producing works in sub-categories such
as video and animation. Although the festival,
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which focused on the subject of games, did not
continue, its founders Irmak Arkman and Ceren
Arkman organized a media art platform called
PlugIn within Contemporary Istanbul, and this
initiative played an important role in the inter-
national recognition of new media production
in Turkey. Again in 2011, ISEA12, one of the old-
est and most influential festivals in the field of
new media, was brought to Istanbul by Sabanci
University and undertook an important task for
the development of international collaborations
and the spread of digital arts in Turkey (Erkay-
han and Belgesay, 2014: 33-34).

The 2015 video installation Crafted Logic (Figure
9) in the exhibition I Work Therefore I Am orga-
nized by AmberPlatform is an important indi-
cator to understand that the textual structure of
digital art does not lag behind its formal effect
and to define that video and screen phenomenon
still represent the digital structure of conceptual
works alongside interactive digital installations
in cultural production in the early 2000s. Fo-
cusing on work and labor, the exhibition show-
cased works shaped around topics such as how
the digitalization process has changed labor,
how the relationship between labor and capital
is shaped, society’s attitude towards its labor,
the role of digital technologies in the deepening
class divide, and the labor of robotic develop-
ments, and featured artists such as Ebru Kurbak
& Irene Posch, Bager Akbay, Serkan Demir, loa-
na Paun, Rafet Arslan, Onur Sénmez, Ellie Har-
rison and Sam Meech (Saha, 2015).

Figure 9. Ebru Kurbak & Irene Posch, Crafted Log-
ic, 2015, Laboro Ergo Sum-I Work Therefore I Am!,

Amber’15
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Under the influence of all these developments,
it is seen that new media art in Turkey proved
its existence in the international art market in
the second decade of the 2000s, and the exhibi-
tions opened not only used technology formally
but also transformed it into a tool as a result of
thought practices focusing on different themes.
In addition, X Media Art Museum, established
in Istanbul in 2022 in cooperation with DasDas,
is Turkey’s first digital art and new media mu-
seum, bringing together different forms of art
diversified by the combination of technology,
science, and art. The museum also hosts the NFT
Biennial, which will be held for the first time in
different countries in February 2023, and the
Immersive Exhibition to be opened within the
scope of the biennial13.

Since the 2010s, with the exhibitions, festivals,
and faculties that have been opened rapidly in
universities, providing an academic infrastruc-
ture education, it is seen that new media has
become more and more widespread in Turkey
and contemporary art as a new cultural form
has turned into a new means of expression. In
addition to this, with the development of inter-
national collaborations and dialogues in this
process, with technology providing artists with
new possibilities of creation, and with the grad-
ual development of technology-supported art,
galleries, and museums have reorganized their
exhibition spaces according to this new art form
and created new spaces. New media works in
Turkey have gradually expanded starting from
the phenomenon of the screen, as in the devel-
opment process in the world examined in the
previous title, and have turned into more com-
prehensive, interactive, and interactive creations
in parallel with technical and technological de-
velopments. In this process, some institutions,
organizations, art laboratories, or design agen-
cies (teams of computer programmers, engi-
neers, architects, designers, and curators) have
started to be established since the 2010s to meet
the requirements (software, design, equipment,
etc.) needed during the production phase of dig-
ital installations, interactive art, and interactive
media creations, and have started to sign major
projects on international platforms by providing
the necessary support to artists in Turkey, and

these structures/infrastructures are discussed in
detail in the following section.

Figure 10. Candas Sisman, From the “01” Exhibit,
2013, PG Art Gallery, Istanbul, Turkey

Before moving on to the production mecha-
nisms of institutional structures and design lab-
oratories, it is important to mention the individ-
ual initiatives and solo exhibitions of artists who
produce works in the field of new media in Tur-
key. In this context, Burak Arikan’s one-work
exhibition (2009) in which he visualized the net-
work systems he would later work on digitally,
Selcuk Artut’s exhibitions at the American Hos-
pital in 2010, Refik Anadol’s exhibition Siipheli
Miidahaleler (Suspicious Interventions) at Pilevneli
in 2012, Ali Miharbi’s exhibition at Pilot Gal-
lery in 2013, and Selguk Artut’s exhibition titled
Verisel Gergeklik (Data Reality) in 2014 were the
first individual steps taken towards new media
art in Turkey. In 2015, the exhibition opened at
Blok Art Space curated by Ebru Yetigkin is also
an important exhibition in terms of including
the works of many new artists in addition to the
artists mentioned before. Post Dijital Tarihceler:
1960Tarin ve 1970lerin Medya Sanatindan Kesitler
(Post Digital Histories: Sections from the Media Art
of the 1960s and 1970s), curated by Ekmel Ertan
and held at Akbank Sanat in 2014, offered a ret-
rospective look at the history of new media art,
which developed in Turkey with a 20-30 year
delay compared to the West (Ertan, 2015: 11).
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Figure 11. Refik Anadol, Serpenti Metamorphosis,
Milan, 2021

In this context, Refik Anadol, who completed
his education in the VCD department of Bilgi
University and became an internationally rec-
ognized artist by continuing his work on map-
ping and moving data visuals, should also be
mentioned. The reason for this is that the devel-
opment of new media in Turkey since the early
2000s can be observed only through Anadol’s
productions. As stated when evaluating the de-
velopments in this field in the world through the
screen phenomenon, technology was initially
adapted to art through multimedia designs. The
ongoing process has brought about the growth
of screens, the expansion of space, and finally
the elimination of the dimensions of physical
reality by virtual reality. Interactive designs
and interactive installations followed. Traces
of this continuity can also be found in Anadol’s
work. While new media was initially a tool, it
has gradually become a creation itself. In 2021,
his work Serpenti Metamorphosis exhibited in Mi-
lan (Figure 10) and his solo exhibition Machine
Memoirs at Pilevneli Gallery in the same year
are important digital art productions that can be
considered in this context.

However, there are also points of divergence
on the artist front in the creation process of
this “new” art in Turkey, in which digital con-
tents are transformed into mechanisms of cre-
ation. Some of the artists working in this field
use new technologies as a tool in the produc-
tion of artworks - these artists are the ones who
not only produce works with digital tools, but
also include the possibilities of technology as a
supporting element in their conceptual works,
and when the history of media arts in Turkey is
examined, it is seen that the first media-based
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creations were produced by these artists. On the
other hand, for a younger generation, technolo-
gy is treated as an end in itself and new media
is seen as the cause of all social, economic, and
cultural change, while these tools are glorified
and other creative mechanisms are left out of
the stream - which leads to the perception of
new media as a countercurrent. This is the most
important factor that leads to the division of
cultural production into contemporary art and
new media art. While the former is included in
the literature under contemporary art, the title
of new media art or artists is mostly attributed
to the latter. However, it is wrong to make this
distinction for defined reasons, and if a part of
contemporary art is accepted as a new media
tendency, as in the modern-postmodern dichot-
omy, it should be accepted from the beginning
that the contemporary continues to exist with-
in the contemporary. Therefore, when defining
the existence of this new cultural structure to-
day, it is important to accept the integration of
changing and developing technologies into art
and the mechanisms of creation, ways of seeing,
and the work that it changes - as in the cultural
accumulation of the past - as a continuation of
the process and perhaps the beginning of a new
paradigm.

4. CHANGING INSTITUTIONS AND
INSTITUTIONAL STRUCTURE

4.1. The Position of Art in This Change

Before moving on to the changing strategies of
institutions in exhibiting the diversifying cultur-
al forms within new media art, it is important
to examine the institutional developments that
have played a role in the development of new
media art. As Manovich (2001b) describes, al-
though the SIGGRAPH (Special Interest Group
on Computer Graphics and Interactive Tech-
niques) Conference in the US and the Ars Elec-
tronica Festival in Austria have been important
sources for artists working in this field since
the late 1970s, it is necessary to observe the late
1980s for new media to truly take shape cultur-
ally. In this context, it is seen that new media art
has started to be supported by many institutions
and institutional structures since the late 1980s.
The first steps taken in this sense were the es-
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tablishment of the ZKM-Center for Art and Me-
dia (Zentrum fir Kunst und Medientechnolo-
gie Karlsruhe) in Germany in 1989, the start of
the Frankfurt New Media Institute in 1990 and
the establishment of the ISEA (Inter-Society for
the Electronic Arts) in the Netherlands in 1990.
Again in 1990, the International Communication
Center Tokyo in Japan started activities related
to new media art, and in this context, Europe and
Japan stood out as the countries where the first
examples of new media studies were seen and
their theoretical foundations were laid. In addi-
tion, festivals such as ISEA, Ars Electronica, and
DEAF have become important gathering places
for artists working in the field of digital interac-
tive or digital installation, musicians focusing on
electronic music developed with computer tech-
nologies, media curators, and critics (Manovich,
2001b: 13). Conferences and workshops on the
cultural dimension of new media have also made
significant contributions to the development and
dissemination of new media art. In this context,
the American Academy of Arts and Science and the
Princeton Institute of Advanced Studies have car-
ried out important activities, new media collabo-
rations of important institutional structures such
as the Rockefeller Foundation and the Social
Science Research Council since the early 2000s
have been important steps in the expansion of
the field, and the MIT (Massachusetts Institute of
Technology Press) publishing house has contrib-
uted to the academic development of new media
with important publications. Since 1995, exhibi-
tions organized by major museums and galleries
such as the Walker Art Center, Whitney Museum
of Art, and New York and San Francisco Muse-
ums of Modern Art since the early 2000s have
been important in the spread of new media, as
well as the first examples of the transformation
of institutional structures (Erkayhan and Belge-
say, 2014: 52-53).

Figure 12. TeamLab, Borderless (Au-dela des limites),
2018, Grande Halle de La Villette, Paris

However, design laboratories, which emerged as
a result of the need for perspectives and exper-
tise from multiple perspectives in the produc-
tion process of new media art (digital art needs
coding education and experience), have started
to develop since the early 2000s, especially in Ja-
pan, followed by the emergence of many institu-
tional structures in Europe. In Turkey, these in-
stitutional structures, developed in partnership
with artists and theorists specialized in different
professions, began to be seen in the early 2010s.
Although there are many examples of these col-
laborations all over the world today, some de-
sign laboratories that are actively involved in the
art market have been sampled. Among these,
TeamLab, founded by Toshiyuki Inoko in Japan
in 2001, Studio ANF, founded by Andreas Nico-
las Fischer in Berlin in 2008, Onformative, found-
ed by Julia Laub and Cedric Kiefer in 2010, also
based in Berlin, KuflexLab, founded in Russia in
2011, and SpecterLab, founded in France in 2014
under the leadership of Marc Vidal, Jerome Ser-
ane and Philippe Granier, stand out.

TeamLab is an interdisciplinary team of artists,
programmers, engineers, animators, mathe-
maticians, architects, programmers, engineers,
animators, mathematicians, and architects who
create works at the intersection of art, science,
technology, and the natural world. The team,
which aims to examine the relationship between
human consciousness and nature on the axis of
technology and art, has produced works that
try to overcome the limits of perception about
the universe in the continuity of time, and has
opened extensive exhibitions in different coun-
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tries of the world and has won many awards.
The 2018 interactive digital art installation Bor-
derless (Figure 12) is an example of new media
art based on the idea that just as people can
move freely, communicate, and interact within
the physical reality in which they live, artworks
can also relate to people (receiver/viewer), move,
and reconstruct time.

Founded by designer and media artist Andreas
Nicolas Fischer, Studio ANF provides interna-
tional corporate support to new media artists
and brands in areas such as digital design, data
visualization, interactive installations, public
space installations, digital sculptures, animation,
and graphic design, transforming the combina-
tion of art and technology into creative experi-
ence environments. Onformative is another artist
collective and digital art/design studio found-
ed with a similar purpose. With projects in the
fields of interactive media installations, gener-
ative design, and dynamic visuals, data-driven
narratives, the team has a variable and unique
language and aims to push the boundary be-
tween art and technology more and more with
the collaborations they have developed. Specter-
Lab, based in France, is a technology company
that provides software requirements for the pro-
duction processes of artists and designers with
a similar approach. Founded by Marc Vidal, the
team consists of art director and motion designer
Jerome Serane, motion designer Philippe Grani-
er and Valeria Visus, who is responsible for the
production phase, and continues to work active-
ly on many projects in different fields of digital
art.

Kuflex Lab is a Russia-based design laboratory/
studio founded in 2011 that produces interac-
tive design and audiovisual works working with
video, sound, light, tracking technologies, and
generative graphics. In addition to producing its
designs, it has collaborated with many artists by
providing the necessary technological support,
and its works have been exhibited in different
countries around the world, including Turkey,
Israel, Greece, USA, China, the Philippines, etc.
In 2015, Quantum Space (Figure 13), an interactive
digital installation exhibited in Moscow, uses in-
terconnected projections, motion tracking cam-
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eras, and OpenFrameworks software to enable
the viewer to watch and control their reflection
through quantum physics. In the installation,
the gallery walls function as a digital mirror,
creating “not just a reflection, but a temporary
body of swirling light, neon geometry and parti-
cles” that is shaped by the viewer’s presence and
movement (Mufson, 2015).

Figure 13. KuflexLab, Igor Tatarnikov (Sodazot),
Quantum Space, 2015, M’ ARS Gallery, Moscow, In-

teractive Art Installation

In Turkey, Ouchhh design studio, founded in
2011 by Ferdi Alict and Eyliil Duranagag, is the
first design laboratory, whose works have been

exhibited in different countries and festivals and
have won many international awards. Similar-
ly, Illusionist, founded in the same year under
the leadership of Ahmet Giirbiiz, is among the
important steps taken in this sense and is an or-
ganization that provides the necessary support
to artists in important projects. In 2011, another
prominent design studio was NohLab, a partner-
ship between Candas Sisman and Deniz Kader.
Founded in 2014 by the VCD Department of Is-
tanbul Bilgi University, DECOL (Digital Experi-
ence Collective) and VOID, which started its ac-
tivities in the same year, are among the design
studios sampled within the scope of the research
and are structures that play an active role in the
development of new media in Turkey. In this
context, it is important to examine the works and
trends of these sampled digital art and design
studios in detail to observe the development of
new media art, a relatively late emerging field
in Turkey, in the international art scene. Ouch-
hh, Turkey’s first new media lab, aims to explore
“the intersection of multidimensional worlds as
a hybrid environment that redefines the future of
art,” according to their website. By bringing sci-
ence, technology, and art together in their work,
they have produced works and realized projects
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in different forms of new media such as “inter-
active new media platforms, kinetic sculptures,
immersive experiences, sound designs, and da-
ta-driven art installations” (Manifold, 2019). As
an award-winning digital art and design studio,
Illusionist works with an interdisciplinary team
of sound and image designers, coders, and cre-
ative writers, producing works and managing
large projects in many sub-categories of new me-
dia technologies such as video, animation, and
interactive digital installations.

Figure 14. Nohlab, Journey, 2019, Immersive
Experience, Atelier des Lumieres, Immersive Art

Festival, Paris

Founded by new media artists Candas Sisman
and Deniz Kader, NohLab is a digital art labora-
tory that focuses on producing and supporting

interdisciplinary experiences around the rela-
tionship between art, design, technology, and
science. While examining the position of tech-
nology in art and the limits of this relationship
within the new cultural structure, different di-
mensions of experience are revealed by bridg-
ing physical reality and digital reality. Journey
(Figure 13), which the team realized as part of
the Immersive Art Festival in Paris in 2019, offered
the audience an immersive visual and auditory
experience. The work told “the story of photons,
the primary element of light, from the moment
they approach the eye until the brain recon-
figures them into perceptible forms” and won
awards such as Grand Prix, Jury Special Prize,
and Best Sound Design Prize (NohLab, 2019).

Figure 15. ARKHE: A Digital Alchemy Experience,

DECOL, and Nohlab, 2019, Interactive Audiovisual

Installation, Contemporary Istanbul, Istanbul Con-
gress Center

DECOL was established as anew media arts man-
agement project under the VCD Department of
Bilgi University, focusing on digital production,
immersive experiences, virtual reality, augment-
ed reality, gaming technologies, and innovative
technologies, increasing collaboration between
artists, designers, brands, agencies, cultural and
art institutes on an international scale, as well
as providing support and solutions to artists in
the field of new media with its interdisciplinary
staff. Arkhe: A Digital Alchemy Experience interac-
tive digital art project (Figure 14), produced as
a result of the studio’s partnership with NohLab
in 2019, was presented to the audience at Con-
temporary Istanbul in 2019 and had an import-
ant value in observing the point reached by new
media art in Turkey. The design has structural
features consisting of special interactive software
(sensing stimuli such as touch and sound), a rear
projection system, a touch screen, plexiglass, and
mirrors. By relinquishing control over matter to
the viewer, it “attempts to bring digital and al-
chemy together, following Newton’s efforts to
unite alchemy and mechanics” and depicts “hu-
man control over nature through computer-ma-
chine interaction” (NohLab, 2019).

Founded in 2014, VOID is a design studio that
produces projects in the field of digital art such
as three-dimensional design, video mapping,
and interactive installations. Conceptualizing
thinking around technology, science, and phi-
losophy, the team emphasizes that “these disci-
plines are needed to perceive the present, predict
the future, and better understand ourselves”. In-
novation and developments are happening fast-
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er than the world can adapt, and as designers,
they provide different ways and perspectives to
experience this change by creating immersive ex-
perience environments that integrate sound and
graphics (Void, 2022).

5. CONCLUSION

Although the study started with the mod-
ern-postmodern debate and the examination of
the question marks on whether the “end of art”
has come or not - and for many art historians and
writers, even discussing this has become mean-
ingless - the problem of the “end of the end of
art” has started to be discussed now that cultur-
al products have undergone a great structural
change at the point reached in 21st-century soci-
eties. Although the direction of art has changed
rapidly with the development of technology
and an effort has been made to produce a new
meaning and field that would even exclude art
itself phenomenologically, it should not be for-
gotten that the change experienced is only for-
mal. The only difference between the artworks
of the past and the artworks of the past is that in
the dialog between the artist and the artwork, a
tool or medium that did not exist in the past has
been involved in the process. What should not
be forgotten at this point is that while art itself
continues to exist, the traditional narrative forms
of modern art have been replaced by the cultural
needs and social expectations of the new centu-
ry. Therefore, it can be said that it is not the end
of art, but the end of classifications defined ac-
cording to models developed by human beings.
Therefore, it can be stated that the terms modern
art, postmodern art, contemporary art, and con-
temporary art do not define conceptions of form
that are separated from each other by precise
criteria, but different paradigms that determine
its form or basic manifesto, but it should also be
taken into consideration that these paradigms
are not historical periods with definite bound-
aries and scope. Which direction will art take
in the future and where will the digitalization
process fit into this change? What arrangements
will museums and galleries have for interactive
exhibitions? How will technology shape art and
how will it change institutions? These are ques-
tions that are still waiting to be answered. The
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communication dimension of the new media
emerging in the interaction of science, art, and
technology (the constant change of technology)
makes it impossible to predict the status/future
of its cultural dimension (on the art front). In an
ever-changing and fluid reality, it is certain that
new art forms will emerge. However, only the
future will show to what extent these forms will
involve humans and to what extent they will be
dependent on artificial intelligence.

Notes

1 Yi1lmaz (2013: 519), who talks about an order in which
the changing structural qualities between modernism
and postmodernism are intertwined and reshaped
while defining the aforementioned metamorphosis
and sameness between different periods of art,
exemplifies his argument by stating that the synthetic
branch of cubism mediated the emergence of three-
dimensional forms such as installations in postmodern
culture. Similarly, abstract expressionism emphasized
the eclecticism of abstract art and expressionism,
while the suprematist square became the cube form
of minimalism. While Dada shows formed the basis of
performance arts within postmodern culture, earth art
became the starting point of ecological art within con-
temporary art. For detailed information, see Yilmaz,
M. (2013). Modernden Postmoderne Sanat (Modern to
Postmodern Art). Ankara: Utopya Publications.

2 Increasingly since the 1970s, forms of reproduction
such as appropriation/appropriation art and post-pro-
duction are important indicators that modern nar-
ratives have reappeared in postmodern culture and
have new meaning contents.

3 New media arts is a concept that generally defines
technology-based art creations such as video art, mul-
timedia art, internet art (net.art), digital art (digital
installation), interactive art, etc. The use of different
tools, the involvement of different production mech-
anisms, the purposefulness of different exhibition
areas, the emphasis on different elements such as au-
dience-oriented and artwork-oriented, the software
programs used, the data storages accessed, and so
on. technology-based creation, which changes with
factors such as these, differentiates within itself and
forms these art forms.

4 ICT-Information and Communication Technologies.

5 Mark Tribe also stated that Dadaist strategies are re-
appeared in new media, supporting the argument that
the conceptions of formalization defined above while
examining the modern-postmodern relationship con-
tinue to exist in different paradigms but have a new
character (2006: 8). Similarly, Erkayhan and Belgesay
associate the war waged by pop art and conceptual
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art movements against consumer culture and popu-
lar culture, and the replacement of objects with ideas
in this new understanding of formalization with the
software of new media artists, and exemplify the ten-
dency of art towards dematerialization (2014: 47).

6 Bill Viola’s 1992 double-channel video installation
Slowly Turning Narrative is one of the most important
works produced in this context and as a result of this
need. Similarly, Garry Hill's Inasmuch As It Is Always
Already Taking Place, 1990, and Richard Serra and Nan-
cy Holt’s Boomerang, 1974, are among the examples of
video art in which the artist uses himself within the
context of video.

7 Curated by Beral Madra and titled “Concrete Fore-
sights (Somut Ongériﬂer)”, this exhibition is also de-
scribed in some sources as the first exhibition of new
media art in Turkey.

8 The 2009 exhibition is recognized as the most com-
prehensive new media exhibition in Turkey. The exhi-
bition includes the Track exhibition of student works
from Bilgi University VCD Department and new
media works from the collection of ZKM (Center for
Art and Media/Germany). The importance of the ex-
hibition lies in the fact that many student works from
Turkey are exhibited side by side with international
works from the ZKM collection. Following this exhibi-
tion, the Pixelist festival consisting of workshops was
organized in collaboration with Helsinki-based Pix-
elAche at Santral Istanbul in the same year.

9 In 2010, the Japanese Media Arts Festival organized
at the Pera Museum played an important role in inter-
national interaction.

10 Artists from Turkey such as Nagehan Kurali, Os-
man Kog¢, Muharrem Yildirim, Ayta¢g Kanaci, Ahmet
Tiirkoglu, Murat Durusoy and Selin Ozgelik partici-
pated in the exhibition.

11 Among the artists whose works were exhibited
in the exhibition were Candas Sisman, Bager Akbay,
Sedef Aydogan, Mehmet Erkok, Ebru Kurbak, Onur
Sonmez, Selin Ozgelik, Nagehan Kurali, Sertag Oz-
tiirk, Ahmet Sertag Oztiirk and Ebru Kurbak.

12 The International Symposium on Electronic Art
(ISEA) was founded in 1990 by a group of academics
to host international events in the fields of art, technol-
ogy and science.

13 The exhibition was curated by Esra Ozkan and in-
cluded works by artists such as Ozan Atalan & Chong-
ha & Peter Le (as Antinomy), Didem Erbas, Erhan
Ozden, Hilal Ozdemir, Hamza Kirbas, Nergiz Yesil,
Meltem Sahin, Soliman Lopez.
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Ion Tuculescu’nun resimlerinde halk
kiultiarinin izleri

Traces of folk culture in Ion Tuculescu’ paintings
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Oz
II Diinya Savasi'nin toplumlarda yarattig1 travma, birgok alanda hasar olusturdugu gibi sanat diinyasinda da derin
izler birakmist1. Bu durum hem bat1 Avrupa hem de dogu Avrupa Romen resim sanatinda da yasanmustir.

Tarihsel olaylar sonucunda savas sonrast Romanya’daki yeni yonetim diizeni, Romen sanatg¢ilarmin diinyasin bo-
lerek calisma bigimini derinden etkilemistir. Bazi sanatgilar sosyalist gergekgilik akiminda yer alarak yeni devletin
siirdlirdiigli yonetim seklini benimserken bazi sanatcilar da semboller kullanarak farkli goriis sergilemislerdir.
Resim yapmaktan vazgecen bir kisim sanatginin yaninda hicbir politik goriis icermeden sanat tiretimini siirdii-
ren sanatcilar da olmustur. Bunlardan biri olan fon Tuculescu'nun (1910-1962) caligmalari ne sosyalist gercekgilik
akiminda yer almakta, ne de resimleri dénemin ideolojisine kars1 semboller icermektedir. Farkli alanlardan gelen
birikimlerle tip ve biyoloji fakiiltelerinden mezun olan sanat¢i, halk sanatindan beslenip yoresel ve kiiltiirel deger-
leri harmanlay1p, daha 6nce Romen resim sanatinda islenmemis kendine 6zgii yeni bir ifade dili olusturarak, halk
sanatinin elemanlarina plastik deger kazandirmistir. Boylece Tuculescu, Romen resim sanatinda 6rnegi az goriilen
bir sanat¢t olmay1 bagarmistir.

Bu arasgtirmanin amaci, halk sanatindan beslenen fon Tuculescu'nun sanatsal kazamimlariin hangi sartlarda ve
nasil olustugunu ortaya koymaktir. Ayrica bu calismada resimleri analiz edildikten sonra Romen resim sanatindaki
ozglin yeri de biyografik bilgilerle birlikte verilmektedir.
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Abstract

The trauma caused by World War II in societies left deep traces in the world of art as well as it caused damage in
several areas. This situation was experienced both in western European and eastern European art of painting.

As a result of the historical events, the new administrative order in the post-war Romania deeply affected the work
situation by dividing the world of Romanian artists. By assuming socialist realism trend, some artists acknowl-
edged the administrative form of the new state, and some artists displayed a different view through symbols.
Apart from some artists who gave up painting, there were also those who maintained artistic production without
disclosing any political views. Of these, Ton Tuculescu’s (1910-1962) works resided neither in the socialist realism
trend nor did they include any symbols that opposed the ideology. The artist, who graduated from medicine and
biology faculties with the accumulation coming from various fields, contributed plastic value to the elements of folk
culture by creating an authentic expression style that was not used in Romanian art of painting before by benefiting
from folk culture and blending local and cultural values. Thus, Tuculescu succeeded in becoming a distinctive artist
in Romanian art of painting.

The aim of this study is to reveal under what conditions and how fon Tuculescu, who benefited from folk culture,
formed his artistic achievements. In addition, after analysing the paintings, the study will present his authentic

stand in the Romanian art of painting through biographical information.

Keywords: Romanian Art Of Painting, Folk Culture, National Values, Style.

1. GIRIS

Her tilkenin kendine 6zgii kiiltiirii, o toplumun
degerlerini belirler. Ancak bilim ve teknolojinin
ilerlemesi, tarihsel ve politik olaylar, ekonomik
sartlar ve sanayilesme hareketinin sonucunda
sehirlerin gelismesi ile bir toplumun kiiltiirel de-
gerleri ve inanglar1 da degisime ugramaktadir.
Bundan her devirde bir¢ok toplumda sanatin
kaynaklarindan biri olan ve “kirsal gelenekten
dogan halk kiiltiirii” (Burke, 1995: 25) de etkilen-
mektedir.

‘Milli degerlere donme’, ‘halk kaynagina dénme’
veya ‘geleneksele donme’ diisiincesi, romantik
sanatcilar tarafindan da siirlerde iglenilmis bir
hareket olarak, Fransiz ihtilali sonucunda XVIII.
ylizyilin sonu ile XIX. yiizyilhn basinda Avru-
pa’da ulusal devletlerin kurulmalar: ile ortaya
cikan bir akimdir. (http://bmim.muzeulbucures-
tiului.ro/fisiere/23-Bucuresti-Materiale-de-Isto-
rie-si-Muzeografie-XXIII-2009_303.pdf)
Cetisli bu durumu 6zetlerken sdyle yazmaktadar:

Ismail

“Fransiz Ihtilali, sadece Fransa’da degil, biitiin
Avrupa’da ve hatta- zaman iginde- biitiin diin-
yada derin yankilar uyandirmis bir harekettir.
(...) Bir anlamda toplumlarin mevcut sosyal ya-
pilarmi alt {ist etmistir. Milletlesme olgusunun
bariz bir sekilde ortaya ¢ikmasi; dolayisiyla her
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toplumun kendi kimligi ve tarihine donmesi de
bu ortamda gerceklesmistir.” (Cetisli, 2015: 76)

Iki diinya savasi arasinda eser veren Romanyali
ressam ve sanat elestirmeni olan Olga Greceanu
(1890-1978) Ene, “Bir toplum, gelenekselligiyle
medeniyeti arasinda yer alir. Bir toplumun gele-
cegi, gegmisinin itibari ile olusmaktadir.” (Gre-
ceanu, Ene icinde, 2009: 317)

2. AVRUPA'DA HALK SANATINA
YONELIS

XX. yiizyilin baginda Avrupa’da yasanilan ta-
rihsel olaylar, yeni politik durumlar, bilimsel ve
toplumsal gelismeler, kiiltiirel anlamda birgok
degisime sebep olunca, milli degerlere déonme
diisiincesi yeniden giindeme gelmistir. Bu an-
lamda Avrupa sanat diinyasini da etkileyen bazi
sanatcilarin geleneksele ve halk sanatina yonel-
meleri, 18 Ocak 1919 yilinda I Diinya Savasi'nin
ardindan diizenlenen uluslararast Paris Baris
Konferansi’'nda imzalanan antlagsmalarin etkileri
sonucunda olmustur. Bu antlasmalara gore Av-
rupa haritasi yeniden bicimlendirilmistir. Boyle-
ce Peter Burke'nin de dedigi gibi “Genis bir alan-
da, halk kiiltiirtiniin kesfi, yabanci bir yonetim
altinda geleneksel kiiltiirlerini yasatmak igin 6r-
giitlii girisimler olarak ‘ulusalc1” hareketler icin-
de yer aliyordu.” (Burke, 1995: 27)



Journal of Arts, Volume / Cilt: 6 - Issue / Say1: 2 - Year /Y1l :2023

Halk sanatina yonelisin baska nedenlerden biri
de Endiistri Devrimi ile baslayan ve savas sonra-
st da devam eden koylerden sehre go¢ hareketi
sonucunda yoresel unsurlarin sehre girmesidir.
Ayrica donemin sanat merkezi olan Paris’te de-
ger bulan Afrika primitif sanat yapitlar1 ile Carl
Jung'un one stirdtigii arkaik-arketip goriisleri gibi
baska etkenler de vardi. Boylece sanat eserleri-
ne yansiyan halk kiiltiirline/sanatina yonelen
bu durum, yeni bir egilim olarak degerlendiril-
mektedir. Bunu sanatina en giizel yansitan, sa-
natcilardan biri de Paris’te yasamis yoreselden
evrensele yonelerek heykel sanatinda ulusal ve
uluslararasi bir yere sahip olan Romanyali hey-
keltiras Constantin Brancusi'dir. (Ozbay, 2021:
34) (Constantin Brancusi, 1876-1957 yillarin
arasinda yasamis ve Paris’te sanatsal hayatini
stirdiirmiis Romanya’da ve diinya miizelerinde
eserleri olan, tizerine kitaplar yazilmis ve arastir-
malar yapilmis Romanyalr heykeltirastir.)

Romanyali sanat tarihgisi ve felsefecisi olan
Erwin Kessler'e (1944-2021) gore ise, etnik kim-
lige dayal1 ulus devletlerin kurulmasi ile ulusal
nitelikli sanatin gelisimi arasinda yakin bir bag
vardir. (Kessler ve digerleri, 2007: 11) Dolayistyla
toplumlarin ortak nitelikleri ve kimlikleri, etnik
kaynaklara dayanmaktadir. Bu konuda calisma-
lar yapmuis bir¢ok sanatgi, sanat tarihgileri ve fel-
sefeciler bulunmaktadir. Ornegin, Italyan asilh
Fransiz sair, yazar ve sanat elestirmeni olan Gu-
illaume Apollinare (1880-1918), “edebi ifadeler,
etnik ve ulusal farkliliklardan dogar ve bu ¢esit-
lilik korunmalidir.” der. Benzer diisiince ile Ital-
yan ressam Carlo Carra (1881-1966) etno-estetik
teorileri yeniden giindeme getirir. 1920 yilinda
[talyan ressam Giorgio de Chirico da (1888-1978)
sanatta geleneksele donme fikrini savunmakta-
dir. Chirico, eski ustalarin 6gretileri ve prensiple-
ri uygulanarak pentiir uygulamasina doniilmesi
gerektigini diistinmektedir. Boylece “ulusal gele-
nege’ yonelme ¢alismalar1 sanatin her alaninda
goriilmeye baslanir. Gelenekselin de en yakin
kaynaginin halk sanati oldugu diistiniildiigiinde
yoreselligin yansimalar1 ve yankilar: bu diisiin-
ceyi benimseyen sanatgilarin ¢alismalarinda go-
riilecektir. (Kessler ve digerleri, 2007: 12)

Ismail Tunali da bir sanatq yetistigi, yasadig
cografi ve sosyal ortaminin etkileri altindadir,

Ozetle yerel olanla, 6zdestir. (Tunali, 1973: 6) di-
yerek bunu ifade etmektedir.

Kemal Iskender de yoresellik kavramini, “sanat-
¢inin iginde yasadig1 cografi ve toplumsal cevre-
den gelen etkiler ile 6zdeslesmesidir.” seklinde
aciklamaktadir. (iskender, 1983: 1757)

3. ROMEN RESIM SANATININ GELI-
SIMINDE HALK SANATINA YONEL-
ME

3. 1. Romen Resim Sanatinin Bi¢imlenme Sii-
reci

Pentiir anlaminda Romen resim sanati, XIX. yiiz-
yilin ikinci yarisindan sonra gelismeye baglar.
[lk ressamlar, Fransa’da akademizm ve empres-
yonizm egitimi almis olan ikona ve kiliselerdeki
fresk ustalaridir. Bu yiizden resim sanati, Bizans
sanatinin bir uzantisi olarak olusmus ve gelis-
mistir. XX. ylizyilin basindan itibaren yeni yeti-
sen ressamlar, Fransa ve Almanya’daki sanatsal
degisim ve gelismeleri takip ederek Romen re-
sim sanatina katki saglayan sanatcilardir.

Resim sanatma yon veren ilk 6nemli ressamlar-
dan biri olan Nicolae Grigorescu Fransa'da Bar-
bizon Okulu'nda sanat egitimini aldiktan sonra
artik kiliselerde fresk yapmaya degil, tuval {ize-
rinde yagli boya ¢alismasina baglamistir. Koy ve
koyliiniin hayatin1 konu edinen sanatgi, en iyi
bildigi yasadig1 ortami ve gevresini betimlemek-
tedir.

I Diinya Savas! sonrasindan II Diinya Savasi'na
kadar devam eden siire¢ (1918-1938), sanat {ire-
timi agisindan en verimli donemdir. Bu zaman
diliminde Avrupa’da sanat egitimi goren ve
avangart egilimler gosteren sanatgilarin para-
lelinde, Balgik (Balgik, Osmanl 1mparatorlu—
gu'nun Eflak, Bogdan ve Dobruca bolgelerinden
¢ekildikten sonra Karadeniz kiyisinda bulunan
ve Romanyanin topraklarma yeni katilan bir
bolgedir.) bolgesini kesfeden bazi ressamlar da
vardir. Bunlar, Fransiz empresyonist akimin
icinde yer almayan ama empresyonizm akimi-
nin Ozelliklerini tasiyan resimler iiretmislerdir.
Osmanli Imparatorlugu cekildikten sonra Balgik
bolgesinde kalan yoresel kiyafetleri giymis Os-
manlilarin/Tiirklerin Tatarlarin ¢evreleri ve giin-
lik yasamlarindan kareler, bu ressamlarin ilgi
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alarudir. (Ozbay, 2009)

Resim sanat1 bu akis iginde iken, II Diinya Savas1
sonrasi Romanya‘ya yerlesen yeni rejim, devletin
yonetiminde yeni bir ideoloji ortaya koymaktay-
di. Toplumda degisim yaratan ve her kesimi sar-
san bu yonetim sisteminin etkisi, bir¢ok alanda
hissedildigi gibi, sanat {iretimine de yansimaistir.
Ulkede geligen siyasi ortam, toplumsal sartlar,
kiilttirel ve ekonomik durum, sanatg¢ilarin farkl
inang ve goriis sahibi olmalarina sebep olmus-
tur. Romanyali sanat tarihgisi {oana Vlasiu'nun
yorumuna gore bu donem, “Romen sanatinin ta-
nimlanabilir gii¢ bir dénemi sayilir.” Bu donem,
II Diinya Savas: yillarmi ve on sene sonrasina
kadar bir siireci kapsamaktadir. Savasin hemen
sonrasinda bu yeni rejimin {ilkede kurdugu ha-
kimiyet sanatin yolunu da degistirmistir. Yazar,
bu dénemin “umutlarin kirildig1” bir dénem ola-
rak bilindigini vurgulamaktadir. Baz1 sanatgilar
dislanmis, bazilar1 da “naif bir heves” ile reji-
min yeni kurallarini benimsemis ve oportiiniz-
mi se¢mislerdir. (Kessler ve digerleri, 2007: 56)
Baska deyisle bu déonemde devletin stirdiirdiigii
politikanin ideolojisini benimseyen bazi sanat-
cilar, sosyalist gercekgilik akiminda yer alirken,
farkli gortiste olan sanatgilar, semboller kullana-
rak protesto edici mesajlarla eser verme egilimi
gostermiglerdir. Bir kisim ressamlar da resim
yapmaktan vazge¢mislerdir. Bazilar1 da politik
goriis sergilemeden sanat {iretimini stirdiirmiis-
lerdir. Boylece II Diinya Savas: sonrasi yaganmis
tarihsel ve siyasi olaylarin sonucunda Romen sa-
nat diinyasi boliinmiistiir. (Ozbay, 2009)

Bu siirecte sanatsal calismalarini siirdiiren Ion
Tuculescu, resimlerinde sadece hayata kars
duydugu felsefi bakigini yansitmisti. Sanatgi, ta-
rihsel olaylardan bagimsiz ve tarafsiz olarak halk
sanatindan beslenerek hem y&resel unsurlar: bir
ifade araci olarak kullanmis ve plastik sanatlara
tasimis hem de halk kiiltiiriinii giindeme getire-
rek yeniden yorumlamustir.

3.2. Romanya’da Halk Sanatina Yonelis

Halk kiiltiiriiniin 6nemi ve geleneksel degerlere
donme geregi, her toplumda bir¢ok sanatgi, sa-
nat tarihgisi ve felsefeci tarafindan dile getiril-
mistir. Ornegin Tiirk folklor arastirmaci ve halk
bilimci olan Erman Artun “Halk kaltiirti, kiiltir
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varliginin 6nemli bir boliimiinii olusturmakta-
dir.” der. Yazar, soyle devam etmektedir:

“Halk kiiltiirti, ylizyillarin deneyimlerinden sii-
ziilerek bicimlenmis, kusaktan kusaga aktarila-
rak giliniimiize gelmis bir degerler biitiintidiir.
Sozlii gelenekte yasatilan tiriinlerle beslenen
halk kiiltiiriiniin 6ziinde, bagh bulundugu kiil-
tiire ait ornek degerler ve ahlak anlayis1 vardir.
Halk kiiltiirii tirtinleri, toplumsal ve kiiltiirel bir-
lik olusturan ortak ve kiiltiirel 6zellikleri bulu-
nan topluluklarin tirtinleridir.” (Artur: 3)

Avrupa’da oldugu gibi Romanya’da da XIX. ytiz-
yildan beri sanatta geleneksele yonelme goriil-
mektedir. 1867 yilinda Romanyali egitim bakani
Alexandru Toan Odobescu diizenledigi ‘Paris’te
Evrensel Sergi’ (sergi resim sergisi degildir; halk
sanatinin ¢alismalar1 sergileniyordu) adli etkin-
lik i¢in, “Romen toplumunun halk sanatindaki
calismalarinda Roma Imparatorlugu’nun Bizans
Hristiyan Ortodoks Latin koklerinin izlerini ta-
simaktadir” diyerek bunu vurgular. 1889 ve
1900 yillar1 arasinda da yine Avrupa’da agilan
baz1 sergilerde Romen toplumundan izler tasi-
maktaydi. (http://bmim.muzeulbucurestiului.ro/
fisiere/23-Bucuresti-Materiale-de-Istorie-si-Mu-
zeografie-XXIII-2009_303.pdf) XX. yiizyilin ba-
sinda ise Avrupa haritasinin yeniden bigimlen-
dirilmesi sonucunda, halk kiiltiirii entelektiieller
arasinda onem kazanarak yeni bir tartisma ko-
nusu olmustur. Onlara gore bir toplumun gergek
kimligi, yoresel kaynaklarda bulunur ve bu kay-
naklarla ortaya cikarilir. (Kessler, 2007: 56-70)
Boylece filozof, yazar, etnograf, entelektiiel ve bi-
lim adamlar1 bu yonde ¢alismalarini siirdiirme-
ye baslamislardir. Once etnologlar halk masal,
efsane ve siirlerini antolojilerde toplamislardi.
Tarihgi ve sanat elestirmeni olan Georghe Opres-
cu (1881-1969) 1922 yilinda, “Romenlerde Halk
Sanat1” adli calismasini ulusal sanat tislubu tize-
rine yazmigtir. Filozof, sair ve yazar Lucian Bla-
ga (1895-1961), 1923 yilinda Constantin Brancusi
i¢in “Bizans primitif ulusal niteliginin temsilcisi-
dir.” der. (Kessler, 2007: 12) Yazar, halk kiiltiirii-
niin edebiyat ve siir sanatina yansimast igin ¢alis-
malar yapmustir. 1936 yilinda sosyolog Dimitrie
Gusti (1880-1955), Biikres'te Koy Miizesi'ni kur-
mustur. Sosyolog, estetik¢i ve filozof olan Mircea
Aurel Vulcanescu (1904-1952) yazilarinda “geng
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nesillerin kdye donmesi” fikrini savunmustur.
(Greceanu, Ene iginde: 307-318) Francisc Sirato
(1877-1953), Nicolae Tonitza (1886-1940), Olga
Greceanu (1890-1978), Camil Ressu (1880-1962),
Stefan Dimitrescu (1886-1933) ve Sabin Popp
(1896-1928) gibi bir¢cok ressam ve sanat elestir-
meni, “memleketin sanatsal ge¢misini yansitan”
bir sanat olusturma ¢abalarindaydilar. (Ene: 307-
318) Camil Ressu sanatta “halk sanatinin semasi-
nin uygulanilmas1” (Halk sanatinin semasi, halk
sanatinda kullanilan elemanlar1 kompoze eden
sema anlamindadir.) ifadesini kullanmaktadir.
(Kessler ve digerleri, 2007: 8) Anlasildig1 gibi sa-
dece felsefeciler ve yazarlar degil, sanatcilar da
resim sanatin etkileyen halk sanatinin 6zellikle-
rini bulmaya ve bunlar1 yazilarinda ifade ederek
acgiklamaya calistyorlard.

Boylece 1918 yilinda gerceklesen Biiyiik Roman-
ya'nin kurulusunun 6ncesi ve sonrasinda da Ef-
lak, Bogdan, Transilvanya ve Dobroca gibi ayr1
bolgelerde ve farkli yonetimlerin altinda yasa-
yan Latin kdkenli Romen toplumunu yiizyillar-
ca biitiinlegtiren ortak 6zelligin, Bizans Ortodoks
inanct oldugu belirtilmistir/yazilmistir. Bu konu
tizerinde derin arastirmalar yapan Olga Grecea-
nu’ya gore “Bizans sanatinin Romen sanatin1 her
alanda etkilemesi, dogal bir fenomen olmas1”
Bizans sanatmin Ortodoks dininin bir uzantis
oldugu icindir. Boylece Orta Cag'da gelisen Ro-
men halk sanatinin beslendigi 6nemli koklerden
birinin Bizans sanati oldugu kanitlanmsti. (Gre-
ceanu: 4)

“Ulusal Kimligin Imaji” kitabin1 yazan Lauren-
tiu Vlad’a gore de toplumun inanci, halk sana-
tinin temelidir. Bu inan¢ ve “canli kok” olarak
sayilan halk kiiltiirii, ulusal niteliklerin/6zgiin-
liigiin kaynagini olusturmustur. (Vlad, 2001: 40)
Romen toplumunu birlestiren ve biitiinliigtinii
saglayan Bizans kokenli inancin olmas1 ve Bii-
ylik Romanya’nin kurulusunun ardindan, halk
kiiltiirtiniin dinle birlikte, yasayan bir kok olarak
ulusal temel alinmasi fikri, baska sanat tarih¢i ve
elestirmeler tarafindan da iizerinde aragtirma ve
calisma konusu olmustur. (Kessler ve digerleri,
2007: 56-60)

Olga Greceanu, “Asirlar, Romen sanatinin karak-
terini belirlemistir.” der. Bagka deyisle zamanla
sanatsal ifade bicimlenmistir. Yazara gore halk

sanati kokenli plastik sanatin dili/ifade bigimi
“sematik ve soyuttur.” Halk sanatindan gelen
“smirll” sayilan sema ve soyut-geometrik form-
larla bir sanatg1, sonsuz varyasyonlar olusturabi-
lir. Yazar bicimsel agidan “asirlar boyunca 6ziinii
koruyan, bu 6zelligini degistirmeyen halk sanat1
ile egitimle kazanilmis plastik/giizel sanatlar ara-
sinda fark yoktur.” (Greceanu: 307-315) diye ya-
zarak hem Romen halk sanatinin hem de plastik/
giizel sanatlarin temel 6zelligini vurgulamisgtir.

4. ION TUCULESCU'NUN SANATIN-
DAKi DONEMLER VE HALK SANATI

1910 dogumlu olan fon Tuculescu, otodidakt
(0z 0grenimli) olmasina ragmen Romen resim
sanatindaki 6zgiin sanatcilardan biridir. Tlk re-
sim ¢alismalarini Devlet Carol I Koleji'nde iken
yapmustir. 1925 ve 1926 yillar1 arasinda karma
sergilere katilir. Resme ilgi gosteren sanatgi,
1928 yilinda Doga Bilimlerin Fakiiltesi’'nde biyo-
loji okumaya karar verir. Bu egitiminin yani sira
yine ayni yillarda (1929-1939) Tip Fakiiltesi'nde-
ki egitimini de siirdiiriir. Burada kazandig1 bilgi-
ler daha sonra sanatsal iiretimini etkileyecektir.
16 yasindayken vazgectigi resme on sene kadar
ara verdikten sonra 1935’te tekrar doner ve 25
yasindayken yeniden resim calismalarina bas-
lar. (Comarnescu, 1974: 6) 1938 yilindan itibaren
kisisel sergiler agmasina (Kessler ve digerleri,
2007: 58) ragmen II Diinya Savas: sirasinda dok-
torluk gorevini de siirdiirdiigli i¢cin bu donemi
sanatsal agidan ¢ok verimli bir donem degildir.
1950 yillarinda 10 sene kadar yonetim ytiziinden
sergilere katilmay1 reddeder.

Bir sanat¢inin bulundugu ortam, {iretimini etki-
liyorsa, fon Tuculescu'nun hayatinda da sana-
tina yon veren belirleyici anlar vardir. Bir giin
sanatg1, Biikres’te bir parktan gegerken, yosunla
kaplanmis bir duvar goriir. Bu olayr1 Romanyali
edebiyatci, sanat elestirmeni ve ¢evirmeni Petru
Comarnescu (COMARNESCU, Petru, 1905-1970
yillarin arasinda yasamis Romanyali edebiyat ve
sanat tarihgisidir.) Bir yazisinda soyle anlatmak-
tadir: “Ion Tuculescu, yosunu iki bakis agisi ile
incelemistir.” (Comarnescu, 1974: 6) Bir bakis
agis1 “bir bilim insaninin gozii”, diger bakis agist
da ressamin segiciligiyle olusan algidir.

Gordiigli bu bitki sanatginin ilgisini cektikten
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sonra bunu ifsa etmek icin bir duvar:1 boyama-
ya karar verir. Bitkinin ekolojisine, tizerindeki
15181n ve 1smin etkisine, bu sekilde doganin ha-
yat giicliniin gizemine yaklasip ¢ozmeye calisir.
(Comarnescu, 1974: 6) Belki de bu olay, zaten
yetistigi halk sanatini taniyan, doga icinde bii-
ylimiis, tistelik mikrobiyoloji egitimini de almig
olan sanatcry1 derinden etkilemis bitkileri yo-
rumlayarak betimlemeye karar vermistir.

Tuculescu 52 yasina kadar {iirettigi resim calis-
malar1 biitlinciil bir {islup olmasina ragmen,
donemsel farkliliklar gostermektedirler. Romen
sanat elestirmenleri kronolojik olarak onun eser-
lerini zaman dilimlerine ayirarak otodidaktik
egitim donemi, disavurumcu donem, folklorik
doénem ve totem donemi olarak adlandirmislar-
dir. Son iki dénemde resimlerinde halk sanatin-
dan semboller kullanarak anlamlarla yiiklii bir
diinyay1 betimlemistir.

4. 1. Otodidaktik D6nemi

Sanat tarihgilerinin adlandirdiklar1 periyot, oto-
didaktik donemi, 1924-1926 yillar1 arasinda yer
almaktadir. Bu siirecte fTon Tuculescu'nun sana-
tin1 inceledigimizde yapitlarinda 6grenme aga-
masinda oldugu igin {islup farkliliklar1 goster-
mektedir.

Sekil 1. Aktris Aura Fotino

Kaynakga: https://g1b2i3.wordpress.com/alexandru-ci-
ucurencu-pictor-roman/ion—tuculescu-l9-mai-1910-27—iu-
lie-1962-pictor-roman/
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Sekil 2. Babanin Kiz1

Kaynakga: https://g1b2i3.wordpress.com/alexandru-ciu-
curencu-pictor-roman/ion-tuculescu-19-mai-1910-27-iu-
lie-1962-pictor-roman/

Sekil 3. Beyaz Cigekler

Kaynakga: https://g1b2i3.wordpress.com/alexandru-ciu-
curencu-pictor-roman/ion-tuculescu-19-mai-1910-27-iu-
lie-1962-pictor-roman/

Sanatgi, Aktris Aura Fotino'nin portresinde,
(sekil 1) ayn1 donemde yaptig1 bir¢ok portrede
oldugu gibi, akademik bir egilim gostererek sa-
dece figiirtin fiziksel gergegini tuvale aktarma
ile ilgilenmektedir. Daha sonra gerceklestirdigi
diger yapitlarinda, ornegin Babanin Kizi (sekil
2) ve Beyaz Cigekler (sekil 3) adli resimlerinde
sanatgl, yontem olarak firca darbeleri/tuslar
ile bicimin hacmine gore planlar1 takip ederek
acik-koyu degerleri siirmeyi ve teknik anlamda
yogun boya kullanmay1 denemistir. Daha sonra-
lar1 bu tavirlarindan uzaklasarak, daha ekspresif
bir uygulama yontemine gegis yapmustir.

4.2. Disavurumcu/Ekspresif Donemi

Tuculescu, iki diinya savasi arasindaki donemde
Romen resim sanatinda hala devam eden klasi-
sizmi ve empresyonizmi “reddeder”. Bu dénem-
de devam eden empresyonizm egilimini, sanat


https://g1b2i3.wordpress.com/alexandru-ciucurencu-pictor-roman/ion-tuculescu-19-mai-1910-27-iulie-1962-pictor-roman/
https://g1b2i3.wordpress.com/alexandru-ciucurencu-pictor-roman/ion-tuculescu-19-mai-1910-27-iulie-1962-pictor-roman/
https://g1b2i3.wordpress.com/alexandru-ciucurencu-pictor-roman/ion-tuculescu-19-mai-1910-27-iulie-1962-pictor-roman/
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elestirmeni olan Ioana Vlasiu, “empresyonizm
sonrasi empresyonizm” olarak adlandirmak-
tadir. Benzer bir seklinde 1940 yillardan sonra
devam eden ekspresyonizmi de “ekspresyonizm
sonrasi ekspresyonizm” olarak degerlendir-
mektedir. (Kessler ve digerleri, 2007: 56) Biitiin
bunlara ragmen 1935-1947 yillarin arasinda sa-
natginin {irettigi yapitlari sanat tarihgiler ve eles-
tirmenler tarafindan ekspresif donemi olarak
tanimlanmugtir.

Ekspresyonizm, I. Diinya Savasi oncesi Alman-
ya'da dogan ve Avrupa’ya yayilarak gelismeye
baslayan bir akimdir. Romen resim sanatinda
az rastlanan bir egilim olan ekspresyonizm igin
foana Vasiu, “Romen sanati ekspresyonizm-
den uzaktir.” diye defalarca yazmustir. Yazar,
ekspresyonist tavri, Romen toplumun yapisina
aykir1 bir durum olarak degerlendirmektedir.
Ancak Tuculescu biraktig1 sanat eserlerinde, bu
yarginin gegerli olmadigini ispatlamigtir. (Kess-
ler ve digerleri, 2007: 57)

Disavurumcu/ekspresif bir tutum, Tucules-
cu’nun sanatinda hayatinin sonuna kadar devam
edecektir. Sanat elestirmenleri onun eserlerini
farkli isimler vererek donemlere ayirsalar da bu
ekspresif tutumu, hep hissedilecektir.

Ifade dili ve {islup agisindan eserleri incelendi-
ginde ekspresyonist sanatcilarda goriilen tislup
ortaklig, cesitlilik ve coskulu bir anlatim dili,
Tuculescunun eserlerinde de goriilmektedir.

Sekil 4. Mask, tuval iizerine yagli boya, 1939

Kaynakga: https://g1b2i3.wordpress.com/alexandru-ciu-
curencu-pictor-roman/ion-tuculescu-19-mai-1910-27-iu-
lie-1962-pictor-roman/

“Mask” adli ¢calismasinda (sekil 4) ressamin, halk
sanatindan esinlenmis olma olasilig1 yiiksektir.
Noel 6ncesi halkin rittiellerinde gesitli insan ve
hayvan karakterlerini canlandiran masklar kul-
lanilmaktadir. Bu karakterler, Romen mitolo-
jisinde var olan ve arkaik doneminden bugiine
kusaktan kusaga aktarilan karakterlerdir.

Igerik veya ikonografi agidan bu yapit incelendi-
ginde, sanat¢t “mask” adi altinda bir gesit portre
olusturmaktadir. Bu portre, hayatin canliligi-
n1 ve dinamizmi ¢agristiran sicak renkle tasvir
edilmis bir fon {izerinde olmasina ragmen, kor-
kutucu bir ifade de tasimaktadir. Kotii karakteri
cagristiran abartili olgiide agiz, giiliimsemeye
bir yapaylik katmaktadir. Figiiriin erkek olmasi-
na ragmen, basindaki formlarin yilan bi¢iminde
olmasi, etrafini kotii etkileyen Medusa veya ku-
tusunu agarak diinyaya kotiilitk sagan Pandora
gibi dogatistii varliklara gonderme yapmaktadir.

Renk agisindan bu yapit incelendiginde, sanatgi
turuncu mavi gibi karsit renkleri tercih ederek
zithik olusturmaya ¢alismistir. Firca tuslar ile ve
acik iizerine koyu veya koyu iizerine agik deger-
ler kullanarak, gorsel bir vibrasyon etkisi sagla-
migtir. Titresim yaratan bu vibrasyon zikzakl
cizgilerle desteklenerek resme dinamizm katar-
ken gerilim de yaratmistir.

Sonug olarak, ekspresyonizmin dogus zemi-
ninde “savasin getirdigi yikimlardan ekonomik
dengesizliklere kadar, iginde yasanilan hayatin
biitiin deger ve miiesseselerine yoneltilen bir
tepki hareketi” (Cetisli, 2015: 129) yatiyorsa, Tu-
culescu zaten II Diinya Savasi'na doktor olarak
katilmis ve savas travmalari yasamis bir insan
olarak sanatinda disavurumcu bir egilim goster-
mesi dogal bir davrarus bi¢imidir.

4.3. Folklorik Donemi

fon Tuculescu'nun 1947-1952 yillar1 arasinda-
ki donemi sanat tarihgileri tarafindan Folklorik
Donemi olarak adlandirilmistir. Sanatginin folk-
lorik déneminde {irettigi yapitlarin 6zelligi, halk
sanatindan dekoratif elemanlarini, bigimlerini ve
renk armonisini kullanmasidir. Biitiin bu deko-
ratif unsurlar, zaten Romen halk sanatinda var
olan ancak 6zellikle sanat¢inin dogdugu Oltenia
bolgesindeki kilim, ortii, kiyafet, seramik ¢anak,
¢omlek veya testilerin {izerinde bulunmaktadir.
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Bu donemde {iretilmis resimlerinin analizleri
yapildiginda Tuculescu'nun kompozisyonlarda
kullandigr halk sanatindan aldig1 motifler fark-
I1 olsalar da resminin igeriginin, konu ne olursa
olsun, sanat¢inin iislubunun degismedigi anla-
silmaktadir. Baska bir deyisle, donemsel farkli-
liklara ragmen, sanat¢inin halk sanatindan esin-
lenerek kompozisyonlarinda kullandig1 motifler
ve konu, onun iislubunu degistirmemektedir.
Portre, i¢c mekan veya dis mekan konulu yapit-
larmin ortak ozelliginde, sanatginin {islubunu
olustururken halk sanatindan alinmis motifleri
kullandigimi gérmekteyiz.

4.3.1. Ton Tuculescu’nun Resimlerinde Romen
Halk Kiiltiiriiniin izleri

Sekil 5. Otoportre, kagit tizerine kara kalem

Kaynakga: https://g1b2i3.wordpress.com/alexandru-
ciucurencu-pictor-roman/ion-tuculescu-19-mai-1910-27-
iulie-1962-pictor-roman/

Tuculescu, her otoportresinde {islubunu
otoportre

arastirmasint yaparken fiziksel benzerligi 6n

korumaktadir.  Sanatc, desen

planda tutup planlar/diizlemler araciligi ile
formu ¢6zmeyi amaglamaktadir. Daha sonra

128

farkli donemlerde tuval iizerinde yagl boya
teknigi ile otoportesini yorumlamistir (sekil 7,
8). Bu her iki otoportrede sanatgi, kendi benligini
halk kiiltiirii ile 6zdeslestirmistir. Bu yontemle
kendisinin ne kadar halk sanatini benimsedigini
bir daha gostermistir.

Sekil 7. Yaprakli Otoportre, tuval {izerine yagli boya,
71 x 51,5 cm

Kaynakc¢a: COMARNESCU, Petru, Tuculescu, Editura
Meridiane, Bucuresti, 1974

Tuculescu, Yaprakli Otoportre adli ¢alismasin-
da (sekil 7) tuvalin sol tarafindaki figiirii kirmi-
z1 zeminden bir zikzakli ¢izgi ile ayirirken sag
tarafindaki portreyi yapraklarla i¢ ice gostere-
rek zeminle biitiinlestigi izlenimini yaratmustir.
Burada sanatgs, ilk bakista algilanan kirmizi ve
yesilden olusan karsit renk kontrastinin ¢agrisi-
mina ragmen sari, turuncu, kirmizi ve mordan
olusan bir skala kullanarak, renk cemberinde var
olan analog renkleri bir araya getirmistir. Doku
yaratan bu renklerle olusan nokta, ¢izgi, bicimler
ve onlarin dizilisi, halk sanatinda 6zellikle kilim-
lerde var olan motiflerdir.

Sekil 8. Otoportre, tuval {izerine yagl boya, 90,7 x 70

cm, Tuculescu koleksiyonu

Kaynakc¢a: COMARNESCU, Petru, Tuculescu, Editura
Meridiane, Bucuresti, 1974
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“Otoportre” adli diger resminde ise (sekil 8) sa-
natg figiirii bitkisel bigimlerle dolu sar1 ve ton-
lar1 ile boyanmis bir zemin tizerine yerlestirmis-
tir. Diger portrede oldugu gibi burada da figiirii
arka plandan zikzakl bir ¢izgi ile ayirmstir. Fi-
giiriin gogsii lizerine yerlestirilmis kirmiz gigek-
ler, yesil fon ile kontrast olusturmustur. Belki de
burada Tuculescu bir doktor bakis agisi ile kir-
miz1 rengi kullanarak kalbe veya insanin diger
i¢ organlarna gonderme yapmay1 amaclarken
yesil renk ile doganin canliligini gostermek iste-
migtir.

Portrenin sag tarafinda sari alan iizerinde bu-
lunan kirmizi gigekler ise, figiiriin gogsiiniin
tizerindeki cigeklerle benzer bicimde, ayni renk
degerinde, fakat boyut/ol¢li olarak daha biiyiik
olup farkli etki yaratmaktadir. Sicak renk {izerine
yerlestirilmis kirmizi bigimler fonla biittinlesmis
olup daha agik bir ton degerinde algilanirken,
figlirin yesil gogstliniin {izerindeki ayni renkte
olan bigimler daha net ve baskin goriilmektedir.

Kompozisyonun merkezine yerlestirilmis figii-
riin kollari, bir testini kulplar1 gibi betimlen-
mistir. Kilimlerden alinan bu motifler, yarim
boy portreyi tamamen kaplamis durumdadir.
Bir portreyi animsatan sadece figiiriin elleri/
parmaklari, alni, burnu, yanagmin imasi ve goz-
lerinin bigimselligidir. Ag1z yapisinin belli ol-
mamasl, seyircide ‘sanat¢mnin konusamadigl
(sanat¢inin toplumun bir aydin kisisi olarak fi-
kirlerini, gergekleri soylemesi yerine susmak zo-
runda birakildigi) fikrini uyandirmaktadir. Belki
de bu ¢alismanin mesaji, bir sanat¢inin susturul-
masidir. Ya da metamorfozu hatirlatan stirekli
degisim icinde hayatin siirdiiren insanin tasvi-
ridir.

Sekil 9. Uclii Portre, tuval iizerine yagh boya, 55 x 75

cm, Tuculescu koleksiyonu

Kaynakc¢a: COMARNESCU, Petru, Tuculescu, Editura
Meridiane, Bucuresti, 1974

“Uclii Portre” adli resminde (sekil 9) sanatci, ii¢
figlirti dis mekanda yan yana getirerek triptigi
animsatan bir kompozisyon kurmaktadir. Renk-
lerin canlilig1 formlarin tekrari ve ritmik diizeni,
sanat¢inin tutarli tutumunu ortaya koymaktadir.
Bu betimleme bigimi, hayal giicliniin {iriinii ol-
masinin Otesinde, halk kiiltiiriinden kaynakl
oldugunu bir kere daha ortaya koymaktadir. Sa-
natgl, yalin renk kontrast1 kullanarak, acik-koyu
deger tizerine koyu-agik degerleri vurgulamak
i¢in formlarin etrafini diiz ve zikzakl ¢izgilerle
cevrelemektedir. Bu yontemle sanat¢i hem zit-
lik saglamakta hem de beslendigi halk sanatinin
zenginligini bir daha vurgulamaktadir.

Burada islenen figiirlerin kollar1 daha onceki
otoportrede (sekil 8) oldugu gibidir. Sanatg, fi-
giirlerinin kollarmi halk sanatinda var olan tes-
tilerin kuplari/saplar: gibi yorumlamistir. Figiir-
lerin bu durusu, yan yana dizilis sekli, esitligi ve
halk danslarini ¢agristirirken, halk mitolojisinde
gecen belirli karakterlere gonderme de yapmak-
tadir. Ornegin grup olusturan Calusari (Calusari,
belirli Romen dini bayram ritiiellerinde oynanan
bir halk dansidir.) ve lele (lele, Romen mitoloji-
sinde danslari ile bilinen dogaiistii kadin varlik-
lardir.) adli kahramanlar, halk mitolojisinde ve
masallarinda yer alan birlikte hareket eden var-
liklardir. Diger yandan tekrarlanan figiirlerin-
deki formda sar1 renk ile gengligi, kirmizi renk
ile olgunlugu, koyu bir renkle de karamsarlik ve
toprag cagristirarak insanin hayat evrelerini ha-
tirlatmaktadir.
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Sekil 10. Dedemin Portresi, tuval tizerine yagl boya,

88,5 x 70,5 cm, Tuculescu koleksiyonu

Kaynakc¢a: COMARNESCU, Petru, Tuculescu, Editura
Meridiane, Bucuresti, 1974

Dedemin Portresi adli ¢alismasinda (sekil 10)
sezilen sicak ve huzurlu atmosfer, sanatginin
cocukluk donemi ile kurdugu duygusal bag:
hissettirmektedir. Bircok halk masallarina konu
olan ermis dede, ¢cocuklara ve genglere yol gos-
teren, problemlere ¢6ziim bulan karakterdir.
Adeta 151k sacar gibi bir izlenim veren figiiriin et-
rafindaki sar1 renk, ermislik fikrini desteklemek-
tedir. Kompozisyonun sol kisminda, portrenin
burun hizasinda bir ev goriilmektedir. Ev, aile
sicakligini yasatan bir yer olarak insana en ¢ok
giiven veren bir barmaktir. Figiiriin arkasimndaki
stislemeler, biiyiik olasilikla sanat¢imin biiytidii-
gl ortamda bulunan yoresel objeler tizerindeki
dekoratif elemanlardir. Belki de bu resmin araci-
l1g1 ile sanatg1 kendini giivende hissettigi ¢ocuk-
lugunun 6zlemini ifade etmektedir.

Sekil 11. Koy Evi Enteriyori, tuval {izerine yaglh
boya, 52 x 61,5 cm, Maria Baldovin koleksiyonu

Kaynakc¢a: COMARNESCU, Petru, Tuculescu, Editura
Meridiane, Bucuresti, 1974
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I¢ mekan konulu calismalarinda sanatgi, siradan
koylerde var olan bir evin igini betimlemekte-
dir. Bu ornekte (sekil 11) yerde bulunan kilimin
cizgileri, tavanin mimari elemanlar: ile kom-
pozisyonun c¢izgisel perspektifini destekledigi
anlagilmaktadir. Resmin sag tarafinda bulunan
figiir tasviri, dokusu ve yarim olusu ile gergekgi
bir betimlemekten uzaklasarak tamamen resmin
kompozisyonunun islevsel bir elemani haline
doniismektedir. Boylece resmin sagindaki ya-
rim goriilen figiiriin olusturdugu doku ile res-
min sol tarafindaki kapmin diiz/dokusuz alam
kompozisyona zitlik kazandirsa da ¢alismanin
biitiinliigline bakildiginda denge saglamakta-
dir. Ayni sekilde resmin sag ve sol kenarlarinda
bulunan iki dikey elemana, dokuya ragmen bir
yatay eleman olarak sunulan yatak ve duvarda
icinde dikey elemanlarm oldugu yatay bicimde
bulunan kilim, kompozisyonun dengesini olus-
turmaktadir.

Sekil 12. Bir Varmis Bir Yokmus, tuval tizerine yagh
boya, 47,5 x 56 cm, Tuculescu koleksiyonu

Kaynakg¢a: COMARNESCU, Petru, Tuculescu, Editura
Meridiane, Bucuresti, 1974

Sekil. 13. Mavi Tarla, karton iizerine yaglh boya

Kaynakc¢a: COMARNESCU, Petru, Tuculescu, Editura
Meridiane, Bucuresti, 1974
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“Bir Varmis Bir Yokmus” adli eserinde ise (sekil
12) masalimsi bir atmosfer icgerisinde c¢igekler
arasinda ve ucan kuslarin esliginde yoresel ki-
yafet giymis bir kadin, bir erkegin elini tutmak-
tadir. Bir i¢ mekan gibi goriilen bigim igerisin-
de bulunan iki kugsu andiran motif de yuvaya
gonderme yapmaktadir. Boylece kadin-erkek
ve yuva, Oliime ragmen seyirciye dongiilerden
olusan siirekliligi ve devamlilig siirdiiren hayati
hatirlatmaktadir.

Resim bigimsel agidan analiz edildiginde doku
olusturan nokta, ¢izgi ve formlar kilim motifle-
rinden alinmistir. Fransiz Fov ressamlar1t anim-
satan g¢alismanin renkleri ise, kilimlerdeki kok
boyalarinin canliligini tasimaktadir. Renkli bi-
cimlerin yan yana, arka arkaya veya {ist iiste di-
zilisi, resme dinamizm ve canlilik katmaktadar.

Sonug olarak Tuculescu'nun resimlerinin ko-
nular1 halk kiltiri ile baglantili oldugu gibi,
kompozisyonu olusturan elemanlar da yoresel
sanatta var olan dekoratif motiflerdir. Sanatci,
seramik, ¢omlek veya kilim desenlerinde ytiz-
yillarca kullanilan yoresel motifleri, diiz veya
zikzakli ¢izgileri ve renk armonisini alip kendi
sanatina aktarmaktadir. Béylece Ion Tuculescu
kendine 6zgii bir ifade dili olusturma gabas ile
Romen resim sanatinda yerel bigimlere plastik
deger kazandiran ilk ressamdir.

4.3.2. Ton Tuculescu'nun Eserlerinde Romen
Mit ve Halk Ritiiellerinin izleri

Resim 14. Bebekler- Bulutlar ve Kelebekler, tuval
iizerine yaglh boya, 46,5 x 56 cm

=l

Kaynakc¢a: COMARNESCU, Petru, Tuculescu, Editura
Meridiane, Bucuresti, 1974

Sekil 15. Kirda Papatyalar, tuval {izerine yagl boya,
46,5 x 55 cm, M. Al. Avramescu koleksiyonu

Kaynakg¢a: COMARNESCU, Petru, Tuculescu, Editura
Meridiane, Bucuresti, 1974

Sekil 16. Hasatta Kadinlar, tuval iizerine yaglh boya,
47 x 54,5 cm, M. Malita koleksiyonu

Kaynakc¢a: COMARNESCU, Petru, Tuculescu, Editura
Meridiane, Bucuresti, 1974

Sekil 17. Ormanda Koy Dansi, tuval tizerine yagh
boya, 47 x 55,5 cm, Kostence Sanat Miizesi

Kaynakg¢a: COMARNESCU, Petru, Tuculescu, Editura
Meridiane, Bucuresti, 1974

Romen mitolojisinde, halk siir, efsane ve ma-
sallarinda toplumun inandig1 bir¢ok cadi, peri
veya kahraman karakterleri vardir. Bu figiirler
¢ogu zaman Noel ritiiellerinde maks olarak kul-
lanilmis veya kilim, ortii, ¢omlek gibi halk sa-
natindaki objelerin tizerinde dekoratif motifler
olarak tasvir edilmistir. Yoresel kiyafet i¢inde
betimlenmis bu figiirler masalims1 karakterler
olarak gorsellestirilmis olsa da geleneksel dini
bayramlarda, diigiin ve vaftiz torenlerinde, halk
ritiiellerinde ve kutsal giin olarak sayilan pazar
giinlerinde folklorik danslar1 yapan siradan kdy-
liler de olabilir (resim 14, 15, 16, 17). Bu halk
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kiiltiirtinden gelen figiirler tasvirleri, biittin kut-
lamalarda kullanilan testilerin tizerinde de bu-
lunmaktadirlar.

Sekil 18. Dolasan Kelebekler, tuval tizerine yagli
boya, 55,5 cm x 60,5 cm, J. Dragutescu koleksiyonu

Kaynakg¢a: COMARNESCU, Petru, Tuculescu, Editura
Meridiane, Bucuresti, 1974

Sekil 19. Kelebeklerin Dansi, 1957

Kaynakga: https://www.wikiart.org/en/ion-tuculescu/but-
terfly-dance

Sekil 20. Kelebeklerin Pinar1

Kaynakga: https://g1b2i3.wordpress.com/alexandru-
ciucurencu—pictor-roman/ion—tuculescu-l9-mai—l910-27—
iulie-1962-pictor-roman/

Dolasan Kelebekler, Kelebeklerin Dansi, Kele-
beklerin Pimar1 (sekil 18, 19, 20) adli resimlerinde
oldugu gibi daha bir¢ok bagka eserinde konu et-
tigi kelebeklerin renk, bi¢im ve anlam agisindan
sanatg1 i¢in 6nemli oldugu anlasilmaktadir. Ar-
kaik inanca gore kelebek, bir ruh olarak reenkar-
nasyonu temsil etmektedir. Cok eski bir Romen
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halk efsanesinde sdyle anlatilmaktadir: “Once
sadece su ve karanlik varmis. Suyun iizerine kii-
ciicik bir kopiik parcasinda bir kurtguk ve bir
kelebek yasarmis. Allah’im! Kelebek kanatlarin
dokerek dyle giizel bir insana doniismiis ki... Fa-
kat kurtguk siyah, kuyruklu ve boynuzlu bagka
bir yaratiga dontismiis.” (Evseev, 2001: 69)

Sekil 21. Kuzguncuklu Kis, tuval tizerine yagli boya,
45,5 x 55 cm, M. A. Avramescu koleksiyonu

Kaynakc¢a: COMARNESCU, Petru, Tuculescu, Editura
Meridiane, Bucuresti, 1974

Sekil 22. Geng, tuval tizerine yagli boya, 51 x 60 cm,
Tuculescu koleksiyonu

Kaynakg¢a: COMARNESCU, Petru, Tuculescu, Editura Meri-
diane, Bucuresti, 1974

Sekil 23. Demiurg’un Gozleri

Kaynakga: https://g1b2i3.wordpress.com/alexandru-
ciucurencu-pictor-roman/ion-tuculescu-19-mai-1910-27-
iulie-1962-pictor-roman/

Sanatgi, insan bigiminde olan anthropomorphic
(sekil 14, 15, 16, 17), bitki bi¢ciminde phytomorphic
(sekil 7, 8, 13) ve kelebek, kus veya hayvanlari
tasvir eden zoomorpfic formlar: (sekil 21, 22, 23)
kullanarak, resmettigi her seyle insan-doga ilig-


https://www.wikiart.org/en/ion-tuculescu/butterfly-dance
https://www.wikiart.org/en/ion-tuculescu/butterfly-dance
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kisini hatirlatmay1 belki de vurgulamay1 amacla-
maktadir. Biiyiik bir olasilikla Comarnescu’nun
dedigi gibi “bilim adami gozii ile” canhlarmn
diinyasini konu etmesine, yaptig: tip ve biyoloji
arastirmalar1 sebep olmustur.

Sekil 24. Tavus Kusu Tiiyii, karton iizerine yagh

boya, 50 x 71 cm, Tuculescu koleksiyonu

Kaynakg¢a: COMARNESCU, Petru, Tuculescu, Editura Meri-
diane, Bucuresti, 1974

Sekil 25. Bakan Tavus Kusglar:

Kaynakga: https://www.wikiart.org/en/ion-tuculescu/but-

terfly-dance

Zoomorphic formlar arasinda Tuculescu’nun ya-
pitlarinda en ¢ok tekrarladig: form, tavus kusu-
nun kuyrugunu ¢agristiran bi¢imlerin olmasidir
(sekil 24, 25). Pers, Yunan veya Roma mitoloji-
sinde 6nemli oldugu kadar Romen mitolojisinde
de roliinii koruyan tavus kusu, sanatci igin ilham
kaynag1 olmustu.

Tavus kusu, hayat agacinin zoomorphic hipostazi-
dir (bi¢imi/anlatimi). Bir¢ok etnologa gore tavus
kusu, geng erkeklerle baglantili olan bir Romen
mitinin uzantisidir. Halk terapisinde veya ask
biiytiisiinde de kullanilan tavus kusunun tiiyiin-
de, insan psikolojisinde olan depresyon, kibir,

narsisizm gibi negatif etkiler yaratan cagrisimlar
vardir. Hristiyan ikonografisinde asagiya dogru
sarkan tavus kusunun kuyrugu, algak goniillii-
litkk gibi inangli insanin dogru davranisini simge-
lemektedir. (Evseev, 2001: 145)

Ancak bir¢ok eserinin adlarindan da anlagil-
dig1 gibi tavus kusu motifi, kozmik anlamlar:
icin de sanat¢i tarafindan kullanilmistir. Sanat-
¢1, Demiurg’un Gozleri (sekil 23), Bakan Gozler,
Takip Eder Gozler olarak adlandirdigr birgok
resmindeki tavus kusunun kuyrugunun tizerin-
deki form ve renk diizeni ile her yerde varligini
hissettiren Tanri'ya gonderme de yapmaktadir.
Halk inancinda Tanri ile es degerde tutulan De-
miurgos, Oonemli bir varlik olarak her seye hakim
olan, insanlar1 olumlu tarafa yonlendiren, yanlis
davraniglar yiiziinden her seyi yok edebilen bir
gli¢ anlam1 tagimaktadir.

Sekil 26. Glinesler, kagt tizerine yagli boya, 70 x 50

cm, Tuculescu koleksiyonu

Kaynakga: http://www.muzeuldeartacraiova.ro/
galeriadeartaromaneasca.html

Cesitli kompozisyonlarda tekrarlanan tavus ku-
sunun kuyrugunun iizerindeki gozii animsatan
bigimi, gdziin manalar ile ortiistiigiinde, seyir-
cinin tizerine farkl etki birakabilir. Goz, insanin
en ekspresif organi olarak, gozlem eylemi ile
(goz birini gozlityorken, gozlenen kisi tedirgin-
lik hissine kapilabilir) yarattif1 tedirginlige rag-
men mitolojik anlamda bilgeligin ve Yaratanin
sembolil olunca ilettigi mesajin baskic degil ah-
laki olma olasiligimn giiclendirmektedir. Biiyiile-
yici 0zelliklere sahip olan goz, giines, ay ve ilahi
alemi temsil eder. Hristiyan inancina gore goz,
tasidig bilge-aydinlanma-isik kisaca ilahi/kutsal
manalari ile Tanrinin goziidiir. Goz tekrarlandi-
ginda, kendini gdstermeyen, bu fiziksel diinyada
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algilanilamayan ancak her seyi gorebilen mito-
lojik varliklarla Ortiismektedir. Ayrica Romen
masallarinda adi1 gegen bir kahramanin bir gozii
glilerken digeri aglamaktadir. Boylece Tucules-
cu’nun eserlerinde yan yana bulunan fakat farkl
ifade sergileyen gozlerin felsefi agidan bir mana-
st daha ortaya ¢ikmaktadir. Varolusunun karsit
durumlari. Bagka deyisle farkl: tasvir edilmis ¢ift
gozler “coincidentia oppositorium” kavramai ile or-
tismektedir. (Evseev, 2001: 134) (Coincidentia op-
positorium, karsitlarin kesisimi, birlikteligi veya
birligi (RUSTI, Doina, Dictionar de Simboluri
din Opera lui Mircea Eliade, Tritonic, Bucures-
ti, 2005, s. 48), gibi derin anlamiyla dualite olma
kavramuyla iligkili oldugunu sdyleyen merkezi
diyalektigin kategorisidir. Felsefeci Heraclitus
(c.535-475 M.O.) ilk 6nerendir. Coincidentia op-
positorium terimi, 1440 yilindan beri kullanilarak
rasyonel ve irrasyonel Otesi bir anlayisla Tan-
ri’'nin sonsuzlugunun anlasilabilecegi konsepti-
ni tanimlamaktadir. Rasyonel ile fiziksel diinya,
irrasyonel ile ilahi metafizik diinya; gercek ve
gercek olmayan arasindaki zitliklarin Ortiismesi
kast edilmektedir. XX. yiizyilda Mircea Eliade,
bu terimi mitleri ve ritiielleri tanimlamak icin
kullanmisti. Immanuel Kant ve George Wilhelm
Friedrich Hegel gibi bircok felsefeci ile birlikte
Carl Jung da bu kavrami kullanmistir.

“Dinsel Inanglar ve Diisiinceler Tarihi” adli kita-
binda Mircea Eliade, sayisiz mit, ritiiel ve mistik
tecriibenin “zithiklarin birligini” veya “coinciden-
tia oppositorium”u olusturdugunu varsaymakta-
dir.) (Eliade, 2003: 218, 236)

Sanatci, gozler konulu dizisine kara donem veya
sembolik-fantastik donem adin1 vermistir. Bu yiiz-
den sanat¢inin i¢ diinyasinin fantastik inanglara
dayandig1 da sdylenilebilir. Béylece Ismail Ce-
tisli'in dedigi gibi “Ekspresyonizm, yalnizlasan
aydin insanin ruh gghgidir.” (Cetisli, 2015: 129)
Dinamik algilanan bu c¢alismalar, sanat¢min ig
diinyasinin sesinin gorselligidir.

4.4. Totem Donemi

Tuculescu'nun sanatsal hayatinin 1952-1962 yil-
lar1 arasindaki donemi, Totem Donemi olarak
bilinmektedir. Bu dénemde sanatgi, folklorik do6-
nemindeki agirlikli olarak kullandig1 elemanlar:
st liste yerlestirerek toteme benzer formlar hali-
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ne getirmistir. Halk inancinda totem benzeri bu
direkler, en 6nemli sembollerden biridir.

Sanatginin dogdugu Oltenia bolgesinde pagan
doneminden kalma bir gelenek olarak mezarin
bagina dikilen veya evlerinin ¢atisini destekleyen
oyulmus ahsap direklerde de bulunan iist {iste
yerlestirilmis birim tekrarindan olusan bu totem
benzeri bigimi, ayn1 bolgede yetismis olan hey-
keltiras Constantin Brancusi de {inlii Targu-Jiu
Heykel Grubu Aniti'nda yer alan Sonsuz Kolon
adli heykelinde kullanmisti. (Ad1 gegen Sonsuz
Kolon, Romanyali bir heykeltirag olan Cons-
tantin Brancusi'nin (1876-1957) biitiin hayatinin
ozeti olan “Targu-Jiu Heykel Grubu Anmit1” adli
anit eserinde yer alan heykellerinden biridir.) Bu
ylizden sanat elestirmenleri “Tuculescu, Romen
folklorunu biitiin sembol zenginligi ile giindeme
getirmistir.” ve “Sanat ic¢in Brancusi heykelde
halk kiiltiirtinden nasil yararlandi ise, Tuculescu
da resimde aynismi yapmustir.” ifadelerini kul-
lanmislardir. (Kessler ve digerleri, 2007: 58)

Sekil 27. Giineste Agag/Golgenin Bakislar1

Kaynakga: https://g1b2i3.wordpress.com/alexandru-ciu-
curencu-pictor-roman/ion-tuculescu-19-mai-1910-27-iu-
lie-1962-pictor-roman/


https://g1b2i3.wordpress.com/alexandru-ciucurencu-pictor-roman/ion-tuculescu-19-mai-1910-27-iulie-1962-pictor-roman/
https://g1b2i3.wordpress.com/alexandru-ciucurencu-pictor-roman/ion-tuculescu-19-mai-1910-27-iulie-1962-pictor-roman/
https://g1b2i3.wordpress.com/alexandru-ciucurencu-pictor-roman/ion-tuculescu-19-mai-1910-27-iulie-1962-pictor-roman/
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Sekil 28. Kirlarin Bakiglari, tuval {izerine yagh boya,
53,5 x 61 cm, Tuculescu koleksiyonu

Kaynakg¢a: COMARNESCU, Petru, Tuculescu, Editura Meri-
diane, Bucuresti, 1974

Sanat elestirmenleri i¢in onemli olan “Gilineste
Agac/Golgenin Bakislar1” (resim 27) adli eser,
folklorik doneminden totem donemine gegisi
saglayan bir yapit olarak degerlendirilmistir. Re-
simde baskin olarak goriilen sar1 ve yesil renk-
ler arasindaki ana eleman, kii¢iik totemlerden
olusan bir agactir. Bu agaci olusturan kiiciik to-
temler ise Uglii Portre (sekil 9) adli yapitindaki
insana gonderme yapan ve form olarak zaten
halk sanatinda var olan figiirler bicimindedir. Bu
ylizdendir ki agacin, toplumu temsil ettigi fikrini
uyandirmasi istenilmigtir. Agacinin golgesi gibi
duran yatay bicim ise, bir¢cok gdzden olusan dev-
rik/devrilmis bir bagka totem formudur. Devrik/
devrilmis bigim, gii¢siizlitk manasmi hatirlat-
maktadir.

Bir bagka resminde (sekil 28) sanat¢1 benzer bir
totem formunu yesil gozlerden olusan bir tarla-
ya yerlestirmistir. Buradaki kirmizi olan totem
tasviri, yarattif1 cagrisimlara ragmen bir yandan
yatay olusu ile yikimi hatirlatirken, diger yan-
dan da gozleri olmadan islenilmis olmasi seyirci-
ye farkli mesajlar sunmaktadir. Sanatgi, totemin
seyirciden uzak oldugu izlenimini vermek igin
kompozisyonun 6n planini dans eden gozlerle
doldurmustur. Boylece doganin giiciinii cagristi-
ran canli yesil gozler sayesinde totem kompozis-
yonu ikincil eleman durumuna diiserken, uzun
siire seyredildiginde bu totem dans eden bu goz-
ler sayesinde uzaktaymus gibi algilanmaktadir.

Sekil 29. Giinesin Batigi, tuval iizerine yagh boya, 75

x 100 cm, Tuculescu koleksiyonu

Kaynakc¢a: COMARNESCU, Petru, Tuculescu, Editura Meri-
diane, Bucuresti, 1974

Glinesin Batis1 adli resminde (sekil 29) ise insan
figiirlerini ¢agristiran birimlerden olusan totem-
ler, artik huzur veren bir atmosfer iginde toprak-
tan yiikseliyormus gibi bir izlenim birakmakta-
dir.

Sekil 30. Nostalji, tuval iizerine yagl boya, 100 x 81
cm, 1957-1959

Sekil 31. ‘Son Resim” ad1 ile bilinen, karton tizerine

yagli boya, 70 x 48,5 cm, 1962, Tuculescu koleksiyonu

Kaynakg¢a: COMARNESCU, Petru, Tuculescu, Editura Meri-
diane, Bucuresti, 1974
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Totem igerikli baska resimlerinin biitiinliigiine
bakildiginda gozleyen gozler, goriinmeyen bir
varligr hissettirdikleri icin fantastik bir atmos-
ferdedirler. Bigimsel ritim olusturan formlarin
tekrari ise, resimlerinin ortak ozelliklerindendir.
Baz1 totem konulu resimlerinde gokytizii betim-
lenmemis ise de yukariya dogru devam eden
hissi veren dikey form, Romen halk inancinda
var olan ve ytiikseltme ile eg degerde tutulan ruh-
sal gelisimi veya Tanriya yiikselisi animsatmak-
tadir.

5. ION TUCULESCU’NUN RESIM SA-
NATI UZERINE DUSUNCELERI VE
SON DONEMINE AIT “PLASTIK VA-
SIYETIM” ADLI BASYAPITI

1956 y1linda fon Tuculescu, agtig1 sergide defteri-
ne, sanat ile ilgili diisiincelerinde sunlar1 yazmis-
t: “Simdi yaptigimi seyrederken Romen kilim-
lerini resmetmek istedigimi anliyorum. Ancak
sade/basit/siradan insan varligindan, benzer ga-
riplikte kuslar ve kelebeklerden garip bir diinya
olusmustu. Siyah gozlerinde var olan huzursuz
anlamlarda, turuncu bir okyanusta kimi batmis
kimi st iste gelmis kafalar/baglardan bir diin-
ya olusmustu. Icindeki mantik, Romen kilimleri
gibi berrak bir resme beni yonlendirmisti. Igim-
deki gizli ressam, baska bir seyi hayal etmisti:
Kozmik gizemi.” (http://www.ziua.ro/display.
php?data=2008-05-16&id=237377) “Insanlara ha-
yat dolu bir eser birakmak istedim. Biitiin {iziin-
tilerimi, ruhumun huzursuzluklarini ¢ignemek
istedim. Ama yapamadim. Hayatin giizel, nese
ve mutluluk dolu olduguna insanlar1 ikna ede-
bilmem icin daha ne sdyleyebilirim ki... Diirtist
olmam gerekirse, giinlitk hayatimda artik mut-
lulugu yakalayamiyorum. Ben sadece sanat, re-
sim ve en ¢ok miizikte yasiyorum. (...) Mantigim
beni, Oltenia’nin giinesi gibi berrak bir resme
dogru yonlendirdi. Icimdeki gizli ressam, koz-
mik gizem gibi bagka bir seyi hayal etti... Yuka-
riya kadar ¢ikmam nasip olmad1.” (https://www.
radioromaniacultural.ro/portret-ion-Tucules-
cu-unul-dintre-cei-mai-importanti-pictori-post-
belici-romani/)

Hayal diinyasini zengin olan Tuculescu bir kere-
sinde zaman {izerine diisiincelerini de sdyle ifade
etmisti: “Her insan kendi kumunu tagimaktadr.
Bazi kum saatlerinde taneler biiyiik olduklar
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i¢in agir akar. Bazen de kum inceciktir ve hizl
akar. Dolayisiyla zamanin, bosa harcanmamast
gerekir. Kum saati, acitmasizdir.” (Comarnescu,
1974: 21) Boylece 1962 yilinda sanat¢i rahatsizla-
nip hastaneye yatinca sanatsal ¢alismalarina ara
vermek zorunda kalmisti. Eve donmesi i¢in dok-
torlar1 ikna ettikten sonra “Plastik Vasiyetim”
adli eserini gergeklestirmisti. Bu eser, Tucules-
cunun biitiin sanatimi 6zetleyen bir bagyapattir.
Olmeden once iic gln igerisinde tamamlanan
bu yapat, iyilik ve kétiilitk arasindaki ¢gatigsmanin
gorsellestirmis halidir.

Esinin ifadesine gore sanatgi, “ii¢ giin vasiyeti-
ni olusturmak igin doktorlardan izin istemisti.
Kimse ne demek istedigini anlamamist1. Ug giin
tizerine calistig1 3 x 1,40 m boyutundaki bu res-
mi “Plastik Vasiyetim” (Eserin reprodiiksiyonu
bulunamadig i¢in konulamamaistir.) olarak ad-
landirmigtir. Muazzam bir istir. Tyilik ve kotiilitk
arasindaki savasmin gorselidir. Kotiiliigu, siyah-
lar icinde yatay olarak iyiligi ise zafer kazanmis
olarak betimlemistir.” Sonra: “Ben, Romen top-

”

lumuna vasiyetimi biraktim.” diyerek hayata
veda eder. (http://www.ziua.ro/display.php?da-

ta=2008-05-16&1d=237377)

6. SONUC

fon Tuculescu, Romen resim sanatina onemli
katkilar saglamis diinyaca taninan bir ressamdir.
Disavurumcu egilim gosteren sanatgi, tutkulu
bir bicimde halk sanatindan motifleri yorumla-
yarak bazen masalimsi, bazen de gizemli, fantas-
tik veya dramatik temalar: isleyerek calismala-
rin1 yapmuistir. Bazi resimlerinde canli varliklar
yer alirken, bazi resimlerinde hig figiiratif ize
rastlanmamaktadir. Bu ¢alismalarinda timitli ya
da karamsar ruh hali okunurken sanat¢inin fan-
tastik bir diinyay1, dogatistii bir varlig1 aradigi,
onunla bag kurmak istedigi ve boylece soyut bir
kavrami gorsellestirmeye calistigi hissedilmek-
tedir.

Sanatcinin, hayati1 boyunca meslegi geregi yerine
gore mikroskopla inceleyen bir biyolog uzma-
n1, bir bilim adami, savas sirasinda yaralanmis
askerlere bakan bir doktor olmasinin yaninda,
biiytik ressamlarin eserlerini arastiran, halk
sanatindan beslenen bir sanat¢i olarak da son
nefesine kadar c¢alismalarini stirdiirmiis otodi-
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dakt bir ressam oldugu bilinmektedir. Romen
resim sanatinin gelenegini bilen ve uygulayan
bir ressam olarak, ekspresyonist yaklagimiyla,
uyguladig: firca darbeleri ile, kullandig renkler,
formlar ve formlar1 gevreleyen zikzakl ¢izgiler
ve noktalar ile, yarattig1 gizemli atmosferle di-
ger ressamlardan ayrilmaktadir. Sanatgi, disa-
vurumcu tavri ve yarattigl fantastik diinya ile
Romen resim sanatini figiiratif kaliplarin digina
tasimustir. II Diinya Savasi sonras:t biitiin mo-
dernlesme ve yeniliklere ragmen Romen folklo-
runun Ozelliklerini, yoresel motiflerini ve biitiin
mitolojik sembol zenginligini yorumlayarak ve
yeniden bigimlendirerek halk sanatinin giin-
demde kalmasini saglamistir. Modern sanatin
yontemlerini kullanarak folklorik tislupta primi-
tif sayilabilen bir resim yaratmistir. Bunu sanat
elestirmenleri bir gesit neo-primitivizm olarak
degerlendirmislerdir. Kullandig ifade yontemi,
arkaik dil olarak da adlandirilabilir. Sanat¢i, bu
arkaik dile disavurumcu bir egilimle kendi yo-
rumunu katarak halk sanatinin modern olabile-
cegini ve gliniimiiz sanatcilar: icinde 6nemli bir
kaynak teskil edecegini gostermistir.

fon Tuculescu, folklora dénmekle aslinda do-
gaya donmiis; folkloru yorumlamakla Romen
kiiltiirtinii, gelenegini ve inancglarmi da gorsel-
lestirmistir. Boylece sanat aracilig: ile kiiltiirel
degerlerini bugiine aktararak gelecek nesillere
de ulastirmay1 amaclamistir. Sanat elestirmen-
lerinin degerlendirmelerine gore Constantin
Brancusi'nin Romen sanatinda yeri ne kadar
onemliyse, fon Tuculescu’'nunki de aynidir. Re-
sim sanatindaki 6zgiin sanat¢ilardan biri olarak
Romen resim sanatinda nadir goriilen bir or-
nek sanatgidir. Kendi yetenegini kesfedip kendi
kendini yetistirmis bir sanat¢t olmasin yaninda,
nadir rastlanan bir 6rnek olarak, benzeri boyle
bir sanat¢inin olusmasi ¢ok zor gibi goriilmek-
tedir. fon Tuculescu, Romen resim sanatinin ge-
leneginden yola ¢ikmig olmasina ragmen zaman
igerisinde bu gelenegin sinirlarimi asip bugtinkii
Romen resim sanatinin gelenegine aykir1 dii-
sen bir ressam olarak da bilinmektedir. Boylece
Tuculescu, halk sanatindan beslenerek kendine
0zgi bir tislupla daha 6nce Romen resim sana-
tinda islenmemis yeni bir ifade dili olusturarak
bu sanatinin elemanlarina plastik deger kazan-
diran bir sanat¢1 olmustur.
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Abstract

Digital characters are imaginary or realistic-looking entities created with computer programs. It can be used
in cartoons and animations, as well as in many different areas such as games, advertisements, and the cinema
sector. Avatars that represent real identities on digital platforms such as the metaverse today also consist of digital
characters. Modeling digital characters that can replace real identities in the digital world is relatively easy. However,
there are many paradigms in modeling a historical character in which the cultural heritage is reflected and therefore
requires a difficult and laborious process. Information about the period in which a historical character lived is very
limited, it is not possible to know exactly the culture, lifestyle, eating habits, speech, tone of voice, behaviour, and
body movements of the period. Moreover, this character’s breaking away from history and interacting with today’s
human is equivalent to interacting with an alien. Therefore, when it comes to cultural heritage, the characters
either do not speak and have very limited movements, or if they interact, there are examples modelled from recent
history. Today we live in a digital age, our tendency to communicate with visuals and watch events with moving
images is dominant. In this case, the date and the information about the date are interesting if they are visualized.
For this reason, it is necessary to speak the language of the digital age in order to reflect the cultural heritage
and present history to the youth. Interaction and reflection of experience-oriented history with augmented reality,
virtual reality or augmented reality has become the determinant of the post-digital age, not digital any more. They
have become a necessity for history, culture, and archaeology. Virtual reality applications, storytelling with digital
characters, have become a tool that encourages participation and motivation for today’s user. In this research, the
scale in the table of Spyros Vosinakis “Dimensions, definitions and possible values related to the cultural heritage
application use of digital characters” was developed and used. A historical character modelled in 3D according to

Citation/Atif: VARGUN, O. (2023). Visual analysis of 3D characters and animations used in the presentation of cultural heritage at museums.
Journal of Arts. 6(2): 141-155, DOI: 10.31566/arts.2050

Bu ¢alisma, Creative Commons Atif 4.0 Uluslararast

Corresponding Author/ Sorumlu Yazar: Lisans ile lisanslanmugtir.
Ozlem Vargiin This work is licensed under a Creative Commons
E-mail: ozlem.vargun@yeniyuzyil.edu.tr Attribution 4.0 International License.



https://journals.gen.tr/arts
https://orcid.org/0000-0002-4803-5929

Vargiin

v

this scale is “design: which era, clothing accessories and body covering preferences”, “reality: virtual, augmented

vy

mixed reality”, “credibility: movement, facial expressions, gaze, personality, emotion transfer

an

environment:
Criteria such as the credibility of the environment in which the character is presented, “interaction: interaction
with the user, the use of artificial intelligence, decision-making, responding”, “function: showing, telling a story”,
“reflecting history: what information is given” are examined. The characters of Mona Lisa, John Calvin, Uruk
City, Hagia Sophia, Lady Ada Byron and Salvador Dali, which were taken into the scope of the research with the
purposeful sampling method, are analysed by content analysis method. According to the findings, it was concluded
that the details, clothing, accessory colours, and coatings in the models play an important role in increasing the
believability, the ability of the characters to move, the voice acting, and the interaction increase the reality. When
augmented reality and virtual reality experiences are compared, it can be said that the reality perception of the
user who is teleported to the historical place increases more with the complete isolation of virtual reality from
the external environment. Finally, it is thought that the inclusion of human characteristics such as movement,
verbal skills, mimics, and personality in the design, as well as realistic character design, plays an important role in
increasing the number and interaction of participants, due to their reality.

Keywords: Museum, Cultural Heritage, Digital Character, Animation, History, Augmented Reality, Virtual Reality

1. INTRODUCTION

3D modelling was originally used by video
game developers, architecture, and mechanical
engineers, then later expanded its area of use
in almost all fields including cinema, art, visu-
al communication design and advertisement-
marketing sector. A digital model, which can be
animated as a result of 3D modelling, is creat-
ed; this template constitutes an important pro-
cess for character animation and special effects.
The core of this model is mesh network. This
network can typically be defined as the combi-
nation of various points in the vacuum of space
in a structured form. In 3D character modelling,
software such as Maya, Blender, Cinema 4D, 3Ds
Max and SketchUp are used. This software used
for modelling always upgrade themselves and
establish collaborations to convey credibility and
excellence in the best way possible.

2. DIGITAL CHARACTER AND
MODELLING

3D design is the shaping of models with com-
puter graphics to create an object in a three-di-
mensional space. 3D character modelling Was
introduced in parallel with the technical ad-
vancements in the 20th century and has become
capable of creating a 3D model of everything
over the course of time. In a 2D world, all the
images appear flat, and include only an X axis
(horizontal) and a y axis (vertical). On the other
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hand, 3D animation features the z axis, the third
critical axis that creates depth. Old style anima-
tion film of Disney, such as Sleeping Beauty and
Bambi are examples of 2D animations. ‘Frozen’
and ‘Ice Age’ are examples of 3-dimensional
animations (Upwork, tly/FtY45). As a matter
of fact, both the motion of 2D model and that
of 3D model are an illusion. The illusion in 3D
model can be explained as the illusion of angu-
lar movements on the z axis. These images are a
three-dimensional illusion on a two-dimensional
screen. However, when transferred to VR reali-
ty, they turn into illusions in a certain space time
universe.

2.1. 3D Digital Model and Virtual Character
Design (Avatar)

3D character design is to produce a 2D model
that consists of an invisible skeleton that imi-
tates the structure of human bones; through an-
imation, it involves a bonding operation called
ArmaRig to create a deformation by connecting
skeletal bones to the outer network (skin) (Machi-
don et al., 2018: 5). Digital -supported interactive
virtual characters created for cultural heritage
need not only modelling in human appearance
but also human features. These are human-like
skills, namely cognition, speech, gestures, and
behaviours. Bringing these virtual characters to
the required level of realism is a challenging task.

These challenges can be categorised as character
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autonomy, user interaction and realism. These
agents must be ‘intelligent’ enough to take pro-
active decisions while responding to events in
the virtual world, and not act beyond the previ-
ously defined command files. An important fea-
ture of this type of virtual applications is the in-
teraction between virtual and real humans. The
users must perceive the agent they interact with
as close to the reality as possible. Therefore, VH's
must be capable of both verbal and non-verbal
communication through gestures and facial ex-
pressions. Finally, virtual agents must exhibit a
human-like behaviour not only in terms of visu-
al appearance, but also their emotions and other
characteristic features must be as a realistic as
possible for the purpose of reflecting a personal-
ity (Machidon et al., 2018: 4).

Designed for the cultural heritage, these virtual
characters have the potential of not only enter-
taining the visitors and keeping them occupied,
but also contribute to the learning process by
providing personalized feedback, answering
questions, and making use of story-telling el-
ements. For this reason, it is a challenging task
to design and program. It is also an important
responsibility. Because users are transported to
the field of virtual heritage through immersion
with the intention of learning by believing in this
reality and interacting with it. Immersion (tele-
portation) creates a highly credible environment.
For this reason, it has an aspect of responsibility
different from fields such as cinema and video
games.

Motion: In 3D characters, the motion can be cre-
ated manually with ArmaRig’s, and also, rigging
is easier with specifically designed programs
such as Maximo. However, to mimic the human
movement, kinect, realense, etc. kinetic camera
and movement perceivers are converted to a
static or dynamic geometry of real human sub-
jects, and act as static geometry intermediaries.

Kanon; In 3D modelling, it is a more reasonable
approach to design the values of human body
based on anthropometric body measurement
standards by using “Current Dimensioning”
model algorithm instead of creating the human
body from scratch (Machidon et al., 2018: 6). But
human body topographically involves different

structures. Transferring these different struc-
tures to a data bank by taking the cultures, ge-
ographies and races into account can create an
infrastructure for Virtual heritage projects in the
future.

Clothes/Dresses; It is important to create a good
human body, but it is not enough. Virtual Char-
acters featured in digital cultural heritage experi-
ences must be dressed with appropriate clothes.
This is very important as most of us tend to pay
attention to the clothes of the persons we interact
in real life. Clothes and ornaments are consid-
ered by historians as significant clues to explic-
itly portray the status of a society including its
technological and cultural level. On a social lev-
el, clothes and ornaments are important to define
the gender, age and status of their owners.

Mimic/Speech: Virtual characters, which are
capable of occupying the user verbally in a di-
alogue are considered as social beings. People
tend to react to these ‘speaking’ digital equiva-
lents in almost the same way as they respond to
real humans.

Communication flow with a speaking virtual hu-
man can be divided into two categories, namely
input data processing (the speech coming from
the human user) and output data production
(the response given by the virtual human). If the
VH receives human speech (voice) as input, the
audio sequence needs to go through speech rec-
ognition processing to be converted into further
processed text via natural language algorithms
to extract relevant keywords/concepts that it can
generate. Response; these elements are often
used to generate the most appropriate response
from a predefined set, which is then told back
to the user by the virtual agent. VHs accepts di-
rect human speech as input. The recorded audio
is first processed by an automatic speech recog-
nition (ASR) module, the extracted text is then
submitted to the language understanding (LU)
module. This module uses a statistical text classi-
fication algorithm to map and select a set of re-
sponses from a library of domain-specific script
responses (about 400), which are then imported
into the dialogue management (DM) module.
Based on the response sequence and the conver-
sation history, the DM module selects a specific
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response sequence for the characters to perform.
(Machidon et al, 2018: 7).

Basically, verbal communication is carried out
by two sub-processes: interpretation (analysing
and parsing the introductory text to understand
the underlying concepts and expressions) and
dialogue management (under the responsibili-
ty of the virtual agent). But this is quite a chal-
lenging process. Virtual agent must be capable
of distinguishing sounds and a very wide pool of
questions and answers must be available. These
are configured with artificial intelligence and al-
gorithms.

Environment and Virtual Crowds: Cultural her-
itage projects are not object-oriented like still life
paintings or a portrait painting in a workshop.
Cultural heritage embraces the city and the com-
munity in which it lives. For this reason, in order
for the cultural heritage to be perceived correct-
ly, information about the environment and peo-

ple of the era is needed. This is also important to
emphasize the behaviours, habits, occupations
of a community and their interaction with the
environment. But it is not an easy task to create
and manage these virtual crowds, it is a more
complicated issue than dealing with a single vir-
tual human.

The first and foremost issue is collision avoid-
ance, which was initially addressed by applying
short distance avoidance algorithms in local or
global navigation systems. However, these solu-
tions are applicable for a limited number of mod-
els and cannot handle simulating large numbers
of VHs simultaneously. The latest initiatives
in this field are described in a framework that
covers motion planning from the 3D modeling
package to the processes of developing 3D virtu-
al worlds with the addition of embedded static
models of scenes/buildings and crowds (Machi-
don et al., 2018: 8).

Table 1. Mona Lisa Visual Formal Analysis

Form and Reality The form of the character is modelled close to, or even more realistically, the reality of
Leonardo. There is a pictorial reality. The skill of a sculptor is observed in modeling.

Emphasis Hierarchy and In the 3D model sitting in front of the painting, the light comes from the upper left and the

Contract contrast of the light with the light skin and dark clothes highlights the emotions of the figure

and focuses the eye on the face. The painting is hierarchically located behind the figure and
its function is to highlight the model in the foreground.

Texture and Material
Clothing

In the 3D model, leather texture is used for the skin, giving a light, matte and soft effect. The
brightness and texture of the clothes were chosen from the fabrics preferred by the nobles of
the period and by staying true to elements of the painting. The hair was assigned to the
model to create a thin and delicate effect.

Size and Technique

The dimensions of the figure, the painting and the room were modelled in proportion to
reality. In the animation modelled by the VR studio Emissive, different programs were used
for texture, rendering and riging, as well as three-dimensional model programs.

Colour and Light

In the three-dimensional real model of the painting, which is dominated by sepia colours,
this value was strictly preserved, and the light was selected in a way that that does not spoil
the colours. In order to prove the sfumato technique used by the painter, shadows were
created using light from a single source in a dark environment. Shadows gradually get darker
on the surface, as in the painting, creating a smooth transition with a gradient. The
environment is likened to the painting by using yellow light. The same effect does not occur
in daylight when the 3D character goes out onto the terrace.

Canon and Proportion

The body proportion of the 3D character, that is, the canon, was rendered exactly in the
dimensions determined by the painter. The ratio of the hand to the face in the proportion and
the ratio of the painting to the figure are in line with the original painting.

Function and
Composition

the sense of reality.

There is still no definitive evidence of who the Mona Lisa was. However, it is estimated that
she was the wife of the merchant Francesco del Giocondo, who was a member of the
Gherardini family, and that the painting was made to commemorate the birth of Giocondo's
second son Andrea. Evaluated in the context of social roles, women are rewarded with birth
and immortalized in the Middle Ages. It is a commonly held opinion that Mona Lisa is
smiling when the painting observed from the focal point of the composition. However, in the
3D model, the eyes and small movements of the character are the focal points for increasing

Rhythm and Movement

The roads, plants, colours and balance of face proportions in the landscape used in the
painting give the sense of rhythm and movement. In the painting or 3D model, the eyes of
the viewer naturally move towards the eyes of the character. However, the sense of
movement in Immersive 3D Animation occurs spontaneously as it reaches different times
and places. The wind and sound repetitions of the animation give the sense of rhythm. In the
final scene, while the audience is flying on the boat, there is no longer the real balance of the

picture and the landscape, but of the user. However, in addition to this, it is necessary to note
the accurate and realistic ratio between landscape, boat and landforms in 3D animation.
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The use of 3D characters in cultural heritage 3. Stylized 3D Character Modeling

applications can be analysed in three different

categories. The first is environmental suitability 43D Creature / Mascot Modeling

and proximity to reality, the second is interac- 5. 3D Character Modeling for Cartoons.

tive guide, and the third is the category of video

games (Machidon et al., 2018: 9). Authenticity and credibility are very important
factors in cultural heritage practices. The more

2.2. Modeling Types: Authenticity and Credi- detailed the character, the more detailed the tex-

bility tures and coatings, the more will be the credibil-

3D models are divided into different categories ity. This varies according to the skill, speed and

according to features such as authenticity, styl- time of the designer. Can Sahin says, ‘It is more
valuable to think of something than to be able
to do it,” (Sahin, 2019: 55). But being able to do

1. Ultra-Realistic Digital 3D Character Modeling it here is as important as thinking about it, and

ization, fantasia. These are:

maybe even more important. Because putting the
2. Semi-Realistic background 3D Character Mod-

; idea into practice in a realistic way is much more
eling

Image 1. Mona Lisa, (2019) 3D modeling presented in VR virtual reality. At the end of the experience, a flying

machine designed by Leonardo Da Vinci is flying towards the landscape inside the painting.

Table 2. John Calvin Visual Formal Analysis

Form and Reality For the head model, Jean Calvin's lean facial structure, long and thin nose, pointed beard,
clothes and texture coatings took on a realistic character look.
Emphasis Hierarchy and | In the 3D model, the emphasis is on the nose and eyes. As the types of clothing worn are a

Contract form of corporate communication, emphasis is given to their clothing as a clergyman and
preacher.

Texture and Material Priests wear a black roccus over a white tunic. It is made of wool (raw, rough). A long dress

Clothing reaching the feet of a tunic is worn over the top. A roccus is a long flipper with wide arms

and a pointed tip. However, in order to achieve realistic fabric movements in the model,
cotton linen was replaced with textures that would give the effect of silk. The dress was fit
on the model with a special program. The garment is deformed according to the body.

Size and Technique Dimensions are in line with and proportion to the reality. Uni. Geneva / MIRALab did the
modelling through various programs. Characters of restituted Aspendos theatre was
modelled with characters including Aeschylus, Agamemnon and Antigone. The movements
and mimics of the theatre actors were transferred to the virtual characters with optical motion
capture sensors. The facial animation of the virtual character is based on a mixed process
between home-made software using commercial software (VICON) for motion capture and
MPEG-4 parameter system for facial animation.

Colour and Light In the last model, the theatrical performance was recorded as “One Day in Your Life”. The
light was dimmed to give a theatrical feel, which caused the image to be dark.

Canon and Proportion The body size of the 3D character, namely the canon, is proportioned according to the
measurements taken from the photographs.

Function and This project was commissioned for a temporary exhibition titled “A Day in the Life of John

Composition Calvin” at the International Museum of Reform, Geneva, to commemorate the 500th

anniversary of the birth of John Calvin (1509-2009) from April 24 to October 31, 2009.
Since the front audience is fixed and graphical in the composition, the credibility had
decreased, but it was appreciated as an innovative work.

Rhythm and Movement An optical motion capture system (VICON) was used to record body and facial animation to
achieve realistic movement and expressions. The movements of real players were
transferred.
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important in terms of credibility and persuasion.
Part of the variation in modeling types comes
from the differences in detailing to achieve real-
istic imagery. Cetin Tiirker argues that three-di-
mensional modeling emulates traditional arts
such as painting and sculpture (Tiirker, 2007: x).
Indeed, the result obtained when shaping the
sculpture in clay is similar in the program. Both
have their pros and cons, but the method is the
same. Only the coating effects in the program
require a skill and knowledge far beyond mod-
eling sculptures. Similarly, other programs and

skills are used for the design of clothes to be put
on the model. Sewing and cutting requires a tai-
lor’'s knowledge. However, the result may look
more realistic than the cloth on the statue.

2.3. Parameters to Consider in Modeling

There must be a harmonious relationship be-
tween form and content in 3D Modeling to be
used for cultural heritage. This form-content re-
lationship is an essential prerequisite that is nec-
essary not only for the cultural character but also
all characters. In the advertising sector, a mascot

Image 2. Jean Calvin, (2003) 3D modeling presented in VR virtual reality. Voice, behaviour and gestures are
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added with haptic technologies. Source: t.ly/iPnU

Table 3. Uruk City People Visual Formal Analysis

Form and Reality

Forms and shapes are life-size. Detailing is insufficient due to technical impracticalities,
which reduces authenticity.

Emphasis Hierarchy and
Contract

Since it is a theatre play, the emphasis is left to the actor’s point of view. To put it more
broadly, emphasis was placed on the city and culture.

Texture and Material
Clothing

What was used was what was considered necessary culturally. However, the images
remained artificial and of graphic quality because the details were not furthered.

Size and Technique

The modeling was done in Unity game engine. But today it could be modelled much more
realistically.

Colour and Light

Natural daylight was used. Colours are close to natural.

Canon and Proportion

The body proportion of the 3D character, namely the canon, is in real dimensions.

Function and

It was designed to witness history and get to know more about the culture. In the 3D virtual

Composition reconstruction of the Ancient city of Uruk in 3000 BC, the viewer can experience the ancient
Sumerian culture. Although the composition was correct, the images had an artificial
appearance.

Rhythm and Movement Movements are slower than other animations. Figures move, but real human behaviour is not

conveyed exactly.

Image 3. Uruk City People 3D modeling is presented in VR virtual reality.
Source: https://www.researchgate.net/figure/Generated-Crowd-in-Unity-3D_fig4 280134491
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must reflect the identity of the institution in the
most accurate way, and characters must be pro-
duced in the animation film that are suitable for
the subject and context. The second condition for
3D character design to be used for cultural her-
itage is reality. The more realistic the detail, de-
tail, resemblance, speech, mimic, the more will
also be the credibility.

The third condition in modeling, or one of the
most important parameters to be considered,
is historicity. The period in which a historical
character lived, habits, dressing styles and be-
havioural patterns must be designed in accor-
dance with the historical period. This is what
makes an interdisciplinary study necessary.
Modeling a new character is always easier. On
the other hand, modeling a character that is lo-
cated in historical, and even collective memory
will always be a more challenging and arduous
process if sufficient data is not available. The
models are expected to support .obj or. fbx for-
mats in order for the prepared characters to be
compatible and easy to work with game engines
and other platforms. Although some programs
can easily use files with this extension, there may
be problems. The fact that a 3D character that

represents cultural heritage must now b sup-
ported with artificial intelligence is understood
as yet another parameter that is significant for
increasing credibility.

2.4. Motion Picture Criteria in 3D Animation

3D animation refers to the process of bringing
digital objects to life by creating the illusion that
they are moving in a three-dimensional space.
These computer-generated objects appear on a
two-dimensional screen, but are produced in a
way that mimics the principles of a 3-dimension-
al world. Today, animations are now used in ev-
ery field of media sector. However, especially in
3D character animations, as in modeling, move-
ment, mimics and behaviours are important cri-
teria as they directly appeal to emotions. Scenes
such as the character’s singing, dancing, and
spinning gain effect in the 3D image, while facial
expressions become poignant and empathic.

- Bringing motion closer to reality is an import-
ant criterion in 3D animation. 3D animation can
intensify the action for the player, giving video
games a more realistic feel. Whether you're fight-
ing an enemy or racing an obstacle course, hav-
ing a 3D feel can give a much more exciting expe-

Table 4. Hagia Sophia Visual Formal Analysis

Form and Reality Formally, it is a copy of the real object and was conveyed realistically.

Emphasis Hierarchy and When the whole model is considered, the emphasis is on the splendor and richness of Hagia
Contract Sophia. Figures are hierarchically secondary.

Texture and Material The places and figures were located in accordance with the conditions of the period.
Clothing

Size and Technique

It was transferred with realistic rendered images modelled with the 3Ds Max program.

Colour and Light

The colours are natural, illuminated by the interior lighting and daylight from the windows.

Canon and Proportion

Models are in realistic life-sizes.

Function and
Composition

To promote and influence the cultural heritage of the period.

Rhythm and Movement

Moving figures move on stage without interaction.

I&_

Hagia Sophia is presented in 3D modeling V.

R virtual reality.
T o

z Vg

Source: http://agiasophia.tholos254.gr/en/
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rience. 3D animation can be used in combination
with virtual reality and augmented reality spe-
cial effects, giving the player the feeling of being
in the world in real time (Upwork, t.ly/FtY45).
Horizon Zero Dawn is an example of how vid-
eo game animation can leverage 3D technology.
The action game includes many physical fea-
tures, from avoiding traps to solving puzzles
and fighting enemies. The warrior robots in the
game are much scarier in 3D, making for a more
adrenaline-fuelled experience.

- Motion storytelling in 3D animation is an im-
portant criterion for understanding, learning,
keeping attention and creating captivating con-
tent. Today, digital storytelling, in which videos
are used instead of boring presentations and still
images, is used as an effective tool in the fields
of education, lectures and marketing to attract
the attention of the audience, to influence them,
to understand them, and help hem understand.
In architecture, instead of the 3D modeling and
animation videos which are already in use, it is
now possible to visit and experience architectur-

al designs in VR reality. It is possible to change
the design instantly with the customer.

The benefits of 3D Animation and Digital Story-
telling are summarized as follows:

1. User interaction

2. Attracting a wider audience
3. Effective Communication
4. The perfect brand tool

5. Credibility

6. Creating a better environment of presentation
and understanding.

2.5. Types of 3D Animation

As the technology advances and new technolog-
ical innovations become popular, the cost-effec-
tiveness and accessibility increases, which allows
the emergence of different and creative designs.
3D animation and characters, which have moved
from 2D to 3D, and which we come across in dif-

Table 5. Lady Ada Byron Visual Formal Analysis

Form and Reality

The form of the character was been conveyed in a realistic style in accordance with the real

conditions.
Emphasis Hierarchy and The emphasis on the figure behind the curtain was given to the entire 3D model with
Contract lighting. The curtain is hierarchically secondary.
Texture and Material In the 3D model, leather texture is used for the skin, giving a light, matte and soft effect. The
Clothing brightness and texture of the clothes were chosen from the fabrics preferred by the nobles of

the period and by staying true to elements of the painting.

Size and Technique

The sizes were formatted with 3D modelled motion capturers.

Colour and Light

Stage and spotlights were used.

Canon and Proportion

The body proportion of the 3D character, namely the canon, is life-size.

Function and
Composition

The stage atmosphere was used and designed in harmony with the identity of the museum.
Its function is to greet visitors to the museum and make good wishes.

Rhythm and Movement

Movement is limited, eye and facial movements are natural.

Image 5. Lady Ada Byron 3D modeling is presented in VR virtual reality. Interaction with the audience is
achieved by adding Virtual Intelligence.

Source: https://www.vi-mm.eu/project/virtual-lady-ada-an-interactive-museum-exhibition/
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ferent realities today, are used in different genres

and categories. We can divide these categories

into three groups according to their reality.

1. Passive 3D Animations

Augmented Reality

Table 6. Salvador Dali, Visual Formal Analysis

2. Interactive 3D Animation: Video Games and

Form and Reality Formally, the photographic image was rendered realistically in real dimensions.
Emphasis Hierarchy and Emphasis was put on the 3D character's face and eyes.

Contract

Texture and Material The texture is designed to suit the clothes of the era realistically.

Clothing

Size and Technique

Dimensions are in real human size in a closed class. This is supported by holographic image

and artificial intelligence.

Colour and Light

The visualization was done indoors by using studio light. Stage lighting was used and

attention was transferred to the 3D model with light.

Canon and Proportion

The body proportion of the 3D character, that is, the canon, is compatible with its real

dimensions.

Function and

The function of the holographic image is to entertain the Visitors, give an appropriate

are realistic and fluid.

Composition impression of the Painter's crazy personality and to commemorate him and revive his
memories.
Rhythm and Movement In holographic image Photographic image is realistic. The movements of the 3D character

Image 6. Salvador Dali, 3D modeling is presented in VR virtual reality. Interaction with the audience is achieved

by adding Virtual Intelligence.

Source: https://www.wtsp.com/article/news/local/dali-lives-exhibit-dali-museum-st-petersburg/67-d5b1b635-
5770-45a2-84e5-99aa77dd0d5¢c

Table 7. Contextual and Functional Analysis of 3D Virtual Characters

Mona Lisa John Calvin Uruk City People Hagia Sophia (3Ds | Lady Ada Byron Salvador Dali,
(Unity) Max)
Type of Immersive Passive Interactive Game Passive Interactive Artificial | Interactive Artificial
Animation Intelligence Intelligence
Production | 2019 2009 2009 2002 2015 2019
Year
Subject Mona Lisa Comes Out | A day in the life | Sumerian City Demonstrate Introducing Lady Salvador Dali Takes
of the Screen of John Calvin Uruk Human tangible cultural Ada Byron to the Selfie Tangible Old
Tangible heritage Tangible Representations heritage through audience at the Culture
heritage Lost culture reconstruction museum event
Interaction No Interaction with Limited Question-Answer No Eye detection Sees, perceives the
the Character- But the interaction chat-based Greeting audience and makes
audience can get on interaction decision
the flying machine and
fly
Speech No Transfers the Yes No Can chat with the Can chat with the
Environme It has a few layers of The crowd is There are Multiple There is No No
nt and history, there is no 2D, City Residents environment and
Virtual crowd specific to the accompanied by people
Crowds: period a 3D character
Historical No historical It is possible to There's a lot of You can see the He has only physical | It was updated in
and representation other learn about representation features of the presence, and accordance with his
Cultural than clothing and history, culture, | about history and Constantine Period, | presentation of personal and artistic
Representat | imaginary scenery, as character and culture although when iconoclasts clothes and identity
ion it focuses on Painting ideas. texture and detail covered the images. | movements. There is

and Painter

are insufficient.

information specific
to the period.
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3. Immersive 3D Animation: Virtual Reality and
Mixed Reality

4. Artificial Intelligence Animation

Pixar’s “Toy Story” is an example of passive 3D
animations. In this animation film, the viewer
can passively watch 3D toys move in a 3D world.
This type of 3D animation is still quite popular
and cost-efficient today.

Interactive 3D Animation: In Video Games and
Augmented Reality animations, the audience
needs an interface with which they can interact.
This can be a smartphone or AR glasses. The
viewer can see the characters, talk to them, touch
(touch the interface) and interact with them
without breaking away from real space and time.
The world is real, but the characters are virtual. It
is used in the fields of culture, education, adver-
tisement or marketing.

Immersive 3D: Virtual Reality and Mixed Real-
ity animations, on the other hand, the audience
breaks away from reality completely and is tele-
ported to the universe of the animation. This
teleportation is provided by VR glasses with
image and sound. In these animations in which
VR and MRs are used, a realistic dream-like ex-
perience begins. It allows them to perceive ev-
erything that happens to them in VR and MR as
if they are actually experiencing them. This type
of 3D animation allows users to interact with vir-
tual characters and objects that appear in virtual
space or VR state. Interactions are achieved (for
now) thanks to Microsoft’s HoloLens and Ocu-
lus S/Quest’s glove or touch controllers. Since
the viewer cannot perceive her/his own body,
this situation gives the impression of dreaming
or astral projection. It is expected that over time,
haptic technologies that can be worn on the body
will become widespread, so that animations will
be experienced in a universe where the user can
fully see and interact with their own avatars.

Today, Immersive 3D Animations are used in the
movie and game industry, surgical treatments in
the operating room, and simulations such as fly-
ing and swimming. Immersive animations are
used for writing or recreating stories, not story-
telling in the classical sense.
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2.6. Artificial Intelligence Animation

Artificial intelligence is the science of using ma-
chines and computers to solve problems and
make decisions similar to the human brain.
They work by taking big data and analysing that
data for patterns and correlations. The informa-
tion is then used to make predictions and find
solutions. In animation, AI/AI is often seen in
automation, virtual scene rendering, 3D model
rendering, face animation, and virtual reality.
With the increase of the popularity of artificial
intelligence in animation, animation software
and applications have been developed by big
technology companies such as Google (Google
DeepMind), Adobe (Adobe Sensei). The aim of
IBM computer scientist Arthur Samuel, who was
the first to develop artificial intelligence, was to
help humans quickly and accurately solve prob-
lems that could not be achieved.

Basically, Al animation is a component of a ma-
chine learning application that allows it to learn
and adapt from experience rather than program-
ming systems. Artificial Intelligence animation
works similarly to the functioning of the human
brain (Marvazi, 2022: t.ly/44sN). Al animation,
which can be used to improve the animation
process, can predict the next animated frame as
learned motion matching, predicting 3D high-
lights from 2D animated videos. Motion map-
ping is a tool used to animate characters. The
downside is that over time it consumes storage
space and takes up a lot of memory. Today, the
system known as learned motion matching is
used and takes up less memory than normal. On
the other hand, “although neural network-based
generative models for character animation are
capable of learning meaningful, compact con-
trollers from vast amounts of animation data,
methods such as Motion Matching remain a
popular choice in the gaming industry due to
their flexibility, predictability, and low pre-pro-
cessing times.” (Holden et al., 2020: 1). Thanks
to artificial intelligence, the production times of
animated series and movies are shortened, the
movements of the characters become smoother
and more realistic. In addition, the artificial in-
telligence 3D model provides the opportunity to
obtain better and realistic facial expressions.
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3. VISUAL ANALYSIS

Visual analysis is a method of understanding
art that focuses on the visual elements of a work
of art, such as colour, line, texture, and scale.
In general, it is the description and explanation
of the visual structure for itself (Hudson et al.,
2002: 15). This definition can be developed for
sculpture and three-dimensional designs. In
this case, visual analysis can be expanded as “a
method of understanding design and history by
focusing on the visual elements and principles
of three-dimensional objects designed, as well
as their material, size, colour, light, composition,
function, cultural representation and historical
significance”. Visual analysis is often used as a
starting point for art historiography (Hudson et
al.,, 2002: 15). For three-dimensional designs and
even for the re-representations of culture, it can
be a beginning to reinterpret and understand
culture and history.

Visual analysis isn’t just for art; it is also a crit-
ical part of visual literacy; it is a skill that helps
people read and critically interpret images in a
museum, social media, entertainment, advertise-
ment or news (Sayre, 2005: 33). The 21st century,
called the visual age, is under the domination
of visual media. At this point, visual analysis is
critical in sharpening critical reasoning skills and
seeking answers instead of passively receiving
information. Taking it further, being able to mo-
tivate unbiased images is important in revealing
hidden ideologies. The visualization of history is
actually a critical issue in itself. The ideology of
the designer on which the process is based, and
his/her perspective is of critical importance. In
fact, the visualization of three-dimensional his-
tory, like photography and media, is not neutral.
As these aspects are visualized, visual analyses
traces the signs of light, colour, form, texture,
integrity, proportion and emphasis. Even the
sound, effects, melody, behaviour patterns, at-
titudes and facial expressions used in animated
animations are included in the representation of
history and the expression of the ideology used.

It is possible to analyse images in two ways: for-
mal and contextual (Semantic/Contextual) For-
mal analysis is a technique used to organize the
visual information of photographs, paintings,

historical cultural objects or three-dimensional
design elements. In other words, it is a strategy
used to convert images into written informa-
tion (Custom-Writing.org). Formal analysis el-
ements, for instance line value, form, space, co-
lour and texture, are the building blocks that are
combined to form a larger structure. In addition
to this, design principles are also used in formal
analysis. These are balance, contrast, movement,
emphasis, pattern, proportion and unity. The
purpose of formal analysis is to describe visual
choices, organize information, synthesize, rein-
terpret and understand it. The aim of contextual
analysis is to connect the work of art to its pur-
pose or meaning in culture. A contextual analy-
sis explores the social purpose and significance
of a work of art/image.

3.1. Visual Research Methods

The consequences of visual information compe-
tence were first described by Georg Simmel, who
claimed that the eye has a unique sociological
function and that visual social science is relevant
for anthropological and sociological research
(Ball and Smith, 1992: 2). Ball and Smith suggest
a series of theoretical frameworks for the analy-
sis of visual phenomena. These are: content anal-
ysis, symbolism, structuralism, cognitive anthro-
pology and ethnomethodology. Stephen Spencer
attributes the use of visual research methods to
the point of giving clear ideas about philosophy
and its benefits (Spencer, 2022: 3). Although vi-
sual data may deviate from reality according to
the place, context and purpose of use, it is im-
portant in terms of inspiring ideas.

Marcus Banks, who prefers the term“Visual so-
cial research” argues that social anthropology
and sociology have a problematic relationship
with visual imagery and its use in the represen-
tation of social knowledge and society (Banks,
2001: 14). He also suggests that the value of mak-
ing and exhibiting filmic or photographic rep-
resentations of research subjects has never been
completely dismissed. Also, there is an import-
ant difference between a movie (and video) and a
still photo. A movie is not a series of still images,
or even scenes, to be read one by one. A well-ed-
ited movie is more than the sum of its parts, it
is the cumulative effect of successive shots and
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scene-by-scene sequences to create the scenes
that make up the film’s message. That is, a film
cannot be reduced to its constituent parts (Banks,
2001: 22). Itis also possible to reduce this to rep-
resentatives of culture and history designed for
VR reality. The representation of a character,
even in three dimensions, cannot go beyond the
analysis of a static sculpture. However, when the
character interacts with the audience through
animation video or artificial intelligence, both
perception, representation and meaning become
much more diversified and a holistic judgement
can be made.

Similar to the need to distinguish between exter-
nal and internal narratives in reading images, it
is important for the social researcher to distin-
guish between the form of the visual image and
the content of the visual image (Banks, 2001: 51).
Although they are connected, form and content
can be at least analytically separated, and it is
often helpful to consider which form dictates
or mediates content to what extent. In all cases
of mechanical image production and reproduc-
tion, such as video and still or motion photog-
raphy, and in many non-mechanical cases, the
material properties of form serve to shape and
even constrain possible content. As is quoted by
Banks, Ball and Smith suggest examining the vi-
sual image by separating form and content with
two different methods as “Visual Representation
Content Analysis” and “Symbolist and Structur-
al Analysis”.

In Visual Research methods, the subject of the
research is classified under different themes
according to its content and discipline. As an
example, Amy Scott Metcalfe reframed Visual
sociology in her article titled “Repetition Photog-
raphy and Educational Research” and examined
it under three categories, namely “The origin
and nature of visuals”, “Research focus and de-
sign” and “Form and purpose” (Metcalfe, 2016,
153). In another example, in his book named
“Design in Visual Research Methods”, Henry Sa-
noff classifies and analyses the visual elements in
the city according to the themes of “perceptible,
functional, effective, symbolic, similar” or “form,
detail, quality, context, style, size, situation” (Sa-
noff, 1991: 17). From the perspective of the disci-
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pline of Art History, it is analysed in terms of de-
sign elements or principles. In terms of content, a
connection can be made between the work of art
and the artist’s personal life or historical events.
Content analysis is more based on interpretation
and evaluation.

3.2. Visual Formal (Descriptive) Analysis of 3D
Characters

In this section, the formal analysis of 3D char-
acters, which are the subject of the research and
modelled for cultural heritage, is presented. The
characters included in the research are modelled
with different methods and have different abil-
ities. The findings are interpreted before each
character image. Visual formal analysis is eval-
uated in 8 categories. How is the digital charac-
ter created in form and reality? Does it create a
perception of reality? These two questions are
addressed. The use methods of design elements
such as emphasis, hierarchy, contrast are eval-
uated. Also, in visual stylistic analysis, two-di-
mensional works such as pictures and photo-
graphs are rendered by considering the design
elements and principles, while the analysis in
three-dimensional design elements is performed
a little differently, although they have similari-
ties. In the 3D model, size and technique, colour
and light, canon and proportion, function and
composition, if any, are evaluated by consider-
ing the entire motion picture.

3.3. Contextual (Semantic/Contextual) and
Functional Analysis of 3D Characters

In the contextual and functional analysis of the
characters, the scales used by Spyros Vosinakis
and Octavian M Machidon et al. were combined
and developed. Accordingly, 11 categories were
determined and the characteristics, functions
and contributions of the characters were tabu-
lated. Subject, Function, Decision-Making, Cred-
ibility, Talent and Interaction are taken from the
scale suggested by Spyros Vosinakis in his article
titled “The Use of Digital Characters in Interac-
tive Applications for Cultural Heritage” (Vo-
sinakis, 2020: 6). Speech, Virtual Environment
and Crowds are taken from the classification
in Octavian M Machidon et al.’s article “Virtual
Humans in Cultural Heritage ICT Applications:
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A Review” (Machidon et al, 2018, 16). Anima-
tion genre was added with reference to the clas-
sification of “3D Animation Types” in the first
chapter and previous studies on Historical and
Cultural Representation.

Subject: What is the subject of the application
that features the character? Concrete heritage,
old/lost cultures are evaluated. Interaction:
Hows does the user interact with the character?
It is evaluated in terms of being non-interactive,
interactive, user-controlled. Speech and Abili-
ties: What can a digital character do in the en-
vironment? Navigation, social, interaction with
the environment, interaction with other factors,
complex situations are evaluated. Decision-mak-
ing: How does the character decide her/his ac-
tions? It is evaluated in terms of whether it has
predefined, scripted, state machines. Credibility:
What kind of aspects of credibility does the char-
acter have? Idle motion, facial animation, gaze,
personality, and emotions are evaluated. Func-
tionality: What is the function of the character
in the context of application? Showing, simulat-
ing, presenting, teacher, storytelling situations
are evaluated. Environment: The environment
in which the character embodies features such
as virtual reality, augmented reality, mixed re-
ality, general setup, augmented virtuality, robot
etc. are evaluated. Virtual Crowds: Fluent move-
ment, collision, sound and behaviours are eval-
uated. Historical and Cultural Representation:
The recognition of the representations, whether
they state opinions is evaluated. The findings are
summarized in the results section.

4. CONCLUSION

3D character modeling is relatively easy with
today’s technology. However, several problems
are encountered in models with many parame-
ters such as the representation of cultural heri-
tage. In the article, 6 3D Characters made from
2002 until today or virtual characters attributed
to virtual heritage were analysed. The most re-
markable point here is the fact that much more
detailed and realistic works could be produced
thanks to the technological developments over
time. However, more importantly, as technology
progresses, there is a decrease in the character’s
voice, gestures and speech in serious projects.

For example, we do not hear the voice of the
Mona Lisa made in 2019, very limited human-
oid features were added. This may be due to the
distance of the history and the fact that everyone
has an idea about the painting. In game produc-
tions, everyone agrees that this is not historical
evidence and should not be taken seriously.
However, through this game, children had the
chance to experience and learn the Sumerian
history more than anyone else. The silent but
effective presentation of Mona Lisa fascinated
everyone and continued to keep its mystery as
an enigmatic woman. An important detail here
is the fact that visualization was done with picto-
rial realism, not photographic realism. The rea-
son for this is that the painting is a journey to
its own autonomous reality, not to the historical
period. Similarly, in 2018, the National Muse-
um of Finland in Helsinki applied immersive
VR to RW Ekman’s painting The Opening of the
Diet 1863 by II Alexander, detailing Finnish life
and politics during the Russian Empire in the
1860s. Pictorial reality was used also in this ap-
plication. It was known to be an animation, no
one questioned why it was not modelled with
photographic reality. This choice seems to be a
method that has been used more commonly in
new virtual heritage studies. On the other hand,
the 3D character of Salvador Dali, who shouts
from inside the window but is happy and funny,
calls out to us from an interactive and artificial
intelligence supported environment. As a form
of reality, photographic image is convincing,
but its blocked image in the glass causes us to
question its credibility. Functionally, it updates
its personality and draws attention in the mu-
seum or place. John Calvin’s virtual model was
designed to reintroduce historical personality
to new generations as an example to the public.
Behaviour and mimics were added with mo-
tion catchers, and voices were transformed into
speech with the help of algorithms. Realized in
2009, the project is among the most prestigious
projects of the period. It represents the period
in the best way historically, culturally, intellec-
tually and behaviourally. Lady Ada Byron, on
the other hand, speaks and moves less. It is not
impossible to learn much about her personality
and her place in history. The limited presenta-
tion, that is, behind the screen in an interactive
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way, creates a lower effect compared to immer-
sion effect. Uruk city and Hagia Sophia are two
projects developed for the promotion of cultural
heritage. However, there are a lot of differenc-
es between the two in terms of credibility and
information transfer. Hagia Sophia is a passive
animation modelled with 3Ds Max and with life-
like images. The city of Uruk offers people the
opportunity to experience interactive history.
But the credibility is limited since details were
not added.

As was argued in the beginning, creating histor-
ical stories from 3D models for cultural heritage
purposes is a very difficult process and as tech-
nology advances, voice-overs of characters and
providing information about characters gets lim-
ited in order to reduce the margin of error. How-
ever, projects that can display a freer perspective
such as games and movies are more courageous
and productive. Credibility has increased as
technology progressed and images have became
closer to reality as details are added. However,
in a digital visual age where everything is ex-
plained with video, images and animations, it is
necessary to develop more projects and explain
history and culture. The general approach is lim-
ited conversation and interaction. In this sense, it
is thought that games and gamifications will be
effective in producing more effective projects in
reanimating history. History can be reconstruct-
ed with short interactive films. For this reason,
when it comes to cultural heritage, it is import-
ant in historical animations that the characters
act in accordance with the period and interact
with the audience. Perhaps, when artificial intel-
ligence is sufficiently developed, answers to the
question of “how would the historical character
have behaved today” must be addressed.

It becomes necessary to speak with the language
of the digital age and present the history to young
generations from scratch in order to reflect the
cultural heritage. Presentation of history based
on interaction with augmented reality, virtual
reality or expanded reality and experience has
become the determining factor not only of digi-
tal, but post-digital era. These have become pre-
requisites for history, culture and archaeology.
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Virtual reality applications, story-telling through
digital characters have become tools that encour-
age motivation for the users of today. Realistic
image is important in terms of credibility in re-
constructing history. But more importantly, it is
necessary to assign human characteristics such
as real movement, verbal skills, facial expres-
sions and behaviour to the historical character.
This will play an important role in increasing the
number and interaction of the participants.

Note:

The Mona Lisa character is modelled in 3D and pre-
sented as interactive animation in VR virtual reality.
In the animation, after immersion in the Louvre mu-
seum, the artefacts in the museum are shown in a tour
along the hall. After a while, the narrator appears in
front of the Mona Lisa Painting and gives informa-
tion about the artwork. After the narration is over,
the darkness descends and when the lights come on,
Mona Lisa is seen sitting in front of the painting. It is
within touching distance. She blinks her eyes, contin-
ues to sit up with barely noticeable body movements.
There is no speech and after a while, she gets up and
walks towards the terrace and sits on a chair on the
terrace. Meanwhile, the audience gets on the flying
machine designed by Leonardo Da Vinci and starts
flying towards the landscape that Mona Lisa is watch-
ing. The boat is rocking and the viewer is immersed in
this sense of rocking. The screen goes black and ani-
mation ends.

Mona Lisa is wearing a satin dress and a loose cloak
over her dress. Her skin, her eyes, the grace of her
hands are perceived. When she goes out on the ter-
race, her hair is swaying from the wind.

French clergyman, theologian, and philosopher. He
is the founder of the sect of Calvinism. Members of
Calvinism organized in new churches in Genoa, the
Netherlands, Scotland, Germany, and France. He was
the supporter of the idea of teaching religion correct-
ly. Although his areas of interest included grammar,
rhetoric, logic, arithmetic, geometry, astronomy and
music, he specialized in law. Modelled by MIRALab,
Jean Calvin begins with deep historical research. The
face and head of the character are modelled first. In
their article titled “Modeling Life in Time: Cultural
Heritage Case Studies” Se'ne’cal et al argues that the
most important part of modeling is the head, where
most of the emotions are expressed: “What gives
an identity to a historical figure is not only the body
shape, but also the head and fact that give a personal-

ity to the character” (Senecal, 2003, 396).
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Anselm Kiefer’'in resimlerinde materyal
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The use of materials in Anselm Kiefer’s paintings; straw
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Oz

Ikinci Diinya Savasi tiim diinyada biiyiik tahribatlar ve yikimlar olustururken, dénemin sanat anlayisin1 da
etkilemistir. Bu etkileri tiim boyutlariyla eserlerine yansitan bir¢ok sanatg¢i farkli duyarlilik bigimleri gelistirerek
sanatlarini olusturmuslardir. Bu sanatgilar arasinda 6n plana ¢ikan Anselm Kiefer giiniimiiz sanat diinyasinin ya-
sayan en 6nemli sanatgilarindan biri olarak anilir. Eserleri yakin dénem Alman tarihini, Nazi Déneminin yikim
ve siddetini konu alir. Bu konular etrafinda ele aldig: eserleri ayni1 zamanda farkli diinya kiiltiirlerine ait mitler,
sOylenceler ve hikayeleri de igerir. Kiefer'in eserlerinde kullandig: sira disi yontemler ve materyal kullanim: onu
kendi ¢agdaslarindan ayiran en énemli 6zelliktir. Eritilmis kursun ve samanin yani sira bir¢ok dogal ve kimyasal
elementlerden faydalanan sanatgi, tiim bu materyalleri devasa 6lgekte resimlerine entegre ederek farkli bir anlatim
dili gelistirmistir.

Anselm Kiefer’in eserlerinde kullandig1 malzemelerin sembolik bagintilarini ve kullanim yontemlerini ele alan bu
makale, temel olarak sanat¢inin tuval resimlerindeki saman ve kursun kullanimlarina odaklanmistir. Bu kapsamda
sanat¢inin saman ve kursun kullanarak olusturdugu eserleri tiim yonleriyle arastirilmis, s6z konusu malzemelerin
Kiefer'in sanatsal pratiklerindeki yeri ve 6nemini belirlemeye ¢alismistir. Calismanin ilk boliimiinde Kiefer'in sa-
natg kisiligi, sanatsal yaklasimlar: ve eserlerindeki tematik yaklasimlar incelenmistir. Sonraki béliimde eserlerinde
kullandig1 materyallerin tiirleri, bu materyallerin sanat¢i acisindan énemi ve bu materyallerin icra bigimleri ele
alinmigtir. Calismanin son boliimiinde ise sanatginin saman ve kursun kullanimina doéniik pratikleri incelenmis, bu
malzemelerin sembolik, tarihsel ve metaforik anlamlari, eserlerindeki kullanim bigimleri, konuyla iliskileri eserler-
le olan bagintilar: 6rnek eserler esliginde ¢6ziimlenmeye calisiimistir.
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Abstract

While the Second World War caused great havoc and destruction all over the world, these effects also had an im-
pact on the understanding of art of the period. Many artists who reflect these influences on their works with all
their dimensions have created their art by developing different forms of sensibility. Anselm Kiefer, who stands out
among these artists, is known as one of the most important living artists of today’s art world. His works deal with
recent German history, the destruction and violence of the Nazi Era. The works he deals with around these topics
also include myths, legends and stories from different world cultures. The extraordinary methods and use of ma-
terials that Kiefer uses in his works are the most important features that distinguish him from his contemporaries.
Utilizing molten lead and straw, as well as many natural and chemical elements, the artist has developed a different
language of expression by integrating all these materials into his paintings on a gigantic scale.

This article, which deals with the symbolic relations and usage methods of the materials used by Anselm Kiefer in
his works, mainly focuses on the use of straw and lead in the artist’s canvas paintings. In this context, the works
created by the artist using straw and lead were investigated in all aspects and tried to determine the place and
importance of these materials in Kiefer’s artistic practices. In the first part of the study, Kiefer’s artistic personality,
artistic approaches and thematic approaches in his works were examined. In the next section, the types of materials
used in his works, the importance of these materials for the artist and the way these materials are performed are
discussed. In the last part of the study, the artist’s practices regarding the use of straw and lead were examined,
and the symbolic, historical and metaphorical meanings of these materials, the way they were used in his works,
their relations with the subject and their relations with the works were tried to be analyzed in the context of sample
works.

Keywords: Anselm Kiefer, Materiel, Straw, Lead

1. GiRis anlamlar1 kullanir. Eserlerindeki anlam katman-
lar1 kullanilan malzemenin tiiriine, diger mal-

Glntimtiz Alman sanatinin en etkileyici figtir- zemelerle biregimine ve fiziksel 6zelligine bagh

lerinden biri olan Anselm Kiefer Ikinci Diinya olarak degisen bircok kimlik ve metaforik anlam

Savagr'mun bitiminden birkag ay &nce 1945de Al- kazanir. Bu nedenle Kiefer'in paleti boya yerine

manya’da dogmustur. Cocuklugu, savag sonras eserlerine dahil ettigi farkli malzeme tiirlerinin

Almanya’simnin fiziksel harabelerinde ve toplum- zengin icerikleriyle doludur.

sal travmatik ortaminda gegmistir. Entelektiiel

ve sanatsal evrimi ise, i¢inde bliylidiigii, ona es-
tetik bir bicim verdigi ve giiglii yonleriyle bagh
kaldig1, Auschwitz'den sonraki Alman kiiltiirii-
niin gelisimi iginde olgunlasmuistir.

Kiefer'in sanatsal pratigi Almanya’nin yakin ta-
rihi ve Yahudi-Hiristiyan gelenegindeki mitolo-
jilerin etrafinda bicimlenmistir. Hemen hemen
tim calismalar1 konusunu yakin dénem Alman
tarihinden, mitolojiden, Katolik ve Yahudi soy-
lencelerinden, hikayelerinden alir. Ele aldig:
konularmi din, politika, mistisizm, kozmoloji,
mit ve simya g¢evresinde sorgulayan sanatgi, bu
temalar1 daha ¢ok Nazi doneminin siddetli ta-
rihiyle iliskilendirerek eserlerine yansitir. Bu
anlatimda bir¢cok farkli malzeme bilesimlerini
tuvallerine entegre eden Kiefer, mimetik tem-
siller yerine malzemenin temsil ettigi sembolik
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Kiefer'in malzeme konusunda gelistirdigi 6zgiin
yontem ve uygulamalar1 onu kendi kusagmin
diger sanatcilarindan ayiran, sanatini karakteri-
ze eden en 6nemli Ozelliktir. Eserlerinin bigimsel
glicii alisiilmadik malzemelerin yaratict sekilde
kullanilmas1 ve bir araya getirilmesiyle belir-
ginlesir. Devasa tuvallerinin bir¢ogu sembolik
anlamlar yiikledigi sira dig1 materyallerin ve ele-
mentlerin radikal biresimiyle varlik kazanir. Bu
malzemeler Kiefer'in eserlerinde 6zgiin bir kom-
binasyon sunmakla kalmaz ayn1 zamanda onun
calisma yontemi ve ikonografisi hakkinda ¢ok
onemli bilgiler verir.

2. TARIH, HAFIZA VE SANAT

Tarih ve hafiza temasi Kiefer’in sanat kariyerinin
baslangicindan giintimiize kadar birgok ¢alisma-
sinda on plana ¢ikan, cesitli boyutlariyla sorgu-
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lanan en 6nemli konu olmustur. Bircok eserinde
yenilenerek tekrarlanan bu tema Antik Yunan,
Almanya, Eski Misir ve Kabala’dan mitolojik mo-
tif ve referanslarla doludur. Bu konu baglaminda
urettigi eserleri yikim ve yeniden dogus dongii-
sii etrafinda tekrarlanan, yasamla 6liim arasinda
gezinen bir diinyanin panoramik goriintiilerini
sunar. Melankoli ve yas motifiyle desteklenen bu
temalar agirhikli olarak Ikinci Diinya Savasiin
trajik sonugclar1 etrafinda bi¢im bulur ve Alman-
ya'nin Nazi dénemini igeren lekeli tarihiyle har-
manlanir. Bu yoniiyle eserleri tarihsel olaylarin
kodlandigi kolektif hafiza manzarasinin bir par-
cas1 olarak travmadan bellege geciste bir koprii
islevi goriir.

Kiefer'in ilk calismalar1 Almanya’da fkinci Diin-
ya Savasi'nin dizginlenemez saldirganlig: ve Ho-
lokost hakkindadir. Bu eserleri dogrudan Nazi
doneminin siddetini ele alir. 1980'li yillardan iti-
baren bu temalar kiiltiirel mitler ve dini sdylen-
celer etrafinda harmanlanarak farkli bir anlatima
kavusur. Bu donem calismalar1 sadece Alman-
ya'nin tarihsel trajedisini ve siddetini degil, aym
zamanda yasam ile 6liim, iyi ve kotii arasindaki
gerilimleri yansitan evrensel insani kaygilar: te-
mel alir. Eski Ahit, Yahudi mistisizmi, Kabalistik
hikayeler, Misir ve Yunan mitolojileri etrafinda
sekillenen bu ¢alismalar, diinya ile manevi alem-
ler arasindaki iliskiyi yansitan ¢ok katmanli de-
neyimleri barindirir.

Huyssen’e gore Kiefer'in mitolojik imgelerin gii-
cliniin kesfine dalmis olan ¢alismalari, mitin bir
sekilde tarihi asti81, bizi tarihten kurtarabilecegi
ve sanatin, 6zellikle de resim sanatimin kurtulu-
sa giden en yiiksek yol oldugu fikrini olusturur.
Bu calismalar yalnizca mit veya tarihi gostermek
yerine, mitlerin tarihte nasil islev gordiigii, mitin
asla tarihten kagamayacagini ve tarihin de mitle-
re dayanmak zorunda oldugunu gosterir (Huys-
sen,1989:26-27).

Bu diistinsel baglam igerisinde yapitlarini iireten
Kiefer eserlerinde nereden geldigimizi veya ne-
reye gittigimizi kanitlamaya ¢alismadan, diinya-
da var olma hakkindaki fikirlerin ¢ok katmanli
yollarmni onerir. Farkli varlik hallerini 6ne stirer
ve bir halden digerine gegcisin nasil olabilecegine
dair cezbedici bakislar sunar. Bu pratikte mitle-
rin onemine inanir. Ona gore evren hakkinda ne

kadar ¢ok sey bilirsek, ‘varligm’ tiim sorunlari-
na bilimsel olarak ¢6ziim bulamayacagimizi o
kadar ¢ok anlariz. Bu nedenle bilimden ¢ok mit-
lere inanan Kiefer insan gergekligini ve varolus
durumlarin1 mitler araciligy ile sorgular ve bu
konular1 sanatin potasinda yorumlayarak ye-
niden {iretir (Bond, 2007:1).

3. MALZEMENIN PLASTIGi

Anselm Kiefer sanatinin merkezine aldig: kiiltii-
rel hafiza ve tarih konusu, eserlerine gesitli mito-
lojik ve dini kaynaklardan beslenen ¢ok katmanl
temalar olarak yansimistir. Bu tema baglaminda
irettigi eserler her ne kadar belli konularin tek-
rar eden bir pratigine sahip olsa da ¢ok boyutlu
ve farkli okuma big¢imlerine izin veren bir sunu-
ma sahiptir. Eserlerindeki bu 6zellik sadece ele
aldig1 konularin ¢ok yonlii referanslarindan de-
gil ayn1 zamanda yapitlarinda kullandig: farkl
tirdeki materyallerin uygulanma biciminden
kaynaklanir. Ele aldigi konulari malzemenin
temsil ettigi sembolik anlamlarla aktaran sanat-
¢1, insanlik tarihinin farkli donemlerindeki bile-
senlerini bu materyallerin birbirleri arasindaki
iligkileriyle ifade etmeye calisir. Bu anlatimda
ortaya ¢ikan anlam katmanlari kullanilan malze-
menin tiiriine ve icra bi¢imine baglh olarak bir-
¢ok metaforik cagrisim kazanur.

Kiefer sanat kariyerinin baslangicindan gii-
niimiize kadar eserlerinde en fazla kullandig:
materyal saman ve kursundur. Bu malzemeler
Kiefer'in plastik dilinin ayricalikli bir malzemesi
olarak neredeyse tiim eserlerinde tekrarlayan bir
pratige sahiptir. Sanat¢inin her iki malzemeye
ylikledigi sembolik anlamlar genelde Nazizm ve
onun yikic sonuglari etrafinda gesitlenir. Bu te-
malar etrafinda {irettigi eserlerde saman ve kur-
sun disinda kum, kiil, camur, cam, beton, toprak,
ahsap, celik, kumas, tohum, fotograf, dogal bit-
kiler, yakilmis ya da boyaya gomiilmiis nesneleri
kullanir. Bu malzemelerin bicimsel ve ¢agrisima
doniik olasiliklarini kullanarak eserlerini olustu-
ran Kiefer, tiim bu malzemeler aracilig1 ile kisa
omiirlii ve gegici olan ile ebedi ve degismez olan
arasindaki kirilgan iliskiyi vurgular. Ornegin,
saman gibi hafif ve zamansal degisime agik bir
malzemeyi eritilmis kursunla kullanir. Bu kulla-
nimda ise son derece sembolik baglantilar ortaya
c¢ikar ve malzeme yeniden tanimlanr.
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Kiefer'in eserlerinde kullandig1 bir¢ok mater-
yal Alman kavramsal sanat¢t Joseph Beuys'un
bicimlendirici etkisini yansitir. Kiefer, Beuys'u
kelimenin en genis anlamiyla 6gretmeni olarak
tanimlar. Beuys cesitli kiiltiirlerin mitlerini, me-
taforlarmi ve sembollerini 6zgiirce kullanmus,
malzeme kullanimi1 agisindan 1970’lerin baglarin-
da Arte Povera (Yoksul Sanat) terimiyle tanim-
lanan sanat yaklasimina yakin isler tiretmistir.
Arte Povera sanatgilari genis bir malzeme gesitli-
ligini kapsayan atik malzemeler ile dogadan elde
ettikleri (toprak, komiir, agag, yaprak vb.) mater-
yalleri, sanatsal malzeme olarak kullanmislardir.
Bu sanatcilar eserlerinde zamanin tahribatlarini
koruyarak, herhangi bir gorsel veya kimyasal
degisimin yaptiklar: isin dogasinda oldugunu
kabul ederek sanatlarin1 olusturmuslardir (Ro-
senthal, 1987: 95).

Kiefer’'in eserlerinin 6nemli bir esin kaynagi olan
bu tiretim sekli neredeyse onun tiim ¢alismalari-
na niifuz etmistir. Bircok eserlerini kasith olarak
dis mekdna, doganin farkli kosullarina maruz
birakan sanatgi bu yontemle eserlerinin yipran-
masina, degismesine, doniismesine ya da ken-
di degimiyle “dogal olarak yaslanmasi”na izin
vermigtir. Bir roportajinda “Dogaya, degisen ha-
vaya, sicaga ve soguga ihtiyacim var. Bazen re-
simlerimi yagmurda disarida birakiyorum, izer-
lerine asit, toprak veya su atiyorum.” der (Griffin
ve dig., 2014:4).

Kiefer'in anlati enerjisinin ¢ok 6nemli yoniinii
olusturan bu yontem onun sanatsal prosediirii-
niin en onemli parcasidir. Ciinkii hafiza ve tarih
hakkindaki sdylemleri, kullandig1 malzemelerle
ayrilmaz sekilde baglantilidir. S6z konusu ba-
gintilarin izleyici agisindan anlasilabilmesi ise
eserlerinin okunabilirligine bagldir. Bu nedenle
Kiefer eserlerini bircok isleme tabi tutar ve bi-
lingli olarak degisime tesvik eder. Isitir, 1slatir,
yakar, pargcalar, ylizeyini kazir, soyar, agindirict
soliisyonlarla yipratir (Griffin ve dig., 2014:2).
Uyguladig1 bu yontemle birgok eseri ¢gatlak yii-
zeylere, pash ve kiiflenmis malzeme igeriklerine
ve yogun dokunsallik igeren tortul bir yapiya sa-
hip olur. Boylelikle tarih malzemenin kendisinde
ve diger malzemelerle biresiminde kristallesir.
Geg¢miste yasanan yikimlar, savagslar ve trajediler
gibi zamanin tiim tortusunu tizerinde barmndirir
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ve Kiefer'in ulasmak istedigi tarih, unutma, ha-
fiza iligkisini tiim boyutlariyla 6n plana ¢ikarir.

3.1. Saman

Kiefer'in resimlerine 6nemli olgiide 6zgiinliik
ve derinlik kazandiran saman 1981 yilindan iti-
baren 6n plana ¢ikmaya baglamistir. Bu tarihten
sonraki ¢alismalari samanin farkli kullanimlarini
igeren konu cesitliligiyle genislemistir. Ozellikle
Alman temalarim1 saman kullanimiyla biitiin-
lestiren sanatci, Ikinci Diinya Savasi’nin Nazi
siddetini samanin farkli uygulama bigimleriyle
ifade etmeye calismistir.

Saman sanatgiya gore kendi fiziksel 6zelliginin
otesinde bircok metaforik anlam tasir. En 6nem-
lisi zamansal akiskanlig1 ve yasamsal dongiiyii
(6lim, yeniden dogus) temsil etmesidir. Fiziksel
ozelligi itibariyle de degisime ve doniistime agik-
tir, sabit bir yapist yoktur. Sanat¢inin degimiyle
tipki “giibre gibi fermantasyona ugrar ve daha
sonra bagka bir seye dontisiir” (URL 1, 2016).

Bu nedenle saman sanatgi agisindan tarih boyun-
ca yasanmis ve yasanacak olan maddi, manevi
dinamikleri vurgular. Tipk: insanlik tarihinin
kendisi gibi stirekli bir doniistimii ve degisimi
temsil eder.

Baz1 elestirmenler Kiefer'in eserlerindeki saman
kullanimimi Almanya’nin Nazi siddetini igeren
yakin tarihiyle iliskilendirir. Bu elestirmenlere
gore malzemenin kirilganligi onun Almanya’nin
tarihi ve kaderi hakkindaki anlayisiyla birlesmis-
tir. Sadece rengiyle degil yanma, kiile doniisme
potansiyeli ile savasin siddetini ve Holokost'u
cagristirir. Bu nedenle saman Kiefer'in tematik
kaygilarini dile getirmesinde, {ilkesinin tarihi ve
gelecegi hakkinda hissettigi duygular iletmesin-
de en uygun araglardan biri olmustur (Rosent-
hal, 1987: 95-104).

Kiefer'in ¢alismalarma gercgeklik ve igerik katan
saman eserlerinde farkli kullanim bigimleriyle
varlik kazanmistir. Agirlikli olarak tuval {izerine
sabitlenerek bi¢cim verilen saman bazen elle bi-
cimlendirilerek, bazen de tuval yiizeyine serpis-
tirilerek uygulanmistir. Bunun yani sira bazi ¢a-
lismalarinda yag ve dogal regine, polimer boya,
emiilsiyon ve gomalaktan olusan son derece
kalin bir macunla karistirilarak tuval yiizeyine
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uygulanmigtir. Bu yontemi iceren eserlerinde sa-
man ¢ogu zaman belirgin bir sekilde goriilmez,
ancak resim yiizeyine yakinlastik¢a varhig: yavas
yavas hissedilmeye baslar.

Saman dogasi nedeniyle zamana karsi daya-
niksiz, biyolojik bozulma riski yiiksek bir mal-
zemedir. Bu nedenle Kiefer'in resimlerindeki
samanlar zamanla birbirinden ayrigmaya, kop-
maya kiiclik parcalar halinde dokiilmeye ya da
ciiriimeye baglar. Eser bitmis olarak kabul edilse
bile bu degisim stirekli olarak devam eder. Bu
nedenle Kiefer'in saman resimlerinin bitmis bir
sekli yoktur, zaman igerisinde siirekli doniiserek
farkli kimliklikler kazanirlar. Bu durum eser-
lerinin gelecegi hakkinda kaygilar yaratsa da
Kiefer'in felsefi yaklasimlariyla olduk¢a uyum-
ludur. Ciinkii Kiefer igin ilging olan sey eserleri-
nin icerdigi malzemeyle birlikte gegirdigi zaman
igerisindeki doniistimiidiir. Doniisiim ise yikim
ve yeniden olusum dongiisiiyle yakindan iligkili
olarak Kiefer'in 6zgiin felsefesini yansitir.

3.1.1. Saman Resimler

Kiefer'in saman kullanimi genis kapsamli ve
cok yonlii referanslara sahiptir. Eserinin konu-
suna, plastigine bagl olarak birden ¢ok anlami
blinyesinde barindirir, bazen derin perspektif
yanilsamasiyla bir peyzaj goriintiisii, bazen sa-
vas sonrasl yanmis Alman topraklari bazen de
bir portrenin tamamlayici eleman1 olur. Sama-
nin farkli kullanimlariyla belirginlesen bu anlam
cogullugu temelde Nazi doneminin siddetli tari-
hinde odaklanir. Ozellikle Nazilerin Yahudilere
uyguladig1 zorbalik ve soykirim samanin farklh
kullanimlariyla vurgulu bir anlatima doniisiir.

Kiefer samani ilk kez 1981 tarihli Margarete ve
Shulamite serisinde elle tutulur bir sekilde kul-
lanmaya baglamistir. Paul Celan’in “Oliim Fiigii”
(Todesfuge) siirinden ilham alarak {irettigi bu
eserler Kiefer'in saman kullaniminin en 6zgiin
Ornekleri olarak kabul edilir. Bu eserlerde saman
Kiefer'in yakin donem Alman tarihi ile ilgili eles-
tirilerine dnemli bir boyut ve derinlik kazandir-
masgtir.

Sanat¢inin Margarete adli resmi (Gorsel 1) Ce-
lan'in siirindeki Margarete figiiriinii referans
almistir. Sairin Nazi kampinda tutsak oldugu
siralarda yazdig: siir Nazi askerlerinin esir kam-

pindaki Yahudileri miizik esliginde katledisini
anlatir. Siirin ana karakterini olusturan Margare-
te Almanya’nin tarihsel ge¢cmisiyle 6zdes kilinan,
sar1 saclariyla idealize edilmis Alman kadinini
ve 1rkint temsil eder. Siirde “senin altin saglarin
Margarete” dizesiyle betimlenir ve bu dize siirde
belli araliklarla tekrarlanir (Ross, 2006:32).

Gorsel 1. Margarete, 1981, Tuval {izerine yagliboya,
akrilik, emiilsiyon ve saman, 280 x 380 cm.

Kaynakga: https://www.artsy.net/artwork/anselm-kie-
fer-margarethe , (Erisim Tarihi: 13.012023)

Margarete resmi tuval {izerine yiiksek Olgekli
saman kullanimiyla bicimlendirilmis sira dist
bir calismadir. Bu resimde Celan’in “altin sa¢”
metaforunu referans alarak tuvaline yansitan
Kiefer, Margarete’1 taniml1 bir portre olarak de-
gil sadece sag olarak tasvir etmistir. Bu anlatim-
da Margarete’in “altin” saglarini gergek samanla
esitleyerek hem resme hem de Celan'in siirsel
metaforuna énemli bir derinlik kazandirmistir.

Tuval tizerine uygulanan resim geleneksel resim
malzemelerinin yani sira gercek saman kulla-
nimiyla bigimlendirilmistir. Samanlar demetler
halinde kompozisyonun alt kismindan yuka-
r1 dogru kivrilarak yiikselir. Sekli itibariyle sag
buklelerini andiran saman demetleri koyu zemin
tizerinde oldugundan daha parlak bir tonlama
kazanarak altin rengini cagristirir. Boylelikle
saman resmin biitiinl{igii icinde okunabilir bir
anahtar islevi kazanir hem rengiyle hem de dii-
zenlenis sekliyle siirdeki Margarete figiiriine ve
onun “altin sa¢”larina dogrudan ¢agri yapar.

Kiefer ayn1 resimde her saman demetinin ug kis-
minda ekledigi kiiciik alev goriintiileriyle saman
kullanimina farkli bir anlam katmani ekler. Bu
kiigiik ayrintiyla saman bir yandan Margare-
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te’in saclarini diger yandan yanma potansiyeli
ile kendi gercek mevcudiyetini ¢agristirir. Bu
yoniiyle sadece Margarete’a degil ayn1 zamanda
Nazi siddetine ve Yahudi katliamina giiclii bir
gonderme niteligi kazanir. Samanla Yahudi kat-
liam1 arasinda yaratilan bu iligki Holokost keli-
mesinin koken olarak Eski Yunancada “yanmus,
yakilmis” anlamina gelmesiyle yakindan bagin-
tilir (URL 2, 2023). Bu bagintiy1 resimdeki sama-
nin yaniciligiyla birlestiren Kiefer resmin konu-
su malzemenin 6zellikleriyle anlatirken, igerigini
malzemenin maddi varlig tarafindan tiretir.

Kiefer’in Sulamith resmi (Gorsel 2) Ikinci Diin-
ya Savasi sirasinda Yahudi halkinin Naziler ta-
rafindan katledilmesini anlatan bir calismadar.
Resmin konusunu olusturan Sulamith Celan’in
siirinde Nazi siddetine maruz kalmuis, yakilarak
oldurtlmiis Yahudi bir kadindir ve tiim Yahudi
ulusunu temsil eder. Siirde Margarete figiiriiniin
tam z1dd1 olarak betimlenen Sulamith “senin kiil
olmus saglarin Sulamith” dizeleriyle tasvir edilir
ve bu dize siirde belli araliklarla tekrarlanir.

Gorsel 2. Sulamith, 1983, Tuval iizerine yaghboya,

akrilik boya, emdilsiyon, saman, 290 x 370 cm.

Kaynakga: https://www.artsy.net/artwork/anselm-kiefer-su-
lamith , (Erisim Tarihi: 19.012023)

Sulamith boyutlariyla insanda ezici bir gorsel
deneyim yasatan son derece sembolik bir ¢alis-
madir. Kiefer Margarete’'da oldugu gibi bu re-
simde Celan’in siirindeki ifadelerinin gorsel ce-
virisiyle ilgilenmemis, kendi sanatsal evreninde
kaynaktan bagimsiz gorsel ifadelere yonelmistir.
Bu baglamda Sulamit karakterini bir portre ola-
rak degil Nazi donemine ait mimari bir mekan
olarak resmine tasimistir. Kasvetli goriintiisiiyle
insanlarin canli canli yakildig1 bir firmi andiran
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mekan Nazi mimar Wilhelm Kreis tarafindan
tasarlanan savasta Oldiiriilen Biiyiik Alman As-
kerleri i¢in Cenaze Salonunun fotografik sunu-
mundan alimustir (Gorsel 3) Fotograf kadrajin
birebir oranda resmine aktaran Kiefer, soz konu-
su mekan1 Yahudi katliaminin mimari bir sem-
bolii olarak kullanmis ve Yahudiler i¢in bir anit
mezara dontistirm{istiir.

Gorsel 3. Wilhelm Kreis, Biiyiik Alaman Askerleri

Icin Cenaze Salonu, Berlin, 1939

Kaynakga:https://smarthistory.org/anselm-kiefer-shulamite/
, (Erigim Tarihi: 23.012023)

Saman kullaniminin farkli versiyonunu yansitan
resim yagliboya, kiil, emiilsiyon gibi malzemeleri
biinyesinde barindirir. Bu malzemeler esliginde
tuvale entegre edilen saman Margarete resimin-
deki gibi ylizeyde goriinecek sekilde degil kalin
bir boya hamurunun igine gomiilerek uygulan-
mistir. Bu uygulamayla tuval yiizeyinde son de-
rece kalin bir doku olusturan saman resimdeki
mekanin tugla yiizeylerinde nerdeyse bir rolyef
etkisi olusturmustur. Boylelikle saman mekanin
firmi ¢agristiran goriintimiine yanict bir aktivi-
te ekleyerek Yahudi halkina uygulanan siddetin
gliclii cagrisimlarmi barindiran metaforik bir is-
lev kazanmustir (Kopp, 2009:7).

Kiefer'in Margarete ve Sulamith resminden son-
raki saman resimleri yiiksek oranda Nazi rejimi-
nin sistematik olarak uyguladig: siddet ve katli-
amlar1 konu alir. Bu resimler Almanya tarihiyle
birlikte mitolojik hikayelerin i¢ ice gectigi ¢ok
katmanli bir sunuma sahiptir. Bu ¢alismalarda
da saman Kiefer'in Alman ge¢misiyle ve tarihiy-
le ilgili hissettigi duygularin gesitliligi i¢in en uy-
gun sembol olmustur.

Kiefer'in Alman uygarliginin karakterine iliskin
diislinceleriyle samanin biitiinlestigi resimler
arasinda on plana ¢ikan Niirnberg (Gorsel 4)
saman kullaniminin dogrudan tuval yiizeyine
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uyguladigl 6nemli calismalardan biridir. Mar-
garete resminde sag olarak kullanilan saman bu
resminde savas sirasinda yanmis Alman tarlala-
rinin ve topraklariin ana elemanidir.

Gorsel 4. Niirnberg, 1982, Tuval tizerine yagliboya,

saman, emiilsiyon, akrilik boya, 380x280 cm.

Kaynakga: https://www.thebroad.org/art/anselm-kiefer/n%-
C3%BCrnberg , (Erisim Tarihi: 09.02.2023)

Resme konu olan Niirnberg 1927-1938 yillar1
arasinda Nasyonal Sosyalist Parti'nin toplantila-
riin ve mitinglerinin merkezi olarak kullanilan
Almanya’nin 6énemli sehirlerinden biridir. Sa-
vastan sonra Holokost suglar1 ve Nazilerin yargi-
landig, uluslararasi bir mahkemenin yeri olarak
secilmistir (Jacqueline, Doughert, 2010:17).

Tarihsel agidan bir¢ok evrimsel siireci barindiran
sehir Kiefer'in resminde kalin bir boya hamuru
ile samanin biitiinlestigi yikim ve 6liim temalari-
nin tarihsel manzarasina dontistiirtilmiistiir. Kiil
ve samanin birbirine karistig1 corak bir arazi go-
riniimiine sahip kompozisyon, yaratilan derin
ve abartili perspektifle ufka dogru uzanmakta-
dir. Bu perspektife uygun olarak organize edilen
saman demetleri ufuk ¢izgisinden 6n kisma yak-
lastik¢a adeta bir y1gina doniisiir. Resmin devasa
olgeginde bu samanlar, kompozisyonun bir par-
cas1 olarak degil tarlada kurumaya ytiiz tutmus
gercek saman demetleri olarak algilanir. Bu uy-
gulamayla saman, Alman topraklarinin yanmis
ve harap olmus kalintilar1 olarak resimde okuna-
bilen bir anahtar islevi goriir. Hem kompozisyo-
nun tamamlayict bir eleman1 olur hem de yani-
clig1 ve fiziksel 6zelligiyle kendi mevcudiyetini
canlandirir.

Nurberg resminde oldugu gibi ufka dogru uza-

nan yanmis ve kurumus tarlalar, Kiefer'in re-
simlerinde sik karsilasilan bir goriintiidiir. Bu
alanlar, Nazi doneminin fasist politikalarinin
bir iiriinti olarak savasin pargaladigi, harap ol-
mus diinyanin metaforik bir yansimasi olarak
Kiefer'in resimlerinde sikca tekrarlamir. Bu tek-
rarlardan biri de 1982 tarihli Usta Sarkicilar res-
midir (Gorsel 5).

Usta Sarkicilar'da Kiefer 14. yiizyildan 16. yiiz-
yila kadar Niirnberg kentinde sark: yarismalar:
diizenleyen Alman pratigine atifta bulunur. Geg-
misteki bu tarihsel uzami sembolik anlatimlarla
ve samanin farkli kullanim bigimleriyle resmine
dahil eden sanatc1 goriiniiste alakasiz iki tema-
y1 ustaca birlestirir. Tema olarak bir operayi ele
alsa da bunun alt katmaninda yatan asil konu

Gorsel 5. Usta Sarkicilar, 1982, Tuval {izerine saman,

yag, regine, akrilik boya, 380x280 cm.

SO e

J._

Kaynakga: https://www.artsy.net/artwork/anselm-kiefer-

die-meistersinger-the-mastersingers, (Erisim Tarihi:
17.02.2023)

Kiefer'in Wagner’in besteledigi bir Alman ope-
rasindan yola cikarak olusturdugu resim, si-
riilmiis bir tarla goriintiisii ve bu goriintiiniin
ylizeyine serpistirilmis gercek saman demetle-
rini barindirir. Bu demetlerin arasinda diizensiz
bigimde dagitilmis ve rakamlarin yazili oldugu
kiiglik kagitlar yer alir. Bu kagit parcalar: resmin
igerigiyle ilgili olarak sarki yarismasina uygun
olarak secilmis sarkicilarin sayisini gosterir. Sa-
man demetlerinin alt kisimlarinda yanmis top-
rak yiizeyini andiran gii¢lii koyu planlar bir yan-
dan Niirnberg sehrinin karanlik ge¢misine atifta
bulunur diger yandan savas sirasinda yakilmig
Alman topraklarinin giiclii ¢agrisimlarini barin-
dirir. Boylelikle saman bir yandan miizigin diger
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yandan savas sirasindaki Almanya’nin ¢oraklas-
mis topraklarini temsil eder.

Kiefer'in Usta Sarkicilar resmiyle ayni ismi tasi-
yan diger bir calismasi Usta Sarkicilar'dir (Gor-
sel 6). Tema olarak ayni olmasima ragmen saman
kullanim1 bakimindan oldukga farkli 6zellikler
sergiler. Bu resimde Kiefer samani demetler
ya da yigmlar halinde degil sap kisimlarindan
birlestirilerek, belli bigim vererek uygulanmis-
tir. Koyu ve dairesel bir zemin {izerinde belli
bir diizende siralanan saman saplar1 goriintimii
itibariyle insan figiirlerini gagristiracak sekilde
bigimlendirilmistir. Bu figiirler resmin ismiy-
le baglantili olarak 13 Alman miizisyene atifta
bulunur. Saman saplarinin uglarindaki kiigiik
alevler ise Kiefer'in daha onceki resimlerindeki
sembolik anlatimlariyla paralellik gosterir. Bu
sekliyle bir yandan miizisyenleri temsil eder di-
ger yandan kolay tutusan yanici 6zelligi ile Ho-
lokost'u cagristirir.

Gorsel 6. Usta Sarkicilar, 1981, Tuval {izerine saman
ve akrilik boya, 330x185 cm.

Kaynakga: https://www.artnet.com/artists/anselm-kiefer/

die-meistersinger-KAGzkdRq_ltftCelsiDfeg? , (Erigsim Tari-
hi: 13.02.2023)

3.2. Kursun

Kiefer'in saman kullanimiyla birlikte siirekli ola-
rak sorguladig tarihsel ve kiiltiirel hafiza konu-
lar1 1980’lerden itibaren Alman ve Germen mit-
lerinden Kabala, Yunan ve Babil mitlerine dogru
genislemistir. Calismalarma entegre ettigi bu
yeni konular, resmin plastigi ile biitiinliik olus-
turabilecek yeni malzeme arayislarini da giinde-
me getirmistir. Bu tarihlerde Koln Katedrali'nin
eski kursun catisinin degistirildigini kesfeden
sanat¢i, buradan ¢ikan tim kursunlari satin al-
mustir. Bu kursunlar Kiefer'in sonraki ¢alismalari
i¢in belirleyici olmus, bu tarihten sonraki eserleri
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onemli 6l¢glide kursun kullanimini igeren bir pra-
tige dogru genislemistir.

Kiefer kursunu her zaman yaratici fikirlerinin
ve eserlerinin en onemli bileseni yapmuistir. Bir-
¢ok sekliyle calismalarina uyarlamis, geleneksel
resim malzemelerinin yani sira saman, kum,
toprak vb. malzemeler esliginde kullanmustir.
Bu pratikte kursunu bazen eriterek bazen {i¢ bo-
yutlu bicimler vererek bazen de levhalar halinde
doverek calismalarina entegre etmistir.

Kursun Kiefer'in bir¢ok calismasinda diinya ile
manevi alemi, maddeyle ruhu, yerkiire ile gok-
sel alemi bir birbirine baglayan sembolik bir bir
anlatima sahiptir. Bir¢ok eserinde konunun ige-
rigine bakilmaksizin bu vurgu giiglii bir sekilde
aktarilmaya ¢alisilir. Bu anlatimlarda kursun
yeryliziinde yasanan tarihsel felaketleri, yikim-
lar1, barbarliklar: iyi ve bariscil bir diinya lehi-
ne doniistiiren ya da doniistiirmeye calisan bir
ozlemi temsil eder. Kiefer'in kursuna ytiikledigi
bu sembolik anlam, koken olarak Orta Cag sim-
ya pratiklerinde kursunun adi metallerin altina
doniistiiriilmesi gibi mucizevi ¢agrisimlarini re-
ferans alir.

Bu referans esliginde kendisi de tipki bir simya-
a gibi ¢alisir. Kursunun doniistiirme, doniisme
olasiliklarin1 sanatsal pratiklerine dahil eder.
Kursunu eritir, saflagtirir, sekillendirir ve farkl
malzeme kombinasyonlariyla eslestirerek uygu-
lar. Bu uygulamalarda adi metalleri altina do-
niistiirmeye ¢alisan bir simyaci gibi kursunun
fiziksel degisimlerini takip eder ve eserlerini bu
degisim {izerine kurar. Simya bir tiir kara biiyli
gibi goriindiigiinden, genellikle kotii bir tanrinin
kot giigleriyle iliskilendirilmistir. Bununla bir-
likte, bir simyacinin gergek amaci, yalnizca fizik-
sel degisim degil, sembolize ettigi ruhsal donii-
stim, kurtulustur (Rosenthal, 1987: 2).

Kiefer de her calismasinda tekrar tekrar bu fikre
doner ve eserlerini bu diisiinsel baglama otur-
tur. Ornegin Samanyolu (Die Milchstrase) adl
calismasinda (Gorsel 7) hem simyaya hem de
kursunun doniistiirme potansiyeline génderme
yapar. Bu ¢alismada Kiefer bir sanatc roliiyle bir
simyaciy1 iliskilendirir. Bununla birlikte kursu-
nu ruhsal yenilenme ve kurtulus i¢in bir metafor
olarak kullanir.
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Gorsel 7. Samanyolu, 1985-1987, Tuval {izerine kur-
sun, bakir tel, emiilsiyon, akrilik, gomalak, yagliboya,
563x381 cm.

Kaynakga: https://buffaloakg.org/artwork-

s/19886a-b-die-milchstrasse-milky-way , (Erisim Tarihi:
21.02.2023)

1985-1987 yillarina ait eser tipki saman resim-
lerinde oldugu gibi savas sonrasi Avrupa’sinin
yanmis alanlarinin 1ssiz goriiniimiinii barindi-
rir. Bu goriiniimiin orta kisminda tuval ytizeyi-
ne sabitlenmis ti¢ boyutlu kursun bir huni goze
carpar. Huninin u¢ kismindan topraga agilan bir
gecit ya da topraga dokiilen bir aydinlik etkisi
olusturan beyaz bir alan yer alir. Bu noktada
kursun huni dontisimiin bir araci olarak ma-
nevi alem ile diinya arasinda bag kuran, her iki
alem arasinda enerji akisini saglayan metaforik
bir islev kazanir. Hem bir 1s1lt1 saglar hem de ka-
ranlig1 isaret eder. Tipk: simyasal bir mucizenin
aract gibi resimdeki corak araziyi yenilemeye,
oncekinden farkl bir yere doniistiirmeye calisir
(Jacqueline, Dougherty ,2010:21).

Kiefer Samanyolu resmine benzer bir temay:
1985 tarihli Yayilma (Gorsel 8) adli ¢alismada
tekrar etmistir. Bu calismada Kiefer kursunu
“manevi alemin yukar1 ve asag1 giden bir sar-
mal” fikriyle biitiinlestirir. Yahudi mistisizmin-
den referans aldig1 bu metaforik betimleme Tan-
r’'nin gokyiiziinden yeryiiziine dogru yayilmasi
ve tagsmasim konu alir. Oykiiye gore cennetten
diinyaya bir akis vardir. Bu akis gokten asagi
inen ve bizi yeniden daha yiiksek bir ruhsal du-
ruma geri getiren bir 151k tarafindan saglanir. Bu
dongii Tanri’nin her seyde var oldugu ve tiim
unsurlarin O'ndan yaratilip O’'na geri aktig1 bir
stireklilik iliskisine dayanir (Rosenthal, 1987: 60).

Gorsel 8. Yayilma, 1984-86, Tuval {izerine kursun,
yag, akrilik, duvar kagidi macunu, 410x280 cm.

Kaynakga: https://walkerart.org/collections/artworks/ema-

nation, (Erisim Tarihi: 28.02.2023)

Eritilmis kursunun tuval yiizeyine uygulanma-
styla olusturulan resim akrilik boya, yag ve ya-
pistirict malzemelerden olusan bir tiir macun
kullanimryla bigcimlendirilmistir. Ufuk ¢izgisiyle
birbirinden ayrilmis dalgali bir deniz ile gokyii-
zi yer alir. Kompozisyonun tam orta kisminda
ise kursun bir bulut kiitlesi tim resme hakim
olur. Kursun bulut bir¢ok metaforik ¢agrisimla
birlikte Kieferin sembolik anlam yiikledigi ma-
nevi alem ile diinyevi olan arasindaki bag: sagla-
yan bir kanal islevi goriir.

Tipki sonsuz yaratim ve yikim dongiisiinii sag-
layan manevi mucizeler gibi kursunu doniisiim
olasiliklariyla doldurur. Bu nokatada kursun bu-
lut simya pratiginde adi metali altma doniigtiir-
meye c¢alisan mucizevi bir metaryal gibi yery-
zuni yenilemeye, iyi ve bariscil bir diinya lehine
doniistiirmeye galisir.

Kiefer saman resimlerinde oldugu gibi kursun
resimlerinde de ufka dogru uzanan yanmus tar-
lalar, kavrulmus ¢orak arazi gortintimlerini kul-
lanir. Alman topraklar: tizerindeki Nazi siddeti-
ni ifade etmek i¢in kullandig1 bu goriintiiler baz1
resimlerinde Alman Romantik manzara gelene-
gini ¢agristirir. Bu goriintiiyii iceren resimlerin-
den biri olan Wayland’in Sarkis1 (Gorsel 9) gerek
konunun ele alimis1 gerekse kursun kullanimi
agisindan Kiefer'in eserleri arasinda ayricalikli
bir yere sahiptir.
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Gorsel 9. Wayland’in Sarkisi, 1982, Tuval {izerine
kursun, saman, yag, akrilik boya, emiilsiyon, regine,
379.7x279.4 cm.

Kaynakga: https://www.sfmoma.org/artwork/FC.591/,
(Erigim Tarihi: 05.03.2023)

Wayland'in Sarkisi, Oykiisiinii Téton Tanrila-
rinin tarihini anlatan Iskandinav siirlerinden
alinmistir. Oykiiye gore Isveg Krali tim demir-
cilerin en iyisi olan Wayland'1 esir alir ve sadece
saraya hizmet etmesi icin bir adada tutsak eder.
Kag¢mamasi icin de onu sakat birakir. Wayland
bu zalimligin karsisinda kraldan intikam almak
i¢in kizina tecaviiz eder, iki oglunu oldiiriir. Ar-
dindan kendisine bir ¢ift kanat yaparak adadan
kacar (Fineberg, 2014:413).

Resmin konusunu olugturan oykii bir dénem
Nazi rejiminin ideolojik amagclar: igin kullanil-
mustir. Kolektif hafizada bastirilan bu Oykiiyii
mitolojik goriintiiler esliginde geri getiren Kiefer
Wayland’in hikayesini sanatsal 6zgiirliik ile oto-
riter gii¢ arasindaki karsithgmn bir 6rnegi olarak
genisletmistir. Resmin ana temasi esaret altinda
yasayamayanlar icin siddetin bir engel olmadi-
g1 fikrine dayanir. Bu fikir resimde 6zgiirliigiin
bir sembolii olarak kanat motifiyle temsil edilir
(Flirstenow-Khositashvili, 2011:83).

Wayland’in Sarkisi kursundan imal edilmis bir
kanat ile yanmis bir tarla ve ona eslik eden ger-
¢ek samanin bilesimiyle olusturulmus son dere-
ce etkili bir resimdir. Kiefer'in diger resimlerinde
de sik sik gordiigiimiiz yanmus tarla goriintiisii
bu kez kursun bir kanadin arka plani olarak
resme dahil olmustur. Oykiiniin belirgin motifi
olan kanat, Alman topraklar: {izerinde yiizyil-
larca siiren ¢atisma ve yikima ragmen, kurtulus
umudunu sembolize edecek sekilde yanmus tarla
gorilintiisii lizerinde siiziiliir. Fakat bu kurtulus
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umudu simyasal bir mucize seklinde degil ta-
rihteki zorbaliklarin yenilgisiyle sonuglanan bir
miicadeleyle gerceklesecektir.

Kursun Kiefer'in resimlerinde her zaman temaya
gore bigimlendirilen, maddi olarak degisiklige
ugratilan kullanish bir element olmustur. Cagri-
sima doniik yapisiyla birgok farkli okuma pratik-
lerini destekleyen kursun Kiefer'in her resminde
farkli anlam katmanlar1 kazanmistir. Kolay isle-
nebilen dokusuyla ve eritilerek kullanilmasina
olanak veren yapisiyla birgok malzemeyle uyum
saglayan kursun, Kiefer'in bazi resimlerinde de-
neysel uygulama bicimleriyle varlik kazanmgtr.
Bu kullanima doniik uygulamalardan belki de
en radikal olani erimis kursunu dogrudan tuval
ylizeyine dokerek sekillendirmesidir. Sanat¢inin
1986 tarihli Kudiis (Jerusalem) adli resmi (Gorsel
10) bu ¢alismalardan biridir.

Gorsel 10. Kudiis, 1986, Tuval tizerine kursun, emiil-

siyon, altin varak, celik, 560x380 cm.

Kaynakga: https://www.glenstone.org/artist/anselm-kiefer/

Kudiis sehrin dev bir manzara fotografi {izerine
boya eklenerek ve ardindan goriintiiniin bazi bo-
liimlerinin erimis kursun ile kaplanmastyla olus-
turulmus genis Olgekli bir resimdir. Resmin sag
ve sol kisminda kursun seritlerle tutturulmus ve
ters cevrilmis iki kayak yer alir. Doviilmiis de-
mirden imal edilmis kayaklar goksel alem ile
diinyevi olan1 sembolize edecek sekilde biri yu-
kar1 digeri asag1 dogru bakar. Kayaklarin disin-
da kalan bolgeler hizli ve rastlantisal fir¢a vurus-
larini ¢agristiran eritilmis kursunla kaplanmistir.
Kursun yanmig bir arazi goriiniimiine sahip
koyu zemin tizerinde adeta bir 1sik efekti olus-
turacak sekilde dagitilmistir. Koyu ve agik alan-
larda son derece dengeli goriiniim saglayan bu
uygulamada Kiefer, 6nce bir “manzara resmi”


https://www.sfmoma.org/artwork/FC.591/
https://www.glenstone.org/artist/anselm-kiefer/

Journal of Arts, Volume / Cilt: 6 - Issue / Say1: 2 - Year /Y1l : 2023

yarattigini, ardindan genis alanlar1 sicak kursun
ve boyayla kapladigini soyler. Birkag ay sonra ise
doktiigii kursunun bazi bolgelerini soydugunu
ve alt kissmdaki koyu bolgeleri aciga ¢ikardigini
aktarir. Siddetli sekilde yirtilmis derinin etkisi-
ni olusturan bu uygulamayla Kiefer Kudiis top-
raklarini iskencenin topografyas: haline getirir.
Kudiis sehrinin kanli ve eziyetli tarihine vurgu
yaparak tuval ylizeyini ihlal edilmis, iskenceye
maruz kalmis bir beden olarak yansitir. (Fiirste-
now-Khositashvili, 2011:37).

Kiefer’in tarihsel anlatilardan yola ¢ikarak olus-
turdugu resimlerinde kursun son derece énemli
rol oynar. Bu resimlerde kursun kullanim sek-
line bagh olarak konuyu canlandirir ve tarihsel
cagrisimlariyla temaya farkli bir derinlik kazan-
dirir. Bu olasilik zincirinde Kiefer bazen kursunu
levhalar halinde déverek tuval yiizeyine entegre
eder. Antik ¢agin Ibranileri arasinda kursunun,
kayitlarin korunmasini sembolize ettigi dikkate
alindiginda bu tipte bir kullanim daha ¢ok bil-
ginin igerigini temsil eden kitap sayfalar: olarak
okumak miimkiindiir. Kiefer'in Kizildeniz'de
Lilith (Gorsel 11) adli ¢alismast ise kursunun bu

Gorsel 11. Kizildeniz'de Lilith, 1990, Tuval tizerine
kursun, emiilsiyon, elbiseler ve kiil, 280 x 625 cm

Kaynakga: http://www.deletetheweb.com/unstuck/archi-
ves/001574.html , (Erisim Tarihi: 17.03.2023)

Degisen dinler tarihinde Lilith Tanr1 tarafindan
yaratilan ilk kadindir. Bir¢ok versiyonda bir tan-
riga ya da hava yaratigi, bir aptal ya da disi bir
iblis olarak tasvir edilmistir. En iyi bilinen bigi-
mi, Adem’in Cennet’teki ilk karisi oldugudur.
[brani mitolojisine gére Adem’e boyun egmeyi
reddeden Lilith Adem’le esit muamele gormek-
te 1srar etmis, kabul gormediginde ise cennetten
kagarak Kizildeniz'de bir magaraya siginmustir.
Tanrinin buyruguna karsi ¢ikip Adem’e geri

donmedigi icin zamanla dinler tarihinde erkek-
leri tehlikeli durumlara siiriikleyen, hamile ka-
dinlar1 ve ¢ocuklari 6ldiiren bir iblis olarak tasvir
edilmistir (URL 4, 2021).

Lilith haksizhiga boyun egmeyen, erkekle esit
muamele goérmek isteyen bir karakter olarak ta-
rihteki ilk feminist olarak anilir. Bununla birlikte
Kiefer eserinde cani rejimin kurbani, kokiinden
sOkiilmiis ve ebedi siirgiine mahk{im edilmis bir
karakter olarak tiim Yahudi ulusunu temsil eder.

Kizildeniz'de Lilith tuvale ilistirilmis siyah sag
tutamlari, elle doviilmiis kursun levhalar ve kiil
kapli arkaik giysilerden olusur. Kursun levha-
lar belli bir forma bagli kalinmadan ve bir kitab:
andiracak sekilde tuval yiizeyinde iist iiste, yan
yana bindirilmistir. Levhalarin kaba ve siddetli
bicimleri, Liliht ve onun tizerinden anlatima ka-
vusan Yahudi ulusunun siddetli tarihini referans
alir. Bu tarihsel tema siirgiin, kaos ve dagilma
duygusunu temsil eden devasa, kursun levha-
larin doviilmiis yiizeyleri araciligiyla aktarilir.
Levhalarin tuval yiizeyindeki yiikseltisi ve oran-
tisiz dagilimi ise Liliht'in Oykiisiindeki Kizilde-
niz’in siddetli dalgalarina, tehditkar derinlikleri-
ne yonelik giiclii bir ¢agrisim yapar. Levhalarin
cesitli yerlerine ilistirilen siyah sa¢ demetleri ve
giysiler, tarihin barbarligindan sag c¢ikamayan
ve Kizildeniz'de 6liime mahktm edilmis isimsiz
kurbanlarin bedensel kalintilarini temsil eder.

Kursun levhalar aracilig ile etkili bir anlatima
doniisen Lillith'in Oykiisii temelde Nazi rejimi-
nin Yahudi halkia uyguladig: siddet ve katliami
konu alir. Incil'deki siirgiin temasini fagizm sira-
sinda Yahudilere yonelik gercek siirgiin, cinayet
ve zullimle birlestiren Kiefer, resimde hem arka-
ik mitolojinin hem de yakin tarihin temel temas:
olan stirekli acinin ve 1stirabin giiglii goriintiisti-
nii yaratir (Flirstenow-Khositashvili, 2011:97).

SONUC

Kuspit'e gore Kiefer'in eserlerinde umut yoktur,
sadece kaginilmazlik vardir. Eserleriyle Nazi do-
neminin yol a¢tig1 tahribati onarmak istemesi,
yastan ¢ok melankoliyle ilgilidir. Ciinkii resim-
lerinde Yahudiler i¢in yas tutmaz, Almanya'nin
siddet dolu tarihine yas tutmak icin Yahudileri
kullanir. Bu yas sonsuza kadar siirecektir ¢iin-
kit Kuspit'e gore Yahudiler melankolik Alman-
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ya’nin bogazina kalici olarak sikismis 6lii bir
kemiktir ve bundan kurtulus yoktur. Bu nedenle
Kiefer'in resimlerindeki Almanya, simyasal ola-
rak kiillerinden yeniden dogan Anka kusu degil,
tamamen griye dontisen ruhtur. Sanati yakin
donem Almanya’nin Nazi siddetini asma 6zlemi
tasisa da konu ve estetik uygulama tarafindan
acimasizca ileri siiriilen nokta, bu 6zlemin ger-
ceklesemeyecegidir (Kuspit, 2002:4).

Kiefer'in resimleri yarattig1 tiim simyasal muci-
zelere ragmen umutsuzluk ve melankoliyi ba-
rindirir. Clinki tarihin evrensel ve geri dontisii
olmayan felaketleri karsisinda simya ve onun
ruhsal yenilenmeye doniik umut verici biiytisii
bir ise yaramamaktadir. Bundan dolay1 Kiefer'in
sanati giiniimiiz diinyasinin hayal kirikligini
yansitan basarisiz bir simyadir. Manevi yikim
gerceginin ortasinda yarattig1 dirilis hayali, sim-
yasal doniisiimiin imkansizligiyla sabittir. Ciin-
kii sanatinin ya da eserlerinin izleyicide derin bir
duygusal etki yaratmanin disinda yapabilecegi
bir sey yoktur. Eserleri diinyay1 sarsan evrensel
felaketler, insanlik trajedileri, savaslar ve bar-
barliklar karsisinda caresizdir. Savaslar1 engel-
leyemez, tarihin barbarliklarini ya da diinyanin
egemen gliclerini durduramaz. Sadece hatirlatir,
glizellik ve uyum yaratmadan, savasi ve siddeti
estetize etmeden, tarihte unutulmus ya da unu-
tulmaya ytiiz tutmus felaketleri, toplumsal yiki-
ma neden olan trajedileri tekrar tekrar canlandi-
rir ve yarini inga etmek i¢in hatirlamay1 6n plana
cikarir.
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